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BULGAKOV AND TCHAIKOVSKY: THEMES AND VARIATIONS

Summary
Bulgakov and Tchaikovsky: Themes and Variations

References to Tchaikovsky’s works in Bulgakov’s writing function without explanation and
somewhat surreptitiously as both signifiers of the writer’s antipathy toward the nascent com-
munist regime and as hermeneutic devices. They reveal the author’s ambivalence toward the
characters and the works themselves, such as The White Guard, “A Dog’s Heart” and The Master
and Margarita. Failure to interpret these enigmatic signposts may present no obstacle to
understanding the plot, but unlocking the puzzle signified by their presence offers a much richer
appreciation for the conflicts and dilemmas confronting the characters. The reader unfamiliar
with Tchaikovsky may skim over musical references in these three works as merely atmospheric.
This article posits that such a reader gains an impression very different from that which arises
upon consideration of the musical and thematic associations. This consideration provides not
only a deeper appreciation of the works, but reveals the extent to which Bulgakov himself was
of two minds in bhis relation to them.

Key words: Bulgakov, Tchaikovsky, Pushkin, Goethe, music, opera, signifier, signpost,
hermeneutics, materialism, irony, paradox, Faust, Don Juan, Onegin

B

Bulgakov was a music aficionado. His appreciation for Gounod’s opera Faust,
for example, provides a source for numerous literary themes explored in his novels
and plays, and the same may be said of Verdi’s Aida. Like many of his background, he
was immensely fond of the music of Tchaikovsky. It appears at least as often as
that of Gounod or Verdi but, as this paper seeks to establish, seems to have a different
function from that of the western composers. In the case of Gounod and Verdi, the
references seem to function as analogies, employed to deepen the emotional content
of the characters’ dilemmas as presented within the narrative. References to Tchaikov-
sky’s works, on the other hand, function without explanation and somewhat surrep-
titiously as both signifiers of Bulgakov’s antipathy toward the nascent communist
regime and as a hermeneutic device that potentially reveals the author’s ambivalence
toward the characters in such works as The White Guard, “A Dog’s Heart” and
The Master and Margarita. The role of these musical references is akin to the similarly
unexplained presence of the plethora of historical detail to be found, for example, in
the Pilate chapters of Master and Margarita, which one of the author’s biographers
has characterized as mysterious signposts to another layer of meaning'. Failure to
interpret these enigmatic signposts presents no obstacle to understanding the plot,
but unlocking the puzzle signified by their presence offers a much richer appreciation
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for the conflicts and dilemmas confronting the characters. Similarly, the reader unfa-
miliar with Tchaikovsky may skim over musical references in these three works as
merely atmospheric — imagery employed to suggest a mood. This would be a mistake
and will, I shall argue here, produce an impression of the motivations of the characters
very different from that which arises upon consideration of the musical and thematic
associations. This consideration provides not only a deeper appreciation of the works,
but reveals the extent to which Bulgakov himself was of two (or more) minds in his
relation to them.

The White Guard considers the fate of the Turbin family in 1918-1919. They
are members of the Russian intelligentsia living in Kiev, strongly reminiscent of
Bulgakov’s own family. Three major factions are struggling for control of unfinished
business in Kiev: collaborators with the German-Prussians of Kaiser Wilhelm, who
want to complete the unfinished business of the First World War; Ukrainian nationalists
under the leadership of Petlyura, who want to make Ukraine a nation in its own right;
and the White Guards, who oppose the fall of Russia to Red communism, which the
reader knows will triumph in the end. The Turbins are, it becomes clear, avowed
monarchists (as was Tchaikovsky). Unfortunately, the imperial Russian family has
been assassinated by the new Bolshevik regime, and any dreams of restoring the lost
Russian Empire are utterly futile. One of the siblings, Elena, is married to a German
collaborator. As the story begins in the bitterly cold December of 1918, he leaves her
behind to go into hiding with the German-installed Hetman, while her brothers and
friends gather in the family home to commiserate over the sad state of affairs. Bulgakov
indulges in a kind of metaphysical materialism by describing the physical surroundings
of the Turbin home in almost fetishistic detail. The cream colored curtains and the
lamp with the green shade are mentioned many times, and their significance as emblems
of security and comfort has been explored by a number of critics?. I see this materialism
as metaphysical because it is clear that his lingering attention to the details of the
furnishings is not intended to convey luxury, wealth or power. The Turbins have none
of these: they have only cherished memories of lost loved ones and days gone by. The
music of Tchaikovsky, universally admired among Russians, is of a piece with the
attention Bulgakov pays to ordinary household items. He responded rather coldly to
the more challenging music of such composers as Stravinsky and Prokofiev. Tchai-
kovsky, on the other hand, is as familiar and soothing as a velvet sofa.

Bulgakov devotes a great deal of attention to one particular item in the home: the
stove, clearly a source of warmth and life. The stove is a kind of totem, evocative
perhaps of the shield of Achilles in the Iliad as a kind of synecdoche for the major
players and events in the story that unfold in Kiev, caught amid the shifting tides of
the Russian Revolution, the German-Prussian occupation, and Ukrainian nationalism:

Bameuamenvhas neus Ha ceoeil 0CAENUMENbHOL NOBEPXHOCMU HECAA CAeOYHUjUe UCMO-
putecKue 3anucu U pUCyHKU, cOeAaHHble 8 Pa3Hoe 8peMs 6ocemHadyamoezo 2oda pyxkoro Hu-
KOAKU MYUIbIO U NOAHbIE CAMO20 21Y00K020 CMbICAA U 3HAUEHUS.:

«Ecau mebe ckascym, umo corosHuKu cnewiam Kk Ham Ha 6vipyuky, — He éepb. Coro3-
HUKU — C80A0HU.

OH couyscmeyem 601bUICBUKAM.»
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Pucynok: powca Momyca.
Iloonuce:
«Yaan Jleonuo FOpvesuu».
«Cayxu eposnvle, yicachvle,
Hacmynatom 6ander kpacnuvie>
Pucynok kpackamu: eonoga ¢ omgucwumuy ycami, 8 nanaxe ¢ CUHUM X80CHOM.
Iloonuce:
«beii Ilemaropyh
Pyxamu Enenvl u HedlcHbIX U cmapuHHsix mypourcKux opyseii dememea — Molunaesckoeo,
Kapacs, llepsunckoeo — kpackamu, myubio, 4epHULAMU, GUULHEGbIM COKOM 3ANUCAHO:
«Enena Bacunvesna atobum Hac cunbHo,
Komy — Ha, a komy — He.»
«Jlenouka, 5 6351 6usem Ha Audy.
beavamaxc N 8, npasas cmopona.»
«1918 e00a, mas 12 ons s eéarobuacs.»
«Bol moacmulil u Hekpacugolil.»
«[locae makux cn06 s 3acmpeniocs.
(Hapucosan eecoma noxoxcuii 6payHure.)
«/la 30pascmeyem Poccus!
Jla 30paecmeyem camodepicague’
«Hiwons. bapkapoara.»
«Hedapom nomnum ecs Poccus
IIpo denv bopoduna.»* (emphasis mine)

We can see all the themes of the story laid out here: the lively relationships among
the Turbins and their friends, their antipathy toward the Bolsheviks and Petlyura,
and their affinity for the old order. Of particular interest to this argument, toward the
end of this listing, highlighted in boldface in the above citation is “June: Bacarolle.”
This can only be a reference to the 6™ movement of Tchaikovsky’s extremely popular
set of solo piano pieces, the “Seasons™.

In the midst of the other graffiti, it is easy, first of all, simply to miss the reference
entirely, especially since two other musical references are perhaps more prominent
and familiar: to Verdi’s opera Aida and to the refrain of Lermontov’s poem “Boro-
dino”. These lend further credence to Bulgakov’s musical obsessions. Once one con-
siders the barcarolle, one could assume that it is merely of a piece with all the other
beloved memories of bourgeois comfort to which the Turbins cling: a happy summer
memory, in the midst of the war-torn, bitter winter. But the version of the collection
that would have been found in a home like the Turbins’ would also have had an
epigraph printed at the head of each movement. This version was originally published
in St. Petersburg, with epigraphs chosen by the publisher Bernard in 1876, republished
by Jurgenson in 1886, and subsequently republished many times*. In the case of the
No. 6 Barcarolle, the epigraph was from the first stanza of a poem by Pleshcheev.

Buiiidem na bepee; mam 60aHbl Let us go to the shore; there the waves
Hoeu nam 6ydym no63amo; Will kiss our feet.

36€3061 ¢ MAUHCMBEHHOU 2Py CMbIO With mysterious sadness

Bydym nao namu cusms.’ The stars will shine down on us.
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The epigraph on its own suggests a rather conventional moment in a love poem,
but a stanza further along in the poem reveals that the simple melancholy glimpsed in
this musical moment increases to outright turbulence and violence, of the kind which
the Turbins seem unable either to overcome or even face.

Mnoeo onu nac mepsanu, They have torn us asunder,

Myuunu mnoeo, dpye moii: They have tormented us, my friend:
Te — ceoeii enynoii 110608610, Some — with their stupid love,

Te — Geckoneunoii 6paxcooi.’ Some — with their endless hostility.

This implicit surrender to overwhelming violence perhaps explains why the staged
version was acceptable to Stalin. In fact, The Days of the Turbins was among his
favorite productions: he saw it no fewer than twenty times.” As he explained in a
letter of 1929: If even such people as the Turbins are forced to lay down their arms
and submit to the will of the people, confess their cause finally lost, that means that
the Bolsheviks are invincible.® Bulgakov seems to see things quite differently. If we link
the stars in the fourth line of the epigraph with the hostility inherent in the second
stanza cited above, we have an approximation of the closing words of the novel: All
this will pass. The sufferings, agonies, blood, hunger, and wholesale death. The sword
will go away, but these stars will remain when even the shadows of our bodies and
our affairs are long gone from this earth.’ Pleshcheyev’s verses, reflected on the printed
page of Tchaikovsky’s barcarolle, itself enigmatically etched into the totem of the Turbins’
stove, reveal Bulgakov’s conviction that the power of the Bolsheviks was fleeting,
while the enduring power of poetry and music was second only to that of the stars.

It is actually difficult to think that Bulgakov ever believed that his novella, “A
Dog’s Heart™, stood a chance of being published in the Soviet Union, replete as it is
with themes of utter contempt for the mindlessness of the proletariat, and scathing
criticism of such ostensibly progressive ideas as the forced sharing of private apartments
and political denunciation by one neighbor of another. In the story, which is an oblique
retelling of Frankenstein, Doctor Preobrazhensky (whose name means “transfigu-
ration”) decides to transplant the testes and pituitary gland of a recently deceased
man into a dog. Prior to this moment, the story has actually been told from the point
of view of Sharik the dog, and Bulgakov’s characterization provokes the reader to
feel fond of him. After the operation, the dog undergoes a rapid metamorphosis into
a rather unpleasant human being, who smokes and curses and has terrible table manners,
all of which make him just as detestable to the doctor, as the dog was beloved. There
are communists living in the building where the doctor has his apartment, which has
seven rooms, deemed unacceptably large by Soviet standards. They want to dislodge
him so that the local apartment commission can take it over. With their help, Sharik
gets papers to rename himself Sharikov and eventually gets a job in the Pest Control
department, killing stray cats. The enmity between the doctor and his creature reaches
a climax when Sharikov attempts to denounce the doctor as an attempted murderer
and counterrevolutionary. This incites the doctor’s assistant to subdue Sharikov in a
manner that initially leaves the reader with the impression that he has been killed. We
later learn that the climax has merely reversed the process of transformation, and the
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man Sharikov has begun to revert to the dog Sharik, to the relief of all, except perhaps
the covetous communists.

Doctor Preobrazhensky seems constantly to have on his mind two snippets of music.
The first, “To the sacred shores of the Nile,” is an aria from Aida. Significantly,
“To the sacred shores” is not an aria for Aida the slave-girl herself, but for Amneris,
her royal rival for Radames’s affections, providing another straightforward signifier
of Preobrazhensky’s aristocratic sensibilities. The other snippet, “From Seville to
Granada,” is from a song, “Don Juan’s Serenade”, written by Tchaikovsky to an excerpt
of Aleksei Tolstoy’s dramatic poem “Don Zhuan”. Given that there is no love interest
at all in this Bulgakov story, the erotic element inherent in the song cannot offer any
associative interpretation. Don Zhuan’s status as a member of the aristocracy seems a
more likely explanation. He had the boldness to invite a dead man to dinner and
laughed in the face of death. This kind of boldness is consistent with the experiment
Preobrazhensky undertakes with Sharik/Sharikov. Tolstoy’s dramatic poem “Don
Zhuan”, written from 1859-60, is also an oblique retelling of the familiar tale, with
the addition of a prologue a la Goethe’s Faust in which Satan wagers with a group of
heavenly spirits that he can corrupt the don'.

The mise-en-scéne of the Serenade recalls the balcony scene in Romeo and Juliet:
a man standing below the balcony of his beloved raises his voice to attract and seduce
her by proclaiming his thoughts and feelings. The important difference here is that
the singer, Don Zhuan, is addressing a loose woman named Nisetta, to provoke the
indignation of Donna Anna’s father and convince him that he is not worthy of her. In
spite of Zhuan’s lilting and graceful vocal line, the anxious energy of the cross-rhythm
piano part — ostensibly mimicking the plucking of a guitar — reminds us that Donna
Anna suffers while Zhuan puts on an insolent display. Here, as is always the case in
Tchaikovsky’s conception of Don Juan, the driving force is Donna Anna.

Om Cesuavu do Ipanadot From Seville to Granada

B muxom cympaie noueil, In the silent gloom of night,
Paszoaromesn cepenadi, Serenades ring out,

Paszdaémea cmyk meueii; Swordfights ring out:

Mnoeo kposu, mHoeo necrei Much blood and many songs
s npeaecmubix avémes dam, — Pour out for delightful ladies —
51 orce moit, kmo écex npesecmueli, To her, most delightful of all,
Iecnb u kposs moro omoam! I offer my song and blood!

In Alexei Tolstoy’s version of the story, which was banned for publication in his
lifetime, Donna Anna and Don Zhuan experience a deep and abiding love. In fact,
when the officers of the Inquisition come to seize Don Zhuan and punish him for
having killed her father, she is motivated by her love for him to conceal his whereabouts.
In the penultimate scene of the play, she calls upon him to remember his love for her,
which, in this version, he does: so much so, that after her death, he joins a monastery
and becomes a model of restraint and steadfast faith. This apotheosis of the power of
love seems to have little connection to Bulgakov’s story of a doctor and his dog. The
mysterious signpost, to borrow Proffer’s phrase, seems point out that this story, like
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Tolstoy’s play, is not simply a retelling of a familiar tale. After wreaking havoc as an
unwieldy and boorish communist, Preobrazhensky’s creature, unlike Frankenstein’s
tragic and homicidal outcast, is restored to his better nature, which happens to be
that of a rather well-fed bourgeois dog, just as Tolstoy’s Don Zhuan — unlike Mozart’s
familiar libertine — rises to his better nature inspired by love for Donna Anna. Addi-
tionally, the censorship of the play, the presence of Satan and other spirits, and pro-
longed dialogues on the murky line between good and evil may explain why Bulgakov
began to think about a project he would soon undertake and work on for the remainder
of his life: The Master and Margarita.

On one level at least, Bulgakov’s final novel is a retelling of Goethe’s Faust, set in
Stalinist Moscow of the 1930’s. The musical moment in question comes after a
chapter that features the astonishing beheading of a magazine editor, the more asto-
nishing because Bulgakov manages to imbue the scene with a great deal of dark humor,
all the while maintaining a lively argument about the existence of God, Jesus, and the
devil. The devil himself appears in the form of a foreign professor named Woland, a
name borrowed from Goethe’s Faust, and makes an extremely compelling argument
for the existence of all three. He argues his point with the editor — whose name happens
to be Berlioz — and with a hapless poet — who goes by the ridiculous nickname of
“Homeless.” The editor Berlioz, for his part, argues that there is no God, savior, or
devil, and that man is in charge of his own affairs. The devil Woland laughs that
Berlioz cannot even be sure of his plans for that night, and that in fact he is about to
die: Your head will be cut off... by a Russian woman, a member of the Komsomol."!
This seemingly insane pronouncement leads the editor to try to get away for help
from the police, but as he steps through the turnstile to board a streetcar, he slips in
spilled oil, and the streetcar decapitates him: the driver is a Komsomol woman, just as
Woland predicted. Homeless the poet is naturally thrown into great agitation and tries
to apprehend Woland, but his efforts are fruitless, and in fact, after several misad-
ventures, he ends up wandering aimlessly clad only his underwear, carrying a candle,
with an icon pinned to his shirt. He finally decides to go for help to the Griboedov
House of the Writer’s Union, where Berlioz has his office and was supposed to have
gone to a meeting. As he makes his way on foot, in this state of agitation, after such
a shock, the following takes place: Everyone’s windows were open, and shining in
each one was a lamp with an orange shade; from all the windows, doors, gateways,
rooftops, attics, cellars, and courtyards came the hoarse strains of the polonaise from
the opera “Eugene Onegin™'? [...| Throughout his difficult journey, be was, for some
reason, inexpressibly tormented by the omnipresent orchestra accompanying the deep
bass who was singing of his love for Tatyana."

Both the polonaise and the aria can be seen as simple staples of Russian culture.
Certainly, Bulgakov’s extensive listing of all the places from which the sounds of
Tchaikovsky’s music emanate and confront Homeless calls to mind the monolithic
nature of Soviet radio programming: it was the only thing on, no matter where you
went! This fails to consider, however, the fact that the two pieces of music are described
in the order in which they appear during a full performance of the opera. This suggests
that the radio is likely broadcasting the entire opera. The polonaise comes at the start
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of the final act of the opera, following a horrible act of violence, a duel in which one
friend kills another. The thick, brass chords that open the polonaise were borrowed
by Tchaikovsky from his own Fourth Symphony and represented for him the inexorable
hand of fate.!* Thus, the seeming banality of the polonaise becomes a dreadful reminder
of the violent decapitation Homeless has just witnessed and the fateful prediction of
Berlioz’s death that preceded it.

The aria takes us on an altogether different journey, tied not to Homeless, Berlioz,
nor directly, at least, to the devil. It is the lonely province of the creative genius. The
action of the opera Eugene Onegin is rather faithful to the plot of Pushkin’s famous
novel in verse. The tone of the opera, on the other hand, is quite different. Pushkin,
while dealing with sophisticated and profound matters in his novel, nonetheless retains
a light narrative tone throughout, rather like Bulgakov. If we look below at the text
of the aria that seems to pursue Homeless through the streets of Moscow, we see that
two lines are from Pushkin (indicated by Novel), another twelve are lines that Pushkin
ultimately deleted from his published work (indicated by “deleted”), which Tchaikovsky
seems to have come across in the published appendices and found useful for his pur-
poses.'S Some of these “deleted” lines, it is worth noting, ring true with the imagery of
greed and dissolution at the Griboedov House, into which Homeless is about to enter
(indicated with underscore):

Jliobsu 6ce 6o3pacmol NOKOPHbL; Novel. 8. XXIX.1
Ee nopuisel bnacomeopHel, Novel. 8.XXIX.3
U ronowe 6 pacyseme nem, Opera.Ill. 1

Eodsa ysudeswiemy ceem,

U 3akanenrnomy cyovooii

boiiyy ¢ cedoro 2on060it!

Oneeun, s cKpbleantv He cmany,

besymno s a106a10 Tamoany!

Tockaueo sncuzns most mekaa,

Ona sigunace u 3axcena,

Kax coanya ayu cpedu nenacmos,

Mnue ncusnv u moaodocms u cuacmeoe,

Cpedu aykasbix, Manr00yuiHbIX, Novel. 6. XLVII [deleted
Ullanvnbix, banrosannsix demeil, ?

3n00ees u cmewHbIX U CKYUHYIX,
Tynoix, npueazuusvix cyoei,
Cpedu Kokemok 6020MONbHbIX,
Cpedu xononveé 000p060NbHbIX,
Cpedu 6cedHesHbIX, MOOHbIX CUECH,
Yumuewix, aackoevix uzmen,
Cpedu x0100HbIX NPUS0BOPO8
Kecmokocepdoii cyembl,

Cpedu docadnoii nycmomol
Pacuemos, dym u paseosopos, ]

Ona 6aucmaem, Kak 36e30a Opera.Ill.1
Bo mpake nouu, é nebe uucmom,

U mne sersemes 6ceeda

B cusnve aneena ayuucmom!* (emphases mine)
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The rest of the text (indicated by Opera) was composed by Tchaikovsky, with no
care for the meter or rhyme scheme that Pushkin fastidiously preserves elsewhere.!”
Yet this music is very likely the most popular excerpt from the opera, and if you ask
Russians to quote Eugene Onegin, they are likely to quote the lines shown above
underscored and in bold - lines written by Tchaikovsky, not Pushkin! The scene that
follows this fleeting reference takes place in the fictionalized union of Soviet Writers,
which Bulgakov lampoons mercilessly. It is in this scene where the poet Homeless
begins to recognize the futility of his bad Socialist Realist drivel, where the reader sees
the idle uselessness of the Writer’s Union, and where Bulgakov’s courage as a writer is
met with the cowardice that would ban this work and much else of his output until
after his death.

At least one other fleeting reference to Tchaikovsky takes place in Chapter 15,
“Nikanor Ivanovich’s Dream,” in which the chairman of the house committee in charge
of Berlioz’s residence is confronted with the crime of keeping foreign currency. His
crime has been concocted by Woland’s henchmen, but the consequences and their
effect on his psyche are quite real: he is arrested, loses his mind and is taken off to a
sanitarium. There, under the influence of an injection from the psychiatrist Stravinsky, '
he dreams that he is in a theater of some sort, to which others accused of the same
crime have been invited to confess. Those who confess and hand over their currency
are released. After one of those gathered confesses and exits the theater, the lights go
out, and a nervous tenor can be heard singing: There are piles of gold there, and they
all belong to me. This line is sung by Herman, the money-crazed gambler from Tchai-
kovsky’s opera, The Queen of Spades. The chapter is permeated with references to
Pushkin, whom Nikanor mentions often without having read anything by him before.
An actor recites Pushkin’s play “The Covetous Knight”, thus the reference to the covetous
Herman seems appropriate to the chapter’s overall theme of greed. This then would
seem to contradict the argument that Bulgakov employs Tchaikovsky hermeneutically.
As with the lines from Eugene Onegin, however, these lines were not written by
Pushkin. They are from the libretto, which, apart from the plot, has almost nothing in
common with Pushkin’s prose.”” Tchaikovsky’s obliteration of Pushkin’s text was
unintentional. He took up Pushkin as the subject of more than just these two works
out of a sincere admiration for the power of his poetry. As meticulous as Bulgakov
always was in his research, especially with regard to his final novel, he would have
been aware that these lines, ostensibly from Pushkin, were actually the work of others
and ended up in some cases being better known than Pushkin. This situation is not
merely ironic, nor just paradoxical. It goes beyond simply offering a signpost for
polyvalent interpretations of the various characters” motivations. As a writer, Bulgakov
would have been quite sensitive to the manipulation of an author’s text by succeeding
generations. He is demonstrating just how well he understands that the author is not
fully in charge of his text.

With these musical references, Bulgakov seems to be telling us: don’t believe
everything you read, even if he wrote it. When we explore the connotations of Tchai-
kovsky’s music, we discover quite another world of ideas and interpretations. We
should not, however, assume that these ideas take precedence over the more obvious
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ones, nor that they purport to provide a higher truth. The contradiction belies the
superficial signifier and fully exposes the paradox inherent in the narrative moment.
Seen in this light, Bulgakov’s prose takes on the kind of open-ended interpretive features
we usually reserve for poetry, and gains from this light a freshness of perspective that
keeps his ideas vital and provocative.
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As previously mentioned, Bulgakov was not fond of Stravinsky. Thus it is consistent
with this impression that he names the cold, rational director of the psychiatric
ward after one of his least favorite composers.

Tchaikovsky’s brother Modest wrote the libretto.
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