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THEATER AND THEATRICALITY IN THEIR RELATION
TO HISTORY AND THE ARTS IN THE NOVELS
BY VLADIMIR SHAROV

Vladimir Sharov (1952-2018), a distinguished contemporary Russian writer, published nine quasi historical novels. Each
of his novels suggests a different semi-fantastical version of Russian history that is locked into continuing cycles or — to
use Sharov’s preferred word — “rehearsals” of violence. Theater and performance are a recurring theme in Sharov’s prose.
In Before and During [[lo u 8o 8pems], one of the main characters is Alexander Scriabin. In The Rehearsals [Penemuyuu]
Patriarch Nikon orders a play — a mystery-play about Easter — in which the amateur peasant actors are assigned roles
from the Bible and replay these roles for generations. In Should Not | Spare [MHe niu e noxaneme], the opening section
shows characters participating in Chekhov’s plays, and the main part of the narration tells the story of staging an oratorio.
In the last two novels, several of the protagonists are theater directors. This article argues that for Sharov, theater is an
apt metaphor for history and a basic ontological principle, because theater is an experience that can be documented but
is never reproduced in exactly the same form. The article examines how Sharov brings out the power of the playwright,
director, and actor to implement multiple and different scripts and life stories. Life and art in his works imitate each other
through a constant multiplication of versions or rehearsals — “rehearsals” in its expanded sense as reinterpretations,
revisions, rewritings, and continuations.
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Vladimir Sharov, a distinguished Russian author who died in
2018, published nine historical novels that blend facts and the fan-
tastical in an extremely complex and convoluted way. He wrote about
various periods in the history of Russia. Still, he always returned to
his main theme, the traumatic memory of the catastrophic events of
the 20 century with its revolutions and the Great Terror. Sharov ex-
plored their deep roots in the Russian messianism and the ferment
stirred by the religious sects in the country. Each of his novels pro-
vides a different semi-fantastical version of Russian history — a his-
tory that consists of continual cycles or, to use Sharov’s preferred
word, “rehearsals” of violence. In fact, as Caryl Emerson suggested
in her review of Oliver Ready’s translation of Sharov’s second novel
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aptly titled The Rehearsals (Penerunuu, 1992), Sharov’s particular
type of novel seems to recognize only the recurrent events and ex-
plores how and why these events recur.!

Sharov’s novels are often described as alternative history2. How-
ever, Sharov considered himself a realistic writer. He insisted that
his works were not embedded in a reshaped past but created to delve
into intents, thoughts, attitudes and beliefs: the intrinsic phenomena
and factors that govern people’s behaviour and are very real aspects of
life but hardly ever find their ways to textbooks?. Anna Berdichevska-
ya, in her essay on the last Sharov’s novel The Kingdom of Agamem-
non [IlapctBo AramemuoHa], suggests that the intricacy of his prose
does not exceed the complexity of the life it describes+. The Russian
cultural critic Dmitri Bykov has gone further, claiming that Sharov’s
“historical provocations” reveal the hidden mechanisms of Russian
fates. According to his English translator Oliver Ready, generically

1 C. Emerson, The Children of Catastrophes: On Vladimir Sharouv’s “The Rehearsals”,
“Los Angeles Review of Books”, 27.11.2018, https://lareviewofbooks.org/article/
the-children-of-catastrophes-on-vladimir-sharovs-the-rehearsals/?fbclid=IwAR
0zrrUGjG43PeXKTwJKASACE_viqJRkjzmvuUoOEYNy5RDGZpYeGOEsNjwo#!
(21.02.2020).

2 Harry Walsh, in one of the earliest reflections on Vladimir Sharov’s novels in
American scholarship, called them “allohistorical”. See H. Walsh, The Micro-
cosmography of Russian Cultural Myths in Vladimir Sharov’s Allohistorical
Novels, “Slavic and East European Journal” 2002, vol. 46, no. 3, p. 565—585. Mark
Lipovetsky’s preferred term is the “quasi-historical” (kBazu-ucropuueckuii)
novel. Muireann Maguire has characterized them as “historiographic metafiction”.
See M. Maguire, Institutional Gothic in the Novels of Vladimir Sharov and
Evgenii Vodolazkin, “Canadian Slavonic Papers” 2019, vol. 61, no. 4, p. 420—438.
https://www-tandfonline-com.ezproxy.lib.purdue.edu/doi/full/10.1080/0008
5006.2019.1648986 (21.02.2020). On representation of time in Sharov’s novels
see A. I'abpuasioBa, Pugmosl u pedpersl: xydoxcecmaeHHOe 8pemMs 8 POMAHAX
Baaoumupa Ilaposa, // Baadumup Illapog: no my cmopoHy ucmopuu, pef.
M. JlunoBenkuii, and A. se JIa ®oprens, HJIO, MockBa, 2020, p. 586-614.

3 See B. Illapos, “Ab6cyp0 Hawell scusnu”, uHTEPBEIO ¢ EneHoit Banumkoii, “Moc-
KOBCKHE HOBOCTH 2002, no. 39, http://www.litkarta.ru/dossier/absurd-nashei-
zhizni (21.02.2020).

4 Using Sharov’s description of the post-revolutionary years as the time of great
shakiness, when people’s lifes were taking unimaginable turns Bercichevskaya
writes: “There is nothing more fantastic than the fate of a person during the times
of great shakiness”. [Her Huuero panracTuyHei, ueM cyipba desroBeKa BO BpeMeHa
BeJIMKOM maTkocTh.] A. BepauueBckas, IIpocmpancmeo Illaposa, uau «geauxas
wamxkocmy», “Mensenp”, 07.04.2019, http://www.medved-magazine.ru/artic-
les/Prostranstvo_Sharova_Ili_velikaya_shatkost.3033.html (21.02.2020).

5 See B. Illapos, “Umo cayuuiocs ¢ ucmopueit? OHa ymouyaa”, AHTEPBHIO ¢ JTMu-
TpueM BbIKOBBIM, «Pycckast »KusHb», 08.06.2007, http://rulife.ru/old/mode/
article/76/ (21.02.2020).
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Sharov’s novels do not belong to historical realism as conventionally
understood, but rather to fantastic realism that allows the author to
uncover deeper meanings and patterns in Russian history by virtue
of creation and exploration of implausible and grotesque situations®.

Sharov has never published a play, and his preferred technique is
a flow of “stories within a story”. In his early essay on Sharov’s nov-
els, Harry Walsh noticed a “dearth of dialog and absence of chapter
divisions.” And indeed, Sharov did not like writing dialogues. Ac-
cording to Oliver Ready, “he liked to compare dialogue in fiction to
the water in a fruit: it needs to be squeezed out™®. However, theater
and performance are a recurring theme in his prose. In Before and
During /o u 8o 8pems), one of the main characters is Alexander Scri-
abin. In The Rehearsals (Penemuyuu) Patriarch Nikon orders a play
— a mystery-play about Easter — in which the amateur peasant ac-
tors are assigned roles from the Bible and replay these roles for gen-
erations. In Should Not I Spare (Mue in He no:xaseTs),’ the opening
section shows the characters participating in Chekhov’s plays, and
the main part of the narration tells the story of staging an oratorio.
In the last two novels by Sharov, several protagonists are theater
directors. The opening pages of Be as Little Children [Bynpre xax
netu] provides an overview of Russian participation in World War I
through the productions of classical operas. In The Return to Egypt
[BosBpamenue B Eruner], some characters participate in the stag-
ings of Gogol’s Inspector General. Even the works of visual art —
such as a china set, painting by Alexander Ivanov, or decorated wood
columns — are depicted not as freestanding artifacts but as props and
scenery, a mise-en-scene where historical episodes are poised and
ready to come to life. In all Sharov’s novels, participation in an ama-
teur theater is a sign and a necessary part of normal happy childhood
and adult and family life.

° 0. Ready, How Sharov’s novels are made: “The Rehearsals” and “Before & Du-
ring”, “Slavic and East European Journal” 2020, vol. 64, no. 1, p. 42—61.

7 H. Walsh, The Microcosmography of Russian Cultural Myths in Vladimir
Sharov’s Allohistorical Novels, “Slavic and East European Journal” 2002, vol. 46,

no. 3, p- 566.
8 0. Ready, Remembering writer Vladimir Sharov, “The Moscow Times”,
21.08.2018, https://www.themoscowtimes.com/2018/08/21/remembering-

writer-vladimir-sharov-a62594 (21.02.2020).

9 Title taken from the Book of Jonah, 4:11: “And should not I spare the great city
of Nineveh, in which there are more than a hundred and twenty thousand people
who cannot tell their right hand from their left—and also many animals?”
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Describing theater, Sharov underscores the power of the play-
wright, director, and actor to implement multiple and different
scripts and life stories — an artistic goal he achieves as a novelist by
using the technique of a story-within-a-story. For Sharov, the the-
ater is an apt metaphor for history and a basic ontological principle,
because it is an experience that can be documented but never repro-
duced in exactly the same form. In this, theater mimics real-life his-
torical experience. According to Mark Lipovetsky, Sharov’s theatrical
connections and deeply rooted theatricality connect the writer with
the neo-baroque movement in contemporary literature.’® Sharov’s
“rehearsals” are related to Lipovetsky’s “iterations,” a larger under-
lying principle in postmodernist literature that Lipovetsky defines
not as a repetition but rather as an absurd, “paralogical” shift that
produces new, problematizing meanings," Moreover, in his analy-
sis of Before and During and Shall Not I Spare (referred by him
as Sooner or Later and How Could I Not Regret, respectively), Li-
povetsky notes that by mythologizing history Sharov can better dis-
cern the “rhythm of history” or its “discrete continuity”'* — in other
words, its performativity.

Discussing the current state of Russian history in his interview
with Dmitry Bykov, Sharov consistently made theatrical compari-
sons. He justified his irony and grotesque, once again, in theatrical
terms, stressing the inadequacy between the roles and the actors?s:

IIpoucxonAT HeKue «PerneTUIun», 3/1eCh A, MOXKAIYH, yrajial KaHp, — UCTOPUS
He IIPO’KUBAETCH, a PA3bIIPBIBAETCS, KaK Ibeca, C JOCTATOYHO ITPOU3BOJIBHBIM
U 4aCcTO HeaZIeKBaTHBIM pacupesieieHreM posiell. OTHOCUTBCSA K Held 6e3 upo-
HHUU HEBO3MOXKHO, U IOTOMY TJIaBHBIE CTPACTH C TOCY/IapCTBEHHON apeHbl YIILIH
B JINYHBIE OTHOIIIEHUA. V1 1aske B IyIIeBHbIE PACKOJIBI OT/I€JIbHBIX JIHII.

0 M. Jlunoserku#, [lapatozuu: Tpavcgopmayua (nocm)modepHucmekoz2o ouc-
Kypca 8 pycckoil kyavmype 1920—2000-x 22., HJ10, Mockga, 2008, p. 267.

1 An iteration is not a repetition of the elements of similarity/contrast and not
even the reiteration of the unique and the accidental; it is rather a recurrent,
unpredictable, alogical (paralogical) absurdist shift that creates a random rhythm
of dislocations, which in its turn bears new problematizing meanings. [[{mepayus
— 3TO He IOBTOPEHUE 3JIEMEHTOB CXO/ICTBA/KOHTPACTA U /IaKe He IIOBTOPSIEMOCTb
€ITMHUYHOTO HCJIyJalHOTO, a MOBTOPSIOIIUNCSA HEIpPeCKa3yeMblid, aJOTMUHbBIN
(mapasioruuHebIit), abCyp/HbIN c/IBUT, (POPMHUPYIOIIUA PBAaHBIM PUTM CMEIEHUMH,
B CBOIO OY€peZib MIOPOK/AAOIINI HOBbIE, IIpoOIeMaTusupyoinue, eMmbicipl]. Ibid.,
p- 238.

2 M. Lipovetsky, The Aesthetic Code of Russian Postmodernism, 2012, http://cdclv.
unlv.edu//archives/nc2/lipovetsky_pm.html (21.02.2020).

3 See B. Illapos, “Umo cayuunocs ¢ ucmopueii? Oua ymownyaa’.
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Something like “rehearsals” are going on, and here I probably hit on the right
genre — history is not lived through, but rather plays out like a drama, where
the roles are distributed arbitrarily and not always adequately. It is impossible
to treat it [history] without irony, which is why the main passions receded from
the state arena into personal relations. Or even into inner schisms of individual
persons.

Sharov further compares historical development to an act in a play.

Crpana oueHs 6oJibIast, THPOPMAIMOHHAS OTKPHITOCTh COXPAHAETCS, TPAHHUIIBI
IIPO3pavHbI. A YTOOBI pas3bIrpaTh OUepeIHOE IEHCTBHE Beepbes, HyKHO obecte-
YUTh TOJTHYIO 3aKPBITOCTb.

The country is very big, the exchange of information has remained open, the bor-
ders are transparent. In order to play out the next act properly, they need to
guarantee complete closedness.

In the first part of this essay, I focus on Should Not I Spare in con-
nection with the two novels that preceded it: The Rehearsals (Sha-
rov’s second novel), and Before and During (his third). The second
and third novels have received more attention from the critics and
have been translated into English. Should Not I Spare, his fourth,
is less known; it was never republished or translated into other lan-
guages. This novel, however, is of particular relevance to my theme,
because it is even more focused on theatricality. In the second part of
this essay, I discuss the segment on The Inspector General in the
novel The Return to Egypt and analyze how Sharov presents works
of visual arts and architecture as a type of latent theater, or as scenery
for potential mise-en-scenes.

REAL LIFE AS THEATER AND THEATER AS REAL LIFE

In Sharov’s novels, a plotline very often begins with a character
who intends to write a continuation for a famous book. In Return to
Egypt, the protagonist, Gogol’s descendant and namesake, is work-
ing on the second part of Dead Souls. He outlines Chichikov’s life
in later years and also mentions a possible future for Dostoevsky’s
Alosha Karamazov.** The main story in Should Not I Spare starts in

14 Likewise, Alexander Scriabin, who is featured in Before and During, failed to
finish his Mysterium but began another symphonic work, The Preliminary Act,
designed as a prelude to Mysterium. This second work was also left incomplete.
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a similar vein. In a bizarre turn of events, at the time of Stalin’s death
in 1953, the authorities decided to create a third part of the Bible,
or a Third Testament, retelling the history of Russians as the new
chosen people and including the lives of new prophets. One of these
new prophets is Vladimir Leptagov, composer and director of the
best Russian choir of his time and the last representative of a three-
hundred-fifty-year-old family. Leptagov’s ancestor was an educated
Byzantine Greek, an allusion to both Biblical and Byzantine roots of
Russian culture. To write a story of Leptagov’s life, one assigns Alexei
Trept — a journalist, choir member, and long-term NKVD informer.
Of course, the dark irony of using State Secret Service files as a bio-
graphical source cannot escape the reader’s notice. Sharov’s sarcastic
style is on display in how Trept justifies his work in the NKVD:

PaboTau 51 Ha HUX ellle ¢ cCaMOro HavasIa IBa/IAThIX TO/I0B, B YaCTHOCTH, OBLII MX
4eJsIoBEKOM B xope JlenrTarosa, Bcer/ia mucasl Ipas/ly, BCIO IPaB/Ly U O/IHY TOJIBKO
IIpaB/ly U Bcerjia FOpAWICA , YTO OHU MHe /10BepAIoT. Te, KTO CMOTPAT Ha 3TO
WHAJe, YIUBJISIOT MEHS: €CJIU MBI XOTHM, YTOOBI HAMHU XOPOIIIO U CIIPABE/IJINBO
VIIPaBJISIH, TOCYAPCTBO MPOCTO 00s13aHO 00s1a/1aTh BCEBEIEHBEM U BCE3HAHU-
eM. Mbl, BHEIITATHBIE COTPY/IHUKY, - KaK Pa3 U €CTh I71a3a BJIACTH (17).'

I had worked for them since the very beginning of the twenties. In particular,
I was their man in Leptagov’s choir. I always wrote the truth, the whole truth and
nothing but the truth. I was always proud that they trusted me. It never ceases
to amaze me that there are people who have different views on the matter: if we
want to be ruled in a good and just way, the state simply ought to know every-
thing and be informed about everything. We, freelance collaborators, are the eyes
of the authorities.

Although the main events take place in the first half of the
twentieth century, the introductory story is set in today’s Moscow
and begins as a farce. The narrator Sasha is a Japanese language
interpreter. The setting, an ironic reflection of the entrepreneurial
spirit of the 1990s, is a tea-ceremony house and brothel for Japa-
nese tourists that a “New Russian” businessman has just opened in
Moscow. The hostesses present themselves as three sisters, adver-
tised as Russian beauties with thick braids. They share the historic
name Leptagov, but it is unclear if this is their real surname. The

5 Throughout this article, the citations from Vladimir Sharov’s novels Before &
During and The Rehearsals are referenced to their published English translations.
The citations from other novels are referenced to their Russian editions, and all
the English translations of these are mine.
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idea of “three sisters” seems pleasantly authentic to the tourists,
reminding them of Russian fairy tales and Chekhov’s play. As ear-
ly as in the opening scene, the very concept of a genuine national
spirit and national heritage, whether Russian or Japanese, is put in
brackets of parody.

The “three sisters” not only graduated from the Institute for Ori-
ental Languages but also took courses at a theater institute. There is
nothing dreamy and idealistic about them; all three are shrewd and
practical. Their duties at the Japanese teahouse include, among oth-
ers, telling their life stories. There, their role-playing and storytelling
reach the level of high art.

JIeBYIIKY JIETKO IMOZ/IEPKUBAJIA PA3TOBOP Ha JIIOOYI TeMy, HO, KPOME 3TOTO,
V KaXK/10H ObLIa ¥ CBOSI OT/IeJIbHAsSI IIPOTPaMMa — BIIOJTHE CBOE0Opa3HOe CMeIlIeHrEe
cOoOCTBEHHOH Cy/IbOBI Wyii COOCTBEHHOU MCTOPHUU C 3aTaZI0YHOM PYCCKOM JIyIIIOH,
PYCCKOI ujieeld ¥ MPOYNM HAIIMOHAJIBHBIM KOJIOPUTOM. V3rOTOBJIEHO 3TO OBLIO
JIOBKO U 3By4aJI0 €CTECTBEHHO. SITOHI[BI, BO BCSIKOM CJIydae, OCTABAJIUCH BeChbMa
JIOBOJIBHBI. BIipouem, He X0y HU Ha KOTO KJIEBETATh: OTEUECTBO Y HAC YHBUTEIb-
HOE 1, BOBMOKHO, TO, YTO OHU PACCKa3bIBAJIU, OBLJIO YHUCTEUIIIEN TTPAB/OH (2).

The girls could easily maintain a conversation on any topic, but, in addition, each
of them had her own program — a completely original mix of her own fate or
her own life story with the mysterious Russian soul, the Russian Idea, and other
such details of national colour. It was all done artfully and sounded authentic.
The Japanese, in any case, were totally satisfied. Well, I don’t want to slander
anyone. Our fatherland is full of surprises, and it is possible that their stories
were entirely real.

The truth behind their stories may be elusive, but all three under-
score how much they are rooted in Russian history. The sisters’ ances-
tor supposedly came to Russia from Greece in the seventeenth century,
and each sister had her own version and time frame of family history
— her own script — each one focusing on the ancestor’s participation
in a seminal historical event. The youngest, Sofia, would talk about
the first Leptagov’s arrival from Greece to Russia with his uncle (being
a bishop) at the beginning of the seventeenth century and his unending
adventures experienced during the Time of Troubles. The second, Na-
talia, would focus on different Leptagov’s correction of liturgical books,
thus laying the foundation for the Schism.** The eldest sister, Irina,

16 Sharov considered Schism (Raskol) the seminal event and the greatest trauma in
Russian history. See B. Illapos, “KaxcObtit moil pomaH donoarsem npedvtoywiue”,
uHTEPBBIO ¢ M. JIunoBenkum, “HenprukocHoBeHHBIH 3amac” 2008, no. 3 http://
magazines.russ.ru/nz/2008/3/1i6.html (21.02.2020).



AMINA GABRIELOVA

tells Leptagov’s story as that of a nineteenth-century raznochinets, the
son of a sexton, physician by education, a revolutionary, and a mem-
ber of the Russian anarchist group Land and Liberty. This three-part
historical backdrop places Leptagov’s ancestors at the epicenter of cul-
tural shifts in the 17" and 19 centuries and makes him an “heir” with
a sequence of “footsteps” to follow, thus preparing the reader for the
main part of the story, set in the twentieth century.

However, the narrator Sasha notices that the sisters’ stories ex-
actly match the scenes of the Leptagov family history shown in picto-
rial form on the celebratory dinner set, which again casts a shadow
on their credibility. Importantly, Sharov treats the paintings on this
gigantic china set for 96 people as a genuine historical source as well
as potential mise-en-scenes. It turns out that the pictures were based
on Trept’s biography, and the china set was a gift to Leptagov for
his 75th birthday and for 350" anniversary of the Leptagov family in
Russia. The entire transaction was possible only because the china
factory director was the senior Trept’s friend and a choir member
himself. Here “choir” already begins to sound like a “ruling party.”
Sharov shows how a supposedly authentic family history acquires
multiple unreliable versions or mirror reflections, from written biog-
raphy to pictorial biography to oral history told by false heirs until it
is very difficult to tell truth from fiction.

The three sisters also liked telling how they were once actresses
in an experimental theater led by a young avant-garde director. This
director planned to stage all Chekhov’s plays in his original inter-
pretation. The plan was, among others, to extend the time span of
the scenic events by twenty to thirty years; in the case of The Cherry
Orchard, for example, he wished to show how the main characters
evolved and what happened to them after the revolution. Lopak-
hin, who acquires Ranevskaya’s estate at the end of Chekhov’s play,
marries Varya and then loses the estate during the Revolution. In
the 1930s, Lopakhin is arrested as a kulak (a wealthy peasant de-
clared an enemy of the socialist state), and his entire family eventu-
ally ends up logging trees in a labor camp. Trofimov and Anya, on
the other hand, do very well. After the revolution they marry and
both have distinguished Party careers. Both manage to die peaceful-
ly in 1934. However, the above project of “completing” The Cherry
Orchard never reached the stage, and the sisters refuse to provide
any specific information about the director. Thus doubt is cast on
the veracity of the whole story.
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In another unrealized project, the mysterious avant-garde di-
rector wished to explore whether theater could foretell the future.
He would stage a play about a famous contemporary philosopher
and dissident, whose life had turned out exactly as predicted. In his
youth in 1930s the man commits an insignificant offence. The secre-
tary of his Komsomol cell, a fanatical girl, denounces him in an agi-
tated speech, and in a state of shamanic-like ecstasy foretells the key
events of his life, including prison, camps and emigration. Now, this
philosopher is asking himself whether this zealot girl was a prophet
who had conveyed God’s will and thus confirmed that his fate had
been preordained; or had she acted all by herself? In this latter case,
he would like to know why she had acted in that way. Unfolding this
fantastic scenario, Sharov tries to understand to what extent human
lives are preordained and whether human beings lack agency. The
same theme — the role and legitimacy of prophets — is taken up
in the main part of Should Not I Spare by the musician Vladimir
Leptagov.

SHOULD NOT | SPARE: LEPTAGOV'’S TITANOMACHY
AND SCRIABIN’S MYSTERIUM

Alexander Scriabin is a major protagonist in the novel Before and
During in which Russia is entangled in World War I and on the verge
of a revolution. Called “the apostle and prophet of the new world”
(258), Scriabin is first introduced as a prospective leader of the par-
ty of Fedorovians, followers of the Russian philosopher Nikolai Fe-
dorov and ardent revolutionaries. Fedorovians choose Scriabin as
their leader, since “they had always been astonished by Scriabin’s
mighty symphonic gift, his ability to score for dozens of different
instruments in such exhaustive detail that, in the end, their voices
merged into a perfect unity in which, furthermore, everything was so
complete. So polished, that to break up and fragment this voluntary
concord seemed quite impossible” (253). Thus Scriabin, a composer
singularly able to bring together discording voices, could be cast as
a messiah and lead the revolution.”

7 More on Scriabin in Before and During see II. JlumoBa, Pegoatoyus Kak Koc-
Mmuveckan mucmepus: Ckpsabux 8 pomare «J[o u 8o epems» B. Illaposa. /| Baa-
Jumup Illapog: no my cmopoHy ucmopuu, pea. M. JlunoBeukuit u A. ae JIs
doprens, HIIO, MockBa, 2020, p. 548—-585.
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Scriabin is depicted as a greater revolutionary than Lenin because
of his Mysterium’®. But later in the novel Scriabin meets Lenin, whom
he recognizes as the true revolutionary leader and Russia’s Messiah.
Their meeting takes place on the waters of Lake Geneva in Switzer-
land, in a bizarre scene when Scriabin, like John the Baptist, greets
Lenin the Messiah. Scriabin in his turn also has a precursor, his own
John the Baptist, Sergei L'vovich (Tolstoy?, 251). Thus Sharov con-
tinues to interpret the history of the Russian revolution in a circular
fashion, as a chain of predictions, “rehearsals” and “re-enactors.”

In Should Not I Spare Scriabin’s name is never mentioned. Never-
theless there are striking similarities between Leptagov’s only com-
position, the oratorio Titanomachy, and Scriabin’s Mysterium, as
well as certain biographical parallels between the two musicians.

As regards biography: Leptagov’s 1910 Volga trip resembles Scri-
abin’s Volga trip with Sergei Koussevitzky’s orchestra in the same
year. Leptagov and his choir travel on a steamship with the name
The City of Kitezh. According to legend, the city of Kitezh sunk un-
derwater to protect it from the invading Mongol horde. It would seem
like an ill-omened name for a ship.2° This trip inspires Leptagov to
create his giant Titanomachy in celebration of the great technological
achievement of the time — the ship Titanic. He hopes to perform this
oratorio on the Titanic’s maiden voyage in 1912. Leptagov’s oratorio
is based on Greek mythology, on a successful “revolution” of sorts:
the cosmic battle of the aged Titan gods and the young Olympian
gods, the eventual removal of the older gods and the establishment
of a new world order. This mythological plot, performed by a chorus,
introduces the theme of Greek tragedy and submission to fate. The
oratorio also includes elements of English and Scottish sea lore and
folk music. The revolutionary spirit of the Titanomachy is intended
to glorify the technological breakthrough of Anglo-Saxon engineer-
ing and Western civilization and probably to reflect Petrine interests
in shipbuilding and Western culture.

18 See O. Ready, How Sharov’s novels are made...

1 JI. CabaueeB, Bocnomunanus o Ckpsabune, Kinaccuka XXI, MockBa, 2000, p. 45—46.

20 This is not a product of Sharov’s imagination — a ship with such a name did exist.
What is more important, the sinking city of Kitezh as an allegory of the revolutionary
Russia appears in Sharov’s novel Be Like Children. In the introduction to this novel
reference is made to Rimsky-Korsakov’s 1904 opera The Legend of the Invisible
City of Kitezh, and the final scene depicts an endless procession of Russian
revolution victors and victims descending underwater in Lake Svetloyar. But the
imagery here is complex: in the original medieval legend the city sunk to protect
its inhabitants and not to destroy them.
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Leptagov, who can now be compared to a Greek coryphaeus, fails
to finish this oratorio on time (just as Scriabin had failed to finish his
Mysterium)—and then the Titanic sinks. As a result, Leptagov, for
the rest of his life, suffers massive guilt, blaming himself for somehow
predicting and inflicting this disaster. Here again we see how Sharov
subtly brings into play the theme of the power of art and the artist to
influence or predict the future. There is also some irony in the fact
that a symbol of technological advancement, the Titanic, sinks to the
bottom, but the ship City of Kitezh stays afloat.

Subsequently in the novel, Leptagov moves out from Moscow and
St. Petersburg and goes east into the small city of Kimry, located on
the Volga river, closer to the heart of ethnic Russia. His choir in St.
Petersburg is made up of the former high-school students; the first
performance of Titanomachy took place in the school auditorium.
Now, the choir both grows in size and matures in age, and its sections
begin to look more and more like political parties. At the beginning, it
was supposed to be an all-male choir. In order to include some voices
in the necessary higher registers, Leptagov invites the members of
the religious sect of Skoptsy (the self-castrated).* Moreover, while
Leptagov is ill, under cover of the choir’s lower voices, a separate
group of SR# terrorists is formed. Through all these trials and reloca-
tions, Leptagov remains a beloved choir leader. In Kimry, the choir,
now gigantic in size, performs Titanomachy standing on both sides
of the Volga River. This epic spectacle can be interpreted in multiple
ways. The choir relocates out of the capital to “Mother Volga,” glo-
rified in innumerable folk songs; by doing so, it moves closer to its
Russian roots. From a city building, a historic and time-specific loca-
tion, it migrates into a natural setting, an eternal location, a place of
timeless nature and centuries-old history.? We often see in Sharov’s
novels how the events set in historical time take place in cities or in-
side buildings. When the action shifts to mythological and cyclical
times, events happen in the lap of nature.

Among the similarities between Titanomachy and Scriabin’s sym-
phonic poem Prometheus (whose main character is himself a Titan)

2 Ckomirpl (Skoptsy), or the castrated, a Russian religious sect who practiced self-
castration in order to overcome lust.

22 9cepol (SR or Esers), members of the Party of Socialists-Revolutionaries,
a prominent party in prerevolutionary Russia.

23 For an overview of Sharov’s non-fictional essays on the dynamics in Russian
history between the capital and the provinces, see the review essay by C. Emerson,
Vladimir Sharov on history, memoir, and a metaphysics of ends, “Slavic and East
European Journal” 2019, vol. 63, no. 4, p. 598.
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are themes taken from Greek mythology and a rebellion against the
gods. But even more, Titanomachy reminds one of Scriabin’s unfin-
ished Mysterium. Scriabin intended his Mysterium to be a weeklong
performance—his mystical, synesthetic experiment with music, sing-
ing, dancing, lights, colors and aromas, set in a dedicated temple in
the Himalayas on the shore of the river Ganges, according to Scriabin
the “cradle of mankind” (Before and During, 249). Similarly, Lepta-
gov’s Titanomachy swells up into a gigantic enterprise, performed in
a quintessential “Russian” location in a natural setting near the Volga
River. At the same time, Leptagov’s choir serves as an allegory of the
ruling revolutionary party after the revolution, with its combination
of sectarians and terrorists.

Eventually, Leptagov’s oratorio, like Scriabin’s Mysterium, ex-
pands its scope, encompassing both humans and nature. His choir
ultimately includes the voices of animals, such as bellowing cows and
bulls, as well as the natural sounds of wind, water, and thunder. One
of the most moving and also surreal scenes of Should Not I Spare is
an uprising of mistreated cattle (118—24). Here Sharov directly con-
nects collectivization and the Great Terror. The protest of starving
cows and bulls, a parable of collectivization and state-provoked fam-
ine among the peasants calls to mind horses dying from malnutrition
in Andrei Platonov’s novel The Foundation Pit [Kotiosau] and his
Terror-Famine play Fourteen Little Red Huts [YeTbIipHaAIIaTh Kpac-
Hbix n30ymek]. This detail seems to refer to the episode in the Book
of Jonah (3:7—8), where both people and cattle in Nineveh partici-
pate in universal repentance.

The revolutionaries in Before and During appreciate Scriabin’s
ability to unite different instruments into one voice. For Leptagov as
a messianic leader, the vocal genre of the oratorio is a most suitable
musical form, and Leptagov works here directly with human voices.
There might also be a linguistic parallel. The word napmus [partiia]
in Russian means both a party and a part (or role) in a musical or vo-
cal work. Also, the verb nems, 3anems, in prison argot means to con-
fess or to report on someone. When Alexei Trept, the police informer
and biographer of Leptagov, admits that often it is easier for him to
sing than to speak (14), he is, in fact, admitting that he is a canary;
these words can be interpreted in both a musical and a political sense
since singing, i.e. informing has now become the preferred form of
communication. Even a political leader as renowned as Menzhinsky,
who after Dzerzhinsky’s death was appointed the head of the Cheka,
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speaks by singing an aria. As the scope of the choir increases, it in-
deed starts representing the fusion of religion and Secret Services: it
includes the two main revolutionary forces — the sectarian Skoptsy
who as eunuchs have high voices, and the militant and violent SRs
(Socialists-Revolutionaries), whose voices are low. Leptagov’s life
after the revolution is thus thoroughly intertwined with the NKVD.
The journalist Trept who is writing his biography is an old NKVD
informer, as are choir members. The boundaries between the hench-
men and the victims fade away.

Should Not I Spare ends in 1939 when it becomes clear that col-
lectivization has been a disaster and the day of penitence and last
judgment is nigh. The Skoptsy sect takes the initiative and organizes
a movement of national repentance. Here Sharov provides a gro-
tesque and surreal vision of political and temporal reversal: the for-
mer wealthy peasants, or kulaks, return from the labor camps and
exile, and their property is restored to them. The Chekists, poor peas-
ants, and kulaks raise their collective voices in a phantasmagoric cho-
rus singing of repentance and mutual forgiveness. Finally, everyone
has the hope of being forgiven, just as in the conclusion of the Book
of Jonah, which gives the novel its title and where God spares the
city of Nineveh of His wrath. In the final scene, however, Leptagov,
like Moses, leads his choir-chorus of peasant-victims and Chekists-
torturers through burning peat bogs as if through the flaming inferno
to universal penitence and is granted a vision of the Burning Bush.
History comes full circle. The Russian people, like the chosen people
of the Old Testament, are brought back to the beginning of Biblical
history, to the Crossing of the Red Sea in the Exodus. The cycle will
begin again, but now Leptagov’s role as an artist, prophet and mes-
siah is complete.

ARCHITECTURE AS SCENERY

This passage is reminiscent of the teaching of the intellectual mys-
tic Ilyin, a character in The Rehearsals (20—21) whose task was at-
tempting to understand God. This understanding is itself presented
in spatial terms, with wide-open expanses and opaque corners. Ilyin
compared this process to building a temple and looking for appropri-
ate stones. The inside of the temple would be an undivided space,
conducive to different interpretations:
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As he tried to elucidate what it was that had come with Him into the world, that
had been proclaimed by Him to the Jews and other nations, Ilyin consciously
avoided dividing the temple of his understanding into side chapels and altars,
and merely laid the cornerstones of his faith; he built the frame but not the walls
or the roof, keeping everything as it might be in the desert — open to the four
winds. (20—-21)

If a cathedral building can be interpreted as a model of the entire
cosmos, then Leptagov here creates different versions or “rehearsals”
of his own universe and universal Temple. His personality expands
beyond the boundaries of a musician or an author, and he tries on
roles belonging to different types of artists. A writer’s or a musician’s
imagination is unlimited; a theater director, however, knows con-
straints in the surrounding reality, as well as in the script, building,
scenery, and actors.

OO6CTOATETBCTBA 3aCTABUIIA €TI0 COKpaTuThb, Cy3UTH TO I10JIE, T/I€ OH 6bLT cBOGO-
JAE€H, OH CJIOBHO YUIEJI OT IMUCaTEeJIbCTBA, I/ie BCE BO BJIACTHU aBTOpa, K TeaTpy, Te-
ana)'[I:HOfI pexuccype, rae pexuccep, ocraBaACb JUKTaTOPOM, GECKOHEUHO 3a-
BHUCHUM U OT IBECHI, U OT aKTE€POB, U OT MY3bIKH, 1 OT XyJIOXKHHUKA (46)

The circumstances forced him to reduce, to narrow down the field in which he
was free. He seemed to have departed from the realm of writing where the author
holds absolute power and chose theater, theatrical directing, where the director,
while remaining a dictator, is nevertheless fully dependent on the play, actors,
music and the stage designer.

The comparison between organizing a choir and building a tem-
ple recalls Nikolai Fedorov’s philosophy of art. Fedorov formulated
a concept of architecture as the highest form of human art, higher
than music and theater. A temple, according to Fedorov, is a model
of the universe because it connects earth and heaven.

HckyceTBO CBAIIGHHOE €CTh BOCIIPOM3BEZEHHE MHUpa B BHUZE XpaMa, COefu-
HAIOIIEro B cebe BCe MCKYCCTBA, IPUYEM XpaM, KaK IIPOU3Be/IeHIe 30/{4eCTBa,
JKMBOIIMCU U BasSHUS, CTAHOBUTCA H300paKeHUEM 3€MJIH, OTAAIIEH CBOUX
MepTBEIOB, 1 Heba (CBOJT XpaMa 1 MKOHOCTAC), HACEJISIEMOTO 0KHUBJIEHHBIMH T10-
KOJIEHUAIMH, a KaK BMECTUJIUIE [IeHUs, TOUHee OTIeBaHUs:d, XpaM €CTb I'0JIOC,
10/, 3BYKH KOTOPOTO 0’KMBAET IIpaxX Ha 3eMJIe...

Sacred art reproduces the world as a temple that combines in itself all arts. Thus,
the temple, being a work of architecture, painting, and sculpture, becomes a rep-
resentation of both the earth that gives away its dead, and heaven populated by

24 H. ®enopos, Hckyccmeo nodobuil (MHUMO20 XYO0HeCM8eHHO20 80CCIMAHO8-
NeHus) u uckycemao deticmaumenvHocmu (deticmeumenvHoe gockpewerue) //
H. ®egopos, Couunenus, Mpicab, Mocksa, 1982, p. 563—564.
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the revived generations (the vault and the iconostasis). As a vessel for the sacred
songs, strictly speaking for obsequies, the temple is a voice to whose sound the
dust comes back to life on earth...

Here lies an important difference between Fedorov and Sharov
in understanding art. Fedorov values static and finite architecture,
a “hard” art, while Sharov prefers a living, moving, developing, and
ever-changing theater performance. For Sharov, architecture is
a form of “stage design” that can serve as the backdrop for histori-
cal events, and sculpture and painting are parts of the mise-en-scene
that can be revived at any moment.

Sharov compares the director to a dictator, adding a political di-
mension to this image. Political leaders can be like directors, only
their scenery is real architecture, and their actors are real people. In
The Rehearsals, Patriarch Nikon, like a dictator who uses people as
his actors, allows Sertan to hire only peasants for the roles in their
production, and he perceives new buildings and landscape in a the-
atrical sense. Observing the construction of a real new cathedral, he
sees it as scenery for a gigantic stage set.

It turned out, remarkably enough, that Sertan’s selection of actors, his sketches,
and mise-en-scéne excited Nikon even more than the construction of the Church
of the Resurrection. The latter was only a fraction of the enormous task con-
ceived by Nikon and led by Sertan. Nikon and the monks, along with hundreds
upon hundreds of hired laborers and volunteers, were, it seemed, merely erecting
the scenery for the spectacle that Sertan was directing (117).

Since the purpose of the Passion play is to entice Christ back to
earth for a Second Coming, the stage setting stands in for the neces-
sary physical environment, and having scenery is equivalent to hav-
ing a real location. Even when Sertan loses all his actors during the
Cossack-Polish war, the theater does not disappear, because his artist
Martin is still with him. The two of them are able to save and restore
the scenery from their theater. Actors can always be recruited en
route. Later on, when Sertan is taken to Moscow and asked whether
he can stage a play, the authorities take him to the treasury and show
him his own scenery (89). Now, the director is able to create a new
mise-en-scéne and to begin a new period in the theater’s life.

In Should Not I Spare, likewise, theatrical memories immedi-
ately conjure up architectural parallels. Alexei Trept, a failed artist
and theatrical set designer, perceives his entire existence in theatri-
cal terms and experiences nostalgia for the theater of his youth. He
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describes his room of fifteen years in a communal apartment as “sat-
urated with harmless theatricality” (B xomHare, B KOTOpOH 51 KUBY
yKe MSATHAATD JIET, C MO3AHEN 3UMBI COPOK CEbMOTO T0O/ia, BCE
nponuTaHo 6e300uIHON TeaTpasbHOCTHIO, 13). That reminds him
of the early years of the choir and of the good old times before the
revolution, when this building housed an excellent amateur theater,
and when the choir was smaller and still performed inside. “Harm-
less theatricality” here refers to the early days of both the choir and
revolutionary politics, in both instances more idealistic and naive in
scope. This ornate home with its rich mix of styles, gilded fireplace,
and gothic staircase resembled a beautiful old theater. However, to-
day the house is in disrepair and falling apart.

JIoM, KOHEUHO K€, yMHUPAeT; TPETUH 3TaK BOOOIIIE ITyCT, TaM 0OBAJIUIUCH CTPO-
[ujia ¥ KUJIbIOB IIePECesIIIN B IPYTHUE MECTa, TOBOPSAT, UTO TO JKe CKOPO JK/IET
u Hac. (13).

Certainly, the house is dying; the third floor is already empty, the rafters col-
lapsed, and all the residents have moved to other places; rumors are that we will
soon follow them.

The house here clearly symbolizes the country in collapse. Anoth-
er sign of decay is the disintegration of amateur theaters, where non-
professional actors could rehearse and experiment and where theater
was a truly communal experience.

The interaction of spatial and static arts with temporal and dy-
namic ones is a constant refrain of Sharov’s writing. When writing
about architecture, he likes to describe it as almost tangibly alive. In
Should Not I Spare, cities and streets are compared to human com-
munities as follows:

OH CBSITO BEPWJI, UTO ZI0Ma JKUBbIE; KaK JIFOU, OHU POXKJAIOTCS, JKUBYT U YMH-
paroT. YJIUIBI K€ — 3TO HEeKOe COODIIECTBO, WU CTasi, I/Ie OJHO IIOKOJIEHIE
CMeHsIET JIPYTOe U, €CJIU XOUEIlb YIIeJIeTh, COXPAHUTH MECTO 10/ COJTHIEM, HA/0
Zpatbesi. Bipouem, roBapuBas OH, HEKOTOPBIM 3aHUSIM CJIy4aeTcsi BBIOUTHCS U
B Bokaku. OH JIIOOMJI CPABHUBATH YJIUIY C FOCYAAPCTBOM, B KOTOPOM IEPUO/IBI
Me/IJIEHHBIX, CIIOKOMHBIX PeOPM KOHUATUCH BCE CMETAIOI[UMHU PEBOJIIOLIASIMH,
U JKaJIeJI I0Ma, KOTOPbIe KayK/(blil pa3 CJIe3JIMBO U PAXUTHYHO IIBITAINCH J{OKA-
3aTh, YTO OHU HE Uy)KHe, He BPArd 9TOU COBCEM JPYTOU YJIHIlE, YTO OHH PaJIbl
HOBBIM TOBApPHIIIAM U UM XOPOIIIO ¢ HUMU (13).

He fully believed that houses were living things; like people, they are born, live
and then die. Consequently, the streets are like communities, or animal herds,

76|



THEATER AND THEATRICALITY...

where one generation replaces the previous one and if you want to survive, to
keep your place on earth, you must fight. However, he used to say that occasion-
ally some buildings happen to become gang leaders. He liked to compare a street
to a state, where periods of slow and quiet reforms end up with all-sweeping
revolutions, and he pitied the tearful and rickety houses that every time tried to
prove that they are not alien, not enemies to this entirely different street, that
they are glad to have new friends and they feel comfortable around them.

The above paragraph may be considered as Sharov’s manifesto
concerning his views on both art and history. It is because the author
explains how architecture can serve as a metaphorical representa-
tion of people and history; it can be both scenery or backdrop and
an active participant in historical development. He also suggests the
existence of a certain universal pattern in life, be it the life of a state
or of an art movement, which consists in the sequence of long and
slow intervals of steadiness interrupted by short periods of extreme
violence or change. The paragraph refers to Nikolai Gogol’s essay of
1831 in which he stated that each building ought to have a distinct
personality and be an act of opposition to architectural conformity. It
also reminds us of Gogol’s reflections on architecture as a chronicle
of the world (“letopis’ mira”) and as ultimate memory that can give
voice to the nations after they are long gone?s.

STAGING GOGOL

Sharov returns to the theme of theater as well as to the topic of a ma-
jor work of art that needs continuation in his eighth and penultimate
novel, Return to Egypt [Bo3Bpamenue B Eruner, 2013]. The protag-
onists of this novel are direct descendants of Gogol. They believe that
if Gogol had successfully finished Dead Souls, Russian history would
have taken a less violent turn. Early in this novel, Sharov includes
an episode concerning staging The Inspector General. Every sum-
mer, one of Gogol’s great-grandnieces invites all her descendants to
her country estate Soimenka where they stage one of Gogol’s works;
this becomes a favorite summer ritual for the whole family. Its goal,
in line with Sharov’s view of amateur theater as a tool for the pres-
ervation of living memory, is to honor their famous ancestor. More-
over, the event is intended to preserve Gogol’s spirit so that to create

25 N. Gogol, On Present-day Architecture, in: N. Gogol, Arabesques, transl. A. Tul-
loch, Ardis, Ann Arbor, 1982, p. 132.
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a bond between relatives and identify the most talented “legitimate
heir” who might follow in their famous ancestor’s footsteps and write
the continuation of Dead Souls. Producing a theatrical performance
is a family affair, all the actors are amateurs, and only the director can
be an invited professional (there are uncanny resonances here with
Sharov’s The Rehearsals where the peasant families continue to act,
and re-act, the Passion of Christ during three hundred years of Rus-
sian history — from the reign of Tsar Alexis to Stalin’s gulag). These
productions establish a template, or early version, of the search for
God and the Promised Land, a search that occupies the main charac-
ters throughout the novel.

The Inspector General is of particular interest to Sharov as an-
other Gogol’s work that had a continuation. Gogol finished the first
version of the play in 1836. He returned to it ten years later, in 1846,
and wrote an addition in dramatic form, known as The Denouement
[PasBsizka]. Two productions are planned in Soimenka, focusing on
both versions. The first one takes place during the summer of 1915;
the second is planned for the summer of 1916, but because of the
War it never gets beyond the preparatory stage or “rehearsal of the
rehearsal.”

For the 1915 production, the director Blotsky interprets the plot
of Inspector General as an ironic and even blasphemous para-
phrase of the Book of Exodus. Pathetic Khlestakov, who personi-
fies the Chosen People, tries to reach the Promised Land that is his
family estate. However, he is stuck in the city N. as if in the middle
of a desert. He is hungry, and the invitation from the Mayor arrives
like a miracle from God, saving Khlestakov from starvation. The
bribes are similar to Egyptian gold, the Mayor seems to be a pha-
raoh, and Khlestakov is finally able to flee, just as the Israelites es-
caped from their persecutors. As if the young Gogol wrote this role
for himself, Khlestakov here is cheerful and open, kind and a little
simple-hearted. Rather than a moralistic and satirical comedy, the
play is presented as a folktale about the miracle of Exodus. Khlesta-
kov-Gogol is not a prosaic compulsive liar, but rather a poet who
unleashes his imagination in search for God. This production was
very successful, and the younger generation and all the participants
fondly remembered it.

Sharov interprets Gogol himself as a thoroughly theatrical person-
ality, an author—actor who stages his own life and turns it into a se-
ries of rehearsals.
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ITo cBoeit mpuposie T'orosib 66T AKTEPOM; CIIOCOGHOCTD K IMOUTH MTHOBEHHBIM
mepeBoIUIoeHuAM (a 11000 aKTep, TOBOPHJI BJIOIKHUI, B CTOJIb PA3HBIX BUAAX
MIPEICTABJISIETCS, UTO YACTO HE €ZTUHBIM YEJIOBEKOM SIBJISIETCS ), CIOCOOHOCTD TaK
BKUTBCS B POJIb, UTO OHA /IEJIAETCA yKe He JIMUMHOM, a JIMKOM — BCE 3TO OBLIO
JIaHO eMy cBbIIliie. be3 3Toro I'orosib TPOCTO HE MOT KUTh W, HA/IO0JITO 3aCTPSIB
B OJTHUX U TeX JKe JIEKOpaIUsX, 3a00seBasl... VI BOT OfHAX/IbI, He UMesi HOJIbIIe
CHJI TEPIIETh, OH CPBIBAJICS C MECTa, ye3as, 6exxaJ, Ky/a riasa rsaaar... Jarie
JIPYTUX CTPAH MBI HAX0UM ero B Utanuu, B Pume. DTOT BCeJIEHCKUI TOPOJI, pa-
30M 1 BaBwiton, u Mepycanum, O6bUT 1JTsI HETO U KYJIUCAMH, U TPUMEPHOH. 371ech
OH BBI3JZIOPABIUBAJI, 0’KUBAJI. 3/1€CH JK€ BbIOUpAs cebe HOBYIO POJIb U BHICTPAU-
BaJI HOBYI0 MHU3aHCIIeHy. JIUIb 3aTeM Bo3Bpalaics obpatHo B Poccuio 1 Ha-
YUHAJ perneTunn (124).

By nature, Gogol was an actor; the capability for an almost instantaneous
re-embodiment (as Blotsky used to say, every actor is incarnated in so many
forms that he or she ceases to be a single person), the capability to identify
with a role to such an extent that it becomes not a mask but a true face — all
that was given to Gogol by the Maker. He simply could not live without that,
and when he got stuck for a long time in the same scenery, he fell ill... And at
some point, no longer being able to tolerate that, he sprang up, left the place,
escaped wherever his feet would take him... More often than in the other coun-
tries, we find him in Italy, in Rome. For him, this universal city, being simul-
taneously Babel and Jerusalem, was both the wings and the make-up room.
There, he could return to health, could revive. There, he could select a new
role and build a new mise-en-scéne. Only after that, he was ready to return to
Russia and start the rehearsals.

At the later period during the 1840s, after his sojourn in Rome and
his travel abroad, Gogol assumes a different life role. His Rome stay,
and his own philosophical and religious search resulted in a new in-
terpretation of his previous works. For the 1916 production Blotsky,
following The Denouement of 1846, focuses on the silent scene, now
interpreted as an image of the human soul, where motionless officials
represent humans sins. This production foregrounds the character of
the speechless official whom Gogol calls human conscience and who
now represents Gogol himself. However, this second production is
interrupted by the war. Opinions about the production of 1916 are di-
vided. The actors and the younger generation are reluctant to accept
Blotsky’s new interpretation. The director now sides with the general
public that finds Gogol’s satirical depiction of the city N. biased and
without any basis in real life. If the previous staging showed the man
striving to find God, this time Blotsky wants to show God descend-
ing to earth. God fails to find any chosen people but instead finds the
kingdom of the Antichrist, where everyone has plunged into sin. The
speechless official thus becomes a Christ-like figure; the city N. with
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its corrupt residents now represents the kingdom of the Antichrist;
the city officials in the silent scene are petrified out of fear and awe
of God. In this interpretation, the silent scene resembles the famous
painting by Alexander Ivanov, The Appearance of Christ Before the
People, where the artist shows how the crowd was struck dumb at
the sight of Christ. We know that in real life Gogol and Ivanov were
friends; Gogol wrote a letter in support of Ivanov and his controver-
sial painting, which was published in the Selected Passages from
Correspondence with Friends [BeiOpaHHbBIEe MecTa U3 MEPETUCKH C
npysbsimu]. To director Blotsky, the silent scene and the painting are
companion pieces; they form a diptych describing a crucial moment
in the Sacred History. Thus The Inspector General, which reflects
Gogol’s admiration for medieval art, becomes not just a comedy but
a mystery play.

The characters assume different roles in these productions.
Khlestakov is a poet, actor and messianic leader, as well as a bit of
the simple-hearted but lucky fool (durachok) from Russian folktales;
Gogol himself is a poet and actor and Christ and God, and Blotsky,
the artist and director, becomes a revolutionary prophet.

While preparing for the 1916 staging, Blotsky joins a revolutionary
party, and he envisions this production as a rehearsal for the revolu-
tion:

PanbIire 1pyroro, TOBOPUJI OH, MbI ZIOJKHBI IIOHSTh, UTO Pa3Bsi3Ka He eCTb IPO-
CTO€ JIOIIOJIHEHE K IIhece, OHA PBIYAr JJisi KODEHHOH IepeieIKi MUPOYCTPOi-
cTBa craporo «Pepuzopa» (130).

First of all, he said, we need to understand that the Denouement is not a mere ad-
dendum to the play, but rather a lever for fundamental reform of the whole world
order in the old version of The Inspector General.

Later in the novel, Blotsky stages another play, an allegory called
The Promised Land, which shows nothing but mass scenes of Red
Army soldiers in rags and covered with blood, unsuccessfully trying
to climb a mountain of mirrors. The sins reflected in the mirrors in-
terrupt their quest for entering the Promised Land.

It is easy to see in this allegory that the Russian revolution itself
has become the quest for finding the Promised Land and the continu-
ation and culmination of Gogol messianic impulses as expressed in
Denouement. The productions of Inspector General play out as re-
hearsals for the religious and philosophical quests in Return to Egypt.
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THEATER AND OTHER FORMS OF ART

Sharov often compares theater and other forms of art. In The Rais-
ing of Lazarus [Bockpewenue Jlazaps 2003], the narrator reflects
on the difference in longevity between theater and literature:

... momyMar, HaCKOJIBKO He IIOXOXKe JKUBYT Pa3Hble HcKyceTBa. Teatp — GypHO,
U, HECMOTPS Ha JINIE/IEHCTBO, HA PEAKOCTb UCKPEHHO. I10-BUANMOMY, 3TO BO-
ob1ie camoe 6y1arogapHoe U3 MCKyccTB. Hurze akrep, 1a U peskuccep TOXe, He
HIOJIyYalOT TaK MHOT'O U Tak cpasdy. CpaBHH 3a30p MEXKy aBTOPOM KHUTHU U TEM,
KTO €r0 YUTAET,- KaK JI0JIT0 3/1eCh UeT 00paTHAsI BOJIHA U KaKOH 0cy1abyIeHHOMH
JIOXOJIUT. A B TeaTpe — BCe PAZOM, YacTO IPAHUIBI TpocTo HeT. Ho 3aTo crek-
TaKJIb JKUBET HEJI0JIT0, KHUTa, KOHEYHO, BEllb Ky/ia 6ostee fosrourparoimias (20).

I thought ... that different art forms live totally different lives. Theater life is
stormy and, all the pretence and make-believe notwithstanding, very sincere.
Apparently, it is the most gratifying of the arts. Nowhere else the actors, as well
as directors, receive as much and as fast. Compare the gap between the author of
a book and the person who reads it — how long does it take the returning wave
to move back, and how much weaker does it arrive? In the theater, by contrast,
everything happens immediately, such gap often does not exist at all. Yet there is
a price: performance lives short whereas a book is, of course, a more long-playing
phenomenon.

The advantage of theater is that it allows for swifter and closer
interaction between the artists and the public. Theater experience
is more life-like than other arts. Even as individual performance is
short-lived, the life of theater continues as performances and re-
hearsals go on, and, in a way, this life never ends as long as theater
exists. Writing about other types of art, Sharov again selects unfin-
ished works that allow for some kind of further development. Then,
he interprets them as mise-en-scenes that have internal dynamics
and potentials for showing action, waiting to be re-animated into
moving things.

Since Ivanov’s Appearance of Christ Before the People had been
left unfinished, it is not a surprise that Sharov imagines a continua-
tion for it. He describes how two art students, copying Ivanov’s drafts
for the painting, discern dozens of the dead risen from their graves on
a large tree in the foreground (The Return to Egypt, 475). One of the
students arranges the drafts in chronological order and can see how
the original Appearance of the Messiah morphs step by step into The
Final Judgment and then into the Second Appearance [or Second
Coming], transforming itself into a picture of the End of the World.
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Ivanov thus emerges as an artist-prophet, like Gogol, Scriabin, and
the imaginary director Blotsky.

In another example, in Return to Egypt, the character Uncle Valya
is an artist living in self-imposed exile in Central Asia and both pre-
serving and creating the works of art. First, for the museum in the
city of Nukus, he collects the rejected works of avant-garde art, which
were languishing and “slowly dying” of cold, humidity and neglect in
storeroom-prisons in the entire country. Now, he offers them a new
life and begins to exhibit them. When Uncle Valya moves to the des-
ert city of Khiva, he creates graphic sketches for the ornament on the
wood columns that was supposed to adorn the fagade of a local gov-
ernment building.>® Wood in the desert is especially precious as a liv-
ing and breathing material. The columns are decorated with intricate
plant designs, but, as the viewers get closer, they can see that what
looks like plants are, in fact, delicately engraved scenes of human his-
tory ready to come to life. This episode occurs in this very long novel
for the first time quite early on (173—86), and for the second time
closer to the end (578—-79), with a different version of the ornament.
In the second occurrence, the two columns are intended to represent
French and Russian Revolutions ready to break out. However, the
whole project is left unfinished, like history itself, as if allowing for
further development.

A work of art in Sharov’s novels can conceal a coded message, that
is, a second hidden meaning or additional version, a “rehearsal” that
translates the message from one art form to another. In Before and
During Lenin creates a secret code to transcribe Scriabin’s Myste-
rium into a work of olfactory art that is a composition of smells. Like-
wise, in Return to Egypt, Sharov interprets Malevich’s Black Square
as a coded scenery and grotesque mise-en-scéne:

Jsans Bajis muineT, 9YToO U3BECTHBIM XyZOKHUK Kazumup MasieBu4, KOTOpPBIN
npenoaaBan uM ¢ KososeseBbim Bo BXYTEMACe, Oyayun apecToBaH B 1926
ToJly, Ha JIoIIpoce IT0Ka3aJsl, 4To Te ero KapTUHBI, KOTOPbIE B TeYeHUe ITOCIeTHUX
IIECTH JIET ¢ 1918 10 1924 roz 6bUIH IPOJIAHbI Ha 3ala/l, Ha CAMOM JieJIe SIBJIA-
JIICh 3G POBAHHBIMU ITOCTIAHUAMU. AJTpecaT — aHIVIMICKAsA pa3Be/IbIBaTE b~
Haa ory:k6a MIV—5, BHEIITATHBIM areHTOM KOTOPOU OH ABJISETCA B 1912 Toja.
B paborax, Tak WM WHa4Ye OTHOCAIIUXCSA K GUTYPATUBHON KUBOIUCH, HHHOP-
Manysa O COBETCKOH apMUY U IPOMBIIIJIEHHOM IOTEHIHAase KOJUPOBAJIACh I[Be-
TOM, OTZeJIbHBIMU JIeTaJAMU U UX B3aUMHBIM pacloJioeHueM Ha xosicre. UTo

26 This passage also reminds us of Gogol’s reflections on the similarities between
trees and columns in his On the Present-day Architecture, p. 124.
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Ke 710 abCTpaKIUi, B YaCTHOCTH, BEIBE3€HHOTO HEJIaBHO YaCTHBIM KOJUIEKITHO-
HepM ['opHdernbaom «YepHOro KBasipaTa», TO 3TO CAEJTaHHBIN 10 3akazy MU -5
aHaIN3 ODIIETO MOJIOKEHUSA JIeN B CTPaHe (476).

Uncle Valya writes that Kasimir Malevich — a well-known artist being his and
Kolodezev’s teacher at VKhUTEMAS — after his arrest in 1926, confessed dur-
ing an interrogation that those of his paintings that were sold to the West were,
indeed, encrypted messages. The addressee was the British intelligence service
MI-5 whose secret agent Malevich had been since 1912. In his works that more
or less belonged to figurative painting, information about the Soviet army and
industrial potential was smartly indicated by color as well as by details and how
they were located one against another on the canvas. Also his abstract works, in
particular The Black Square that was recently taken out of the country by the
private art collector Gornfeld, were the analyses of the overall situation in the
country made at the request of MI-5.

In all those seemingly static works of art, then, we can discern an
inner theatricality. Even such an unexpected case as the painted chi-
na dinner set from Should not I Spare, whose 96 pieces show images
of historical events, present scenery for different life stories or scripts
for the three sisters.

Theatrical performance is among the most fleeting of the arts, but
Sharov finds a way to tie theatrical metaphors not only to the his-
torical themes of history but also to memory and remembrance. In
The Rehearsals, when Sertan starts rehearsing the scenes from the
Gospels with the peasants and explaining to them how to play the Is-
raelites, he remembers how many years ago in Poland he had to deal
with real Jews. He also recalls his long-dead wife Annette and grasps
the interplay between Gospel stories and real life. He had bought An-
nette from her father as a twelve-year-old girl, and in Pygmalion-like
manner formed her into an actress.

She owed not only her gait but her every movement, her every gesture to his
training.... Moreover, he taught her how to think and speak, and, for that matter,
feel... he was able to explain to her not only what the protagonists were saying
in the plays in which she performed but also things that could never have found
their ways into drama... (149)

Annette is an actress by nature, and theater is her real life, but
after she falls in love with a young Jew called Ruvim, her story takes
a Gospel-like turn. Physically, Ruvim looks very much like Christ,
and in association with him, Annette becomes a Maria Magdalene
character. After the Cossacks murder Ruvim and other Jews, Annette
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goes to the city garden where the slaughter took place, finds his body,
and gives him a proper burial. Thus, real-life and theatrical perfor-
mance mirror each other in endless cycles; memory both reinforces
theatrical performance and is reinforced by it, retaining the flow of
history in all its human complexity and diversity.

The narrator in The Raising of Lazarus, a novel that deals with
issues of memory and the resurrection of the dead, describes an old
friend of his father, the theater critic Gruber. That Gruber fiercely
loved theater. He used to attend every Moscow performance and per-
sonally knew all the actors.

U BoT I'pyOep MOMHWII U TIEPBBIN COCTAaB, M BTOPOU, U KTO KAaK UTPAJI, UTO TIOJIY-
YUJIOCh, & YTO HET. J[a’ke IOMHUJI, KOTO HA Ybe MECTO BBeJIH. PacckasbiBasl OH
0 Tearpe 3/[0POBO, U s BAPYT MOAyMasl, uTo BOT ['pybepa He cTaHeT, U BMeCTe
C HAM cpasy YMPYT COTHH aKTEPOB CO BCEMH CBOMMHU POJISIMU U COTHH ITOCTAHO-
BOK C MX PEKHUCCEPCKUMHU HAXO/IKaMHU, [EKOPAI[UAMU, CBETOM, IIOTOMY UTO OH
MTOCJIEHUI U3 KUBBIX, KTO 3TO BUZIeJT ¥ HOMHUT. TaK, 110 OT/IeIbHOCTH KOe-4To,
KOHEUYHO, OCTAHETCsI B apXHBaX, B 3allaCHUKAX, HO KaK YaCTh CIIEKTAKJIA, /IS
KOTOPOTO €AMHCTBEHHO U JIEJIaJIOCh, Y2Ke HIKOI/A *KUTh He Oyzer. MeHs Toraa
[TOPA3III0, CKOJIBKO JIFO/IEN OT HEero 3aBHCST, CKOJIbKO YeIOBEK, HAaBepHOE, celi-
Yac MOJIATCS, YTOOBI OH HE YMUPAJI, JKIJI U, BOT KaK ceifuac HaM, PacCKa3bIBa
(19—20).

Gruber remembered both the first and the second cast, who played whom, what
worked well and what went wrong. He even remembered who was introduced as
a replacement. His stories about theater were wonderful, and I suddenly thought
that the death of Gruber would take with him hundreds of actors with all their
roles and hundreds of productions with their directors’ ideas, stage designs, and
lighting: it was because Gruber was the last of the living who saw and remem-
bered those people. I was surprised then how many people depended on him.
Many people probably pray that he would not die but instead remain alive and
continue telling his stories.

Gruber remembered the dynamics of theater as a continuation
of performances, in a state of permanent “rehearsals” or constant
change. At the same time, as a storyteller, he was always performing.
To keep theatrical tradition alive, one requires memories, stories,
and rehearsals.

Sharov focuses on the more lasting and tangible elements of the-
ater — namely, the director’s plan and stage design. When he turns
from theater to the other types of art (sculpture, painting or music),
he always underscores its unfinished, living character, the possibili-
ties for new and revised versions, or its inner qualities as a scenery
for the future productions.
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Even the process of reading can be compared to rehearsals be-
cause for Sharov his creations are like scripts that become real novels
only after being absorbed and revived by a reader.*”

CONCLUSION

Perceiving the world as theater was natural for Sharov. His old friend,
a theater director Vladimir Mirzoev, remembered that, apart from
being a writer, Sharov could be a gifted actor. Particularly in the com-
pany of good friends, he liked to try out his plots on them.

B mpuBaTHOM OOIIIEHUH OH ObLJT HEOOBIKHOBEHHO JIETKUM H IIIeJIPhIM PAaCCKa34YHr-
KOM, He 060siyicsl BRIOAITHIBATH CBOU HJIEH, TECTUPOBAJ UX HA OJIUBKUX JAPY3bSX....
O6bIyHO 3TO ObLIA (haHTACMATOPYSI, MACTEPCKU CTUIM30BAHHAS OJ, TOKYMEH-
TaJIbHBIA pAcCKas, IO CYTH, TOTOBBIN akTepckuil HoMmep. Eii-6ory, IIlapoB mor
HEIUIOXO 3apabaThIBaTh KAK CTEH/AAN-KOMUK, €C/Ii Obl He TYIIEBAJICs B IPUCYT-
CTBUU JIIOJIEH MaJI03HAKOMBIX.28

In private, he was an extraordinarily easygoing and generous storyteller; not
afraid of babbling out all his ideas, testing them out on his close friends... Usu-
ally, it was some sort of phantasmagoria, skillfully stylized as a true story, but
it was actually a prepared theatrical number. In truth, Sharov could have made
a decent living working as a standup comic, if he weren’t so shy with people he
didn’t know well.

The writer’s own “theatrical performance” was an important part
of his creative process. In Sharov’s version of the world, history can
be compared to rehearsals, which are never mere repetitions because
every time they can involve different actors, directors, and versions
of scripts. His characters follow “in the footsteps” of their ancestors.
In other words, they do perform the already existing versions of their

27 “Cji0Ba BeZlb TOJIBKO MHUIIYTCS B OAMHOYECTBE, 8 POMAHOM CTAHOBSITCS B COABTOP-
CTBE C YUTATEJSIMHU, KOTZ[A YeJIOBEK, €CITH MPOYNTAHHOE XOTh KaK-TO ero TPOTaeT,
IIPOILYCTHT MX Yepe3 CBOI0 Ku3Hb. OCOOEHHO MHTEPECHO CMOTPETH Ha CBOIO BEIIlb
r1a3amMu Xy/0KHUKa. OHU yMaroT He TOJIHKO TOJIOBOM, HO U PYKOM, B UTOTE UX
IJIa3 ¥ TOHbIIE, ¥ HeokuauHeln” [Words are written in solitude, but they become
a novel only in co-authorship with a reader, when a person, if moved by a story,
perceives it through the prism of her own life. It is especially interesting to look
at your own work through the eyes of a [visual] artist. They think not only with
their head, but also with their hand, and as a result their view is more subtle and
unexpected] (“Absurd nashei zhizni”).

28 B. Mup3soeB, “Muvt ece ymupaem demvmu’. INamsmu Baadumupa Illaposa,
“CHo06”, 07.04.2019, https://snob.ru/entry/175131/ (21.02.2020).
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roles. Life and art imitate each other through a constant multiplica-
tion of versions or rehearsals — “rehearsals” in its expanded sense as
reinterpretations, revisions, rewritings, and continuations. This dra-
matic patterning principle is the life-giving energy of Sharov’s world,
which flows from history to art and, ultimately, to human life.
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