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TpeTbAKOBCKAA ranepesa XpaHUT 3HAMEHUTbIA ABONHOW nopTpeTt Kuctn Mu-
xauna BacunbeBunya HectepoBa «®unocodbl», Ha kotopom [aBen ®nopeH-
ckuii n Cepreit bynrakoB n3obpaxeHbl B CeprueBom locase B 1917 roay.
CnpATaHHbIV Ha fonroe Bpems B OHAAX My3es, MOPTPET CHOBA 3aHAN CBOE
MeCTO B 3KCMO3WUMWM KaK BawHas 4acTb TBOPYECKOro W AYXOBHOrO MyTu
Muxaunna HectepoBa. V/IMeHHO 3TOT mocCneAHW acnekT OCBeleH B CTaTbe
AvakoHa Ceprus TpybayeBa, HamMCaHHOM K CTONETMIO CO [AHS POXAEHUA
MaBna ®NOpPEHCKOro' 1 NOCBALLEHHOMN 3TOM KapTUHE.

M.B. HECTEPOB
@unocogel. 1917
XoncT, Macno
123x125

rr

Mikhail NESTEROV

The Philosophers. 1917
Oil on canvas

123 by 125 cm

State Tretyakov Gallery

o3jaHHbIn B rog OKTAbGpbCKoW
Cpesomoumm, MopTpeT CTaHOBMUTCA

TOYKON OMOpbl AAA Lenon Yepenbl
cobbITUIA, KOTOpblE CYYMAUCH BOKPYr
Hero Win B CBA3M C HWM «M0j CBATbIMU
csogamu» Tpouue-CeprueBoint naspbl,
LPYrMMN CNOBaMu, CTAaHOBUTCA XUBbIM
cBuaeTenem TOro BpemeHw. [lpexpe
BCEro, KapTHa C KOMMO3ULMOHHOM TOY-
KU1 3peHus npeacTaBnset coboli ABOVIHON
NnopTpeT, XxapakTepHbl anA 3noxu Bos-
pOXAEHWA, MHaye roBOpS, 34eCb Mbl Ha-
XOAVUM M306paxkeHne ABYX NPUBAMKeH-
HbIX APYr K APYrY, Y4yTb JIN He HanoXeH-
HbIX OAWH Ha Apyroi npodunen, HO no
thopMe - eauHbI NOPTPET, NOTOMY 4TO OH
HepaspbIBHO cBA3an 0be ¢urypbl B 3M-
61eMaTNYeCKOM BOCNPOU3BEAEHUN.

Mpusepem cnosa Ceprea bynrako-
Ba: «370 6bl, MO 3aMbICNy XYAOXKHUKA, He
TONbKO MOPTPET ABYX ApYy3eil... HO U Ay-
X0BHOe BugeHue anoxu. 06a nvua Bblpa-
Xanu AnA XyAOXHWUKa OAHO M TO Xe Mno-
CTUXKEHMeE, HO NO-PasHOMY, OfHO U3 HUX
KaK BUJieHWe yXKaca, pyroe xe Kak Mupa,
pagoctu, nobegHoro npeogoneHuna. Uy
camMoro XyAoXHWKa ABMIOCb CHayana
COMHeHMne 06 ymecTHocTV nepeoro obpa-
3a, HAaCTONbKO, YTO OH CAenan MonbITKY ne-
peAenatb MOPTPeT, 3aMeHUB YXKac WAWI-

nuei, Tpareguio — Gnarogywmem. Ho Tot-
yac e obHapyxwunacb BcA (anblib U
HeBbIHOCMMOCTb TaKOl 3aMeHbl, TaK 4TO Xy-
AOXHUKY MPULLIOCL BOCCTaHOBUTL NepBO-
HauanbHoe y3peHue. 3aTo o6pas o. MaBna
OKasa/icA UM cpasy HalfeHHbIM, B HeM
6bina XyA0XeCTBEHHAs 1 AyXOBHaA caMo-
04eBUJHOCTb, 1 €ro He NpuULIOCh nU3Me-
HUTb. To ObINO XyA0XKECTBEHHOE ACHOBU-
AeHue AByX 06pa30B pycCKOro anokKanumn-
cuca, Mo CHo 1 No Ty CTOPOHY 3eMHOro Obl-
TWA, NepBbIii 06pa3 B 6opbbe 1 cMATeHUN
(a B mywe Moel 0HO OTHOCKJIOCH MIMEHHO
K cyabbe Moero apyra), Apyroi e — K no-
GeHOMyY CBepLUEHUIO, KOTOPOE HbIHe CO-
3epuaem».

Anokanuntuyeckas TpakToBKa byn-
rakoBa, BO3MOXHo, bonee npuMeHnma K
ero cob6cTBEHHOMY U306paXKeHNI0 — Myx-
YMHa, 3aKyTaHHbIA B TeMHOe Maabro, C
NULOM, BblpaxalowWwmmM OypHbIA, XOTA 1
CAEpPXMBaeMblIi BHYTPEHHWUA KOHPVKT, -
Hexenu K nzobpaxenuio Masna Pnopex-
CKOro, KOTOpbIl 3aneyatneH B 6enoil psce,
CO CKJIOHEeHHOM K cobeceHVIKY ronoBow 1
ABnAeT coboin BONOLLEHVE NOKOPHOMO U
CMOKOWMHOro NpUATUA CBOEN CyAbObI (3TO
NoAYEPKMBAETCA €ro »XecToM: pyKa Ha
rpyav) - 06pa3 CMUpPEeHHbIN, HO HaCbILLEH-
HbI NpefYyBCTBMEM TParnyecKoro.
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MIKHAIL NESTEROV
AND THE RUSSIAN

RELIGIOUS
PHILOSOPHERS

Among some of the most fascinating and prized items
owned by the State Tretyakov Gallery is Mikhail Nesterov’s
famous double portrait of the philosophers Pavel Florensky
(1882-1937) and Sergei Bulgakov' (1871—1944). Painted in
1917 and showing the two men in Sergiev Posad, for many
years “The Philosophers” was consigned to storage; yet
now, once again, it forms part of the Tretyakov Gallery’s dis-
play as a vital element of Nesterov’s creative and spiritual
development. Deacon Sergiy Trubachev’s important article’,
written to mark Florensky’s the 100th anniversary of Floren-
sky’s birth and examining this very painting, focuses in par-
ticular on its spiritual merit. Deacon Trubachev’s study
offered a convenient starting point for this article.

Sergei Nikolaevich Bulgakov (187 1-1944) - priest, philosopher
and economist. Ordained in 1918, Bulgakov was exiled from
Russia in 1922. Moving to Prague, then to Paris, he was one of
the few Russian infellectuals who maintained contact with
Florensky after emigrating. A broad overview of his philosophy is
given in Catherine Evtuhov, “The Cross and the Sickle, Sergei
Bulgakov and the Fate of Russian Religious Philosophy”, Cornell
University Press, Ithaca, 1997. Bulgakov's thoughts on Sophia,
Divine Wisdom can be found in Sergei Bulgakov, “Sophia, the
Wisdom of God: An Outline of Sophiology”, revised edition, Hud-
son, New York, Lindisfarne Press, 1993 (La Sagesse de Dieu
Résumé de Sophiologie), ed. C. Andronikof, LAge d'Homme, Lau-
sanne, 1983.

~

Deacon Sergiy Trubachev, “Pavel Florensky and Mikhail Nes-
terov” (PA.Florensky i M.V.Nesterov), in “Selected Articles and
Studies” (Izbrannoye. Statyi i issledovaniya), Progress-Pleiada,
Moscow, 2005, pp. 345-359. The minutes from the conference
held in the Abramtsevo Museum appear in “Abramtsevo. Docu-
ments and Studies” (Abramtsevo. Materialy i issledovaniya), no.
6, Sergiev Posad, 1994, pp. 12-20.

w

Fr. Sergiy Bulgakov, “Father Pavel Florensky” (Sviashchennik
Pavel Florensky), in “Slovo”, 1989, no. 12, p. 29.
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reated in 1917, the year of the
CGrea’r October Revolution, Mikhail
Nesterov's portrait was at the cen-
tre of a whole series of events occurring
around, or in direct connection with it
under the “hallowed arches” of the Trinity
Lavra of St. Sergius in Sergiev Posad. It
can, indeed, be seen as something of
silent witness, having observed the
momentous upheavals of those times.
From the point of view of composi-
fion, the painting constitutes a double por-
frait in the Renaissance tradition. Two pro-
files are situated side by side, so close as to
be almost overlapping. From the point of
view of form, however, the work should be
viewed as a single portrait, the figures
indissolubly linked in an emblematic image.
Sergei Bulgakov wrote of the por-
trait: “"As the artist saw it, this was fo be
not merely a portrait of two friends paint-
ed by a third, but, more significantly, a
spiritual vision of an era. Both faces, for

On the 125" Anniversary of Pavel Florensky’s Birth

the artist, expressed the same realisation,
but in different ways: if one showed ter-
ror, the other spoke of peace, joy, victori-
ous overcoming. The artist himself initial-
ly experienced doubt as to the appropri-
ateness of the first image, to the extent
that he attempted to alter the portrait,
substituting terror with idyll, and tragedy
with equability. The falsity and utter
impossibility of such a substitution
becoming immediately apparent, the
artist was forced to restore his initial
vision. The image of Father Pavel, howev-
er, was immediately conveyed: artistically
and spiritually evident, it required no fur-
ther correction. Artistic clairvoyance had
succeeded in portraying the two images
of the Russian apocalypse, situated with-
in and outside earthly being respectively:
the one - in trouble and turmoil (which |
was experiencing precisely on account of
my friend’s fate), the other contemplating
the victorious end we now observe.™
Bulgakov's apocalyptic interpreta-
tion is, perhaps, more appropriate for his
own image than for that of Pavel Floren-
sky: where Bulgakov is shown wrapped in
a dark coat, his face expressing intense, if
suppressed, inner conflict, Florensky
appears in a snow-white cassock, head
tilted slightly as he listens to his friend.
Florensky's calm, humble acceptance of
his own fate is stressed by his gesture, as

he lays his hand on his chest. A gentle,
meek figure, he nonetheless generates a
sense of impending tragedy.

According to Bulgakov, Nesterov's
portrait was begun one May evening in
1917, in Florensky's garden in Sergiev
Posad. The light was fading into dusk, as
the sun sank slowly to rest: the twilight
hour, before the first evening star, was
Pavel Florensky's favourite time of day.
The rosy heavens in the background call
to mind the feminine images evoked at
dawn and sunset by Mikhail Lermontoy,
Vyacheslav lvanov and other authors: in
his essay “Celestial Signs” (Nebesnye
Znameniya)‘, Florensky inferpreted
these female images as premonitions of
Sophia, Divine Wisdom. The two philoso-
phers are, perhaps, discussing Sophia as
they sit, the topic holding special impor-
tance for both: that very year, Bulgakov
wrote on this subject in his essay “The
Unevening Light: Contemplations and
Meditations” (Svet nevecherny. Sozert-
saniya i umozreniya) (Put, Sergiev
Posad, 1917).

Around that time, Sophia, Divine
Wisdom was much discussed in religious
circles. Outside the Church, she was
often associated with the Beautiful Lady
of symbolist writers and philosophers®,
drawing some unexpected comparisons.
Insofar as Florensky's views are con-

cerned, his essay “The Stratification of
Aegean  Culture” (Naplastovaniya
egeiskoi kultury)é, examines not the
ethereal Sophia, the feminine spiritual
archetype of the symbolists, but the
solid Earth Mother of prehistoric matri-
archy. “The Stratification of Aegean Cul-
ture” was published by the printing-
house of Sergiev Posad Lavra’ in the
brochure “The First Steps of Philosophy”
(Pervye shagi philosophii) simultaneous-
ly with Bulgakov's book, and with our
portrait. “The First Steps of Philosophy”
included a number of Florensky's earlier
works; thus, the philosopher’s decision
to publish them in 1917 brings us back
once more to the importance of the dou-
ble portrait. By way of introduction to
the booklet, Florensky offers a dedica-
fion to Bulgakov?®, which the portrait
serves to illustrate. The dedication runs
as follows:

“For Sergei Nikolaevich Bulgakov.
My dear and deeply respected friend! |
commenced the task of publishing this
book precisely seven years ago... inas-
much as the book is concerned, these
seven years have not been misspent:
much has been re-examined, yet the main
standpoint was not abandoned. My initial
intention to dedicate this book to you has
only grown stronger with time. Through-
out these seven years, which have served

M.B. HECTEPOB

Ha Pycu (Aywa Hapooa)
1914-1916

Xoncr, Macno
204,6x483,5

rr

Mikhail NESTEROV
In Rus (The Soul of
the People)
1914-1916

Qil on canvas

204.6 by 483.5 cm
State Tretyakov Gallery
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as a good test of our friendship, my
respect and love for your spiritual image
have only deepened. To publish the entire
book in the near future would be impossi-
ble; and yet it would pain me so to aban-
don the consecration with which it has
become linked in my soul. So, please
accept my most humble offering, not as a
work worthy of your name, but simply as
festimony to my lasting feelings for you.
From the author. 4 May 1917. Sergiev
Posad.”

In “The Stratification of Aegean Cul-
ture”, Florensky looks at archaeological
and philosophical matters, exploring the
importance in ancient cultures of femi-

>~

Pavel Florensky, “Celestial Signs. On the Symbolism of Colours: a Meditation” (Nebesniye znameniya.

K simvolike tsvetov (meditatsiya). In Fr. Pavel Florensky, “Works” (Sochineniya) in 4 vols. Moscow,

1996, vol. 2, pp. 414 - 418,

Florensky was well acquainted with this debate through his close contacts with the symbolists at that

time. Ample material on this topic can be found in Ye. Ivanov (ed.), “Pavel Florensky and the Symbol-
ists. Literary Experiments, Articles and Correspondence” (Pavel Florensky i simvolisty. Literaturniye
opyty. statyi, perepiska), Yazyki Slavianskoi Kultury, Moscow, 2004.

See Pavel Florensky's essay “The Stratification of Aegean Culture” (Naplastovaniya egeiskoi kultury)

in Fr. Pavel Florensky, “Works” (Sochineniya) in 4 vols. Moscow, 1996, vol. 2, pp. 91 - 130.

~

Published under the single title “The First Steps of Philosophy” (Perviye shagi philosophii), the three

fexts - “The Stratification of Aegean Culture” (Naplastovaniya egeiskoi kultury), “Lecture and Lectio”
(Lektsiya i Lectio) (in lieu of introduction to the lecture course) and “The Forefathers of Philosophy”
(Prashchury liubomudriya) - were part of a series of lectures on ancient philosophy, given at
Moscow's Academy of Theology between 1908 and 1918. Hegumen Andronik (Alexander
Trubachev), “Father Pavel Florensky - Professor of the Moscow Ecclesiastical Academy” in the
anthology “Theological Works” (Bogoslovskiye trudy), Moscow Ecclesiastical Academy, 300 years
(1685 - 1985). Moscow, 1986, pp. 226 - 232.

®

Bulgakov's first meeting with Florensky most probably occurred in 1906: his first letter to the

philosopher is dated that year. This letter can now be seen in the Pavel Florensky Museum, Moscow.
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nine power and influence - the ferm
“influence” possessing, for Florensky, a
meaning somewhat different to that
accepted today. In his study, he refers
frequently to Jakob Bachofen’s work on
matriarchy?, extremely popular at that
fime.

It is hardly surprising, then, that
whilst working on his double portrait,
Mikhail Nesterov also noticed the
Mothers present during the process. The
“mystery” of Motherhood was here
sensed by Nesterov in two women: Olga
Florenskaya, the philosopher’s mother,
and Anna Giatsintova, Florensky's wife
and the mother of his five children. If, in
Olga Florenskaya, Nesterov found
“something which was hers only, some-
thing hidden... A secret thing she would
yield to no one,” not even fo her beloved
son, of the philosopher's wife he said:
“her enfire being is in her smile... Whilst
she smiles, everything can be said to be
going well. No troubles or old age can
bring harm, as long as she smiles.”

Are these two details - the ancient
Cora’s eternal smile, and the inscrutable
remoteness of the Earth Mother - not
the two very poles of which Florensky
spoke in his debate on femininity in
ancient culture? Aphrodite and the
stone “babas” (menhirs)?

The smile worn by the enigmatic
statue of Cora at the centre of Lev
Bakst's ‘Terror Antiquus’ (1908, State
Russian Museum, St. Petersburg) was
referred to by Florensky in his argument
that Cretan archaeological finds are a
key element in the understanding of the
roots of Ancient Greek culture, and the
final link with the lost confinent of
Atlantis. Not for the first fime, Florensky
used the vision of a contemporary artist
to illustrate his own thinking: “It is hard-
ly surprising that the sinking of Atlantis
proved a source of inspiration to one of
Russia’s most cultured artists, Lev Bakst,
in his painting ‘Terror Anfiquus’ - the
most significant work, | feel, to have
been produced over the last few years
by our historical painters.”"

Florensky's preference is some-
what surprising. The philosopher, it
seems, felt no overwhelming enthusiasm

Johann Jakob Bachofen, “Myth, Religion, and Mother Right:
Selected Writings of J.J.Bachofen”, translated from the German
by Ralph Manheim. Princeton University Press, New Jersey,
1967 (Das Mutterrecht. Eine Unfersuchung Uber die
Gynoikratie der Alten Welt und ihrer religiosen und rechtlichen
Natur), Krais und Hoffmann, Stuttgart, 186 1.

'° Quoted from Trubachev, “Pavel Florensky and Mikhail Nesterov”,
pp. 355 - 356.

" Pavel Florensky, “The Forefathers of Philosophy” (Prashchury
liubomudriya). In Fr. Pavel Florensky, “Works” in 4 vols. Moscow,
1996, vol. 2, p. 84.

"2 Mikhail Nesterov, “Letters” (Pisma). Leningrad, 1988.

'3 Deacon Sergiy Trubachev, “Pavel Florensky and Mikhail Nes-
terov”, p. 350.

' Mikhail Nesterov, “"Memoirs” (Vospominaniya). Moscow, 1985, p.
334,

for the grand synthesis of Russian cul-
ture conveyed in his friend Mikhail Nes-
terov's painting “The Christians (In Rus.
The Soul of the People)” (1914 - 1916,
Tretyakov Gallery, Moscow), although
chronologically, and ideologically, this
canvas was closely linked to the double
portrait discussed above.

Nesterov's initial plans for “The
Christians” were made around the fime
of Florensky's research into Cretan and
Mycenean iconology. The fruit of the
artist's work was a large painting, ‘The
Christians’ (In Rus. The Soul of the Peo-
ple), whereas the philosopher’s studies
resulted in the brochure “The First Steps
of Philosophy”. Around that time, Nes-
terov was in close contact with Vasily
Rozanov. His meeting with Florensky
occurred in the summer of 1916%, as he
was working on the final version of ‘The
Christians’. The Pavel Florensky Museum
contains a note on this meeting®, dated
“10 May 1916” and written in Floren-
sky's hand.

The concept behind “The Chris-
tians” had long been pondered by Nes-
terov, who produced a number of small
works on this topic prior to the large
canvas. Of this creative process, the
artist wrote: “In early October [1914] |
finally began to work on ‘The Christians’
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J1.C. BAKCT
Terror Antiquus. 1908
Xoncr, Mmacno
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Lev BAKST

Terror Antiquus. 1908
0Oil on canvas

250 by 270 cm

State Russian Museum,

St. Petersburg

in oils. | worked with enormous enthusi-
asm... | began with the landscape, and
the Volga... This gives a good idea of our
Russian life, and man with his soul. The
plan for the painting was as follows: the
Rus of believers, from holy fools [yurodi-
vye] and idiots, patriarchs and tsars to
Dostoyevsky, Lev Tolstoy, Vladimir
Soloviev, through to our days, the war,
with its soldiers blinded by suffocating
gas and its sisters of mercy - in a word,
the life of our land and people up until
1917 - advancing in a mighty stream in
search of the living God. A surge of faith
and great deeds, as well as delusions,
passes before the face of Time. Before
this living torrent walks a boy. Calm and
quiet, he shows no hesitation. The only
one to see God, he will reach Him before
anyone else does. Such was the concept
behind my painting, which | planned as
early as 1905 or 1906, yet started only
in 1914, working on a large, seven-
arshin [five-metre] canvas...”"

By the summer of 1916, the paint-
ing was all but finished. The main value
of the canvas was seen by Nesterov as
philosophical, rather than artistic: the
artist frequently discussed the painting
with religious philosophers. When, in
early 1917, the work was completed,
Florensky and Bulgakov both came to

CornacHo cBupaetenbctBy bynrako-
Ba, NMOpTpeT Obl1 HayaT OAHUM W3 Malt-
ckux BeyepoB 1917 roga B cagy Aoma
®nopeHckoro B Cepruesom Nocage B TOT
camblit, ocobo nbuUMbI PnopeHcKuM,

yac, Korga CBeT TOHET B CyMepKax Ha rpa-
HULe 3aKaTa nepej NosBleHNEM NepBoi
BeyepHei 3Be3abl. Po3oBoe Hebo Ha
3ajHEM MjaHe nopTpeTa Bbi3blBaeT B
NaMATY XeHCKre 06pasbl, BO3HUKaloLWMe
Ha 3aKaTe WAM BOCXOfe, KOTopble Mbl
BcTpeyaem y M.KO.JlepmMoHTOBa M y MHO-
rmx Apyrvux no3ToB, BKNtovas Bayecnasa
MBaHoBa. B «HebecHbix 3HamMeHuaAx»®
®nopeHcKWiA MHTepnpeTMpoBan TaKoe
nsobpaxeHne HebecHoro cBoja Kak
npeayysctBue Cocuu MNpemyapoctn bo-
Xuen. BoamoxHo, aBa cdunocoda pac-
cyxpatot o Codum - paHHasA Tema 6bina
ocobo fopora o6oum; bynrakos, K npume-
py. uccnegosan ee B OAHOM K3 CBOMX
COYMHeHui Toro ropa - «Cser HeBeuep-
Hui. CosepuaHua 1 ymospeHus» («IyTto».
Ceprues Mocag, 1917).

Codusa lMpemyapoctb boxua npea-
cTaBnsAna coboin cneumbuyeckyto nae u
B TO BpeMA 4acto obcyxaanacb B penu-
FMO3HbIX NCCNeA0BaHUAX, @ BHE LIepKBU
CotumAa HepeaKo M MOpoOW AOBONBbHO He-
OXUAAHHO OTOXAECTBIANacb ¢ 06pa3oM
MpekpacHoi [lamMbl, NOpOXAeHHbIM nuca-
TenaMn 1 dunocodammn-cumMBoNMCTaMn®,
Yto kacaetca ®PnopeHcKoro, B TeKcTe
«HannactoBaHUA 3refiCKoON KynbTypbi»®
OH 06paTn BHUMMaHWe BCe-TaKW He Ha
atemepHyto Cocuio, AyxoBHbI apxeTun
KEHCTBEHHOCTU Y CMMBOJIMCTOB, a Ha
Kpenkyio ¢wurypy [Mpamartepu BpemeH
mMaTpuapxarta. 3Ta pabota Gbina v3gaHa
B Tnorpacun Tpounue-Cepruesoii naspbl
oAHOBpeMeHHO ¢ KHuron bynrakosa u
C penpoayKuuein noptpeta B Gpolutope
«MepBble warn dunocodpun»®. [aHHbIn
cO6OpHUK paHee co3AaHHbIX Npou3Beje-
HWIn DnopeHcKkuiA notoponuica onybnu-
koBaTb MMeHHO B 1917 rogy, uto npuaaert
HOBOEe 3HayeHue [BOWHOMY MOPTPETY,
KOTOPbIA MOXeT BbITb NPOYUTaH KaK Wi-

noctpaumna K noceaweHunio C.bynrakosy,
HameyaTaHHOMY B KayecTBe BBejeHMA K
3Toi Hebonblol KHure”: «Cepreto Huko-
naeBuyy bynrakosy. loporoi u Mny6oko-
yBaxkaemblii [lpyr! PoBHO ceMb net Tomy
Ha3aj A Hayan neyartaTtb 3Ty KHury... Ewe
Gonblue oKpensa 3a 3TO BPeMA MepBo-
HayanbHas MbIC/Ib — MOCBATUTL 3TY KHUTY
Bam. CeMb nieT vcnbiTaHUA Hallen Apyx-
Obl yrnybunm Moe yBaxKeHue U MO Jito-
60Bb K Bawemy gyxoBHOMy 061umKy. Bot
noyemy MHe 6b1510 6bl TAXKENO ceityac, ns-
3a HEeBO3MOXHOCTV B CKOpPOM BpeMeHu
HarmeyaTaTb BCIO KHUTY, IMIUNTbL €e OCBS-
LLieHMA, C KOTOpPbIM cpociach OHa B Moen
ayuwe. Mpumute e Moe 6onee YeM CKPOM-
HOe NpUHOLLeHMe — He KaK TpyA AOCTOW-
HbIl Bawero nMeHn, a nnwWb Kak ceuje-
TeNbCTBO NPOYHOCTM MOUX YyBCTB K Bam.
AsTop. 1917. V. 4. Ceprues lNocaay».

B «HannactoBaHuAxX areickom Kyib-
Typb» ®PNOpeHCKMIA pa3BrBaeT apxeono-
rmyecKyto 1 GunocodcKyto TeMbl, pa3mbl-
LWIAA O 3HAYEHUM XKEHCKOW BnacTn u ee
BMAHUN (COBPEMEHHOE TONIKOBaHWe Tep-
MVHa He COBCEM COOTBETCTBYET TOMY, YTO
umen B Buay OnopeHcKuin) B apxanyHbix
Ky/bTypax, OCHOBbIBasiCb Ha OYeHb Mony-
NAPHOM B TO BpeMA COYMHEHWM O MaT-
puapxate flkoba baxodeHa®. 3To He eguH-
CTBEHHbIA Cllyyail, Korga npucyTcTBue
Marepeli B npouecce HanvucaHua noptpe-
Ta ABYyX ¢unocodos olyuiaetca n Hecre-
pOBbIM, KOTOPbIN ynoBWA «3aragky» Ma-
Tepei B peasbHbIX *eHWwwmHax — B Onbre
MaBnosHe, matepn PnopeHckoro, U B
AHHe MuxannosHe [MaunHTOBOM, MaTepu
naTepbix getenn gunocoda. B nepsoii oH
yBUJEN «4TO-TO CBOe, 3aBeTHoe». «3Toro
3aBETHOMO OHa He YCTYMUT HUKOMY», Aaxe
CBOEMy 1t06UMOMY CbIHY, @ XeHy tunoco-
ta oxapaKkTepusoBan cneayloLmUMn cro-
BaMu: «Bcs oHa - B ynbibKe... [Moka byzer
3Ta ynbibKa — BCe, MOXHO CKasaTb, UaeT
xopotuwo. U crapoctb, 1 Gesa He cTpaluHa,
nuwb Bbl OHa ocTaBanack»’,

PasBe He 3Tn fBe oTanuuTeNbHbIE
0cobeHHOCTU: BeYHasA ynblbKa aHTUYHOW
Kopbl 1 HenmocTvXumas yaaneHHoCTb
Mpamatepu - 6bIIn TeMKn ABYMA nontoca-
MU, 0 KoTopbIX PnopeHCKUIn paccyxaan B
CBOEM BbICTYMJIEHNM O }KEHCTBEHHOCTU B
aHTUYHOM KynbType? AdpoanTta n KameH-
Hble 6abbI?

MIMeHHO K ynblbKe 0fHOIM aHTUYHOM
Kopbl - 3aragoyHoi cTatym B LEHTpe Kap-
TuHbl JIbBa bakcrta «[peBHuin yxac (Ter-
ror Antiquus)» (1908, Pycckuin myseir) -
obpautaetca ®nopeHcKuid, yTBepxaas,
4TO apxeonormyecKme HaxoAKn Ha ocTpo-
Be KpuT ABNAIOTCA KNIOYEBLIMU B MOHU-
MaHWWN KOPHEN ApeBHEerpeyecKoi Kynbry-
pbl M MOTYT CYMTaATLCA MOCNESHNM CBA3Y-
IOLWMM 3BEHOM C 3aTepAHHON ATnaHTu-
non. I paneko He B nepBbifi pa3 ¢uno-
co¢, 4tobbl NpounnCTpUpoBaTbh CBOU
BbIBO/IbI, ONMPAETCA Ha BUEHNe CoBpe-
MEHHOro emy XyfoxHuka: «HemyapeHo,
4TO ANIA OHOTO U3 KyNbTYpHeWLWmnX pyc-
CKUX XyAoxHWKoB - JI. bakcta - rmbenb

Haww ny6ankayum

Bnagumup
KOMAPOBCKUN
TMopmpem [.A.®no-
peHckoeo. 1924
XoncT, Macno. 70x62
Myseit Masna ®nopeHckoro,
Mocksa

Vladimir KOMAROVSKY
Portrait of Pavel
Florensky. 1924

Qil on canvas

70 by 62 cm

The Pavel Florensky Museum,
Moscow

C.H. bynrakos.

29 mas 1916 .,
Mocksa

Myseit Masna ®noperckoro,
Mocksa

Photo. Sergei Bulgakoyv,
May 29 1916, Moscow
The Pavel Florensky Museum,
Moscow

ATtnaHTuabl caenanacb NUCTOYHUKOM BAOX-
HOBeHVA B ero KapTuHe “Terror Antiquus” -
KaXKeTcA, CaMOM 3HaunTeNbHOM, 4TO Jana

Halla MCTOpUYeCcKan XMBOMUCH MOCeA-
HUX e,

M Mbl cHOBa yAuBreHbl NOAOOGHbLIM
BblbopoM. Ha ™ol B3rnag, ®nopeHckuin
He Obll TaKMM YX BOCTOpPXEHHbIM Mo~
KNOHHUKOM TpaHAMO3HOMO CUHTE3a pyc-
CKOW KyNbTypbl, KOTOPbIA Mbl BUAWM Ha
KaptuHe «XpuctmaHe (Ha Pycu. [ywa
Hapoga)» (1914-1916, I'TT), co3paHHoM
ero Apyrom XyfoXHWKom HectepoBbiM, -
Npou3BeAEHNM, KOTOPOe MO XPOHOA0rUU
M WJEONOMUN TECHO CBA3AHO C [BOMHBIM
MOpTPETOM.

HecTtepoB Hayan o6aymbiBaTh CBOM
MPOeKT OAHOBPEMEHHO C UCCNeA0BaHWSA-
My ®PnopeHCKOro Mo KpUTO-MUKEHCKOM
MKOHONOFMW, BaXXHEWLIMM pe3ybTaToM
KoTOpbIX ANt HecTepoBa cTaHeT KapTuHa
«Xpuctnane (Ha Pycn. [lywa Hapoga)», a
ana ®nopeHckoro - 6powtopa «[epBble
warn ¢unococbun». Hectepos, Ha TOT
MOMeHT TecHo o6waswuiica ¢ B.B.Po3a-
HOBbIM, BCTpeTusics ¢ IopeHCcKUM NeToMm
1916 ropa", o yeM cBMAETENLCTBYET Xpa-

®noperckutl 1A, ceaw. HebecHble 3HameHus. K cumBonuke usetos (Meautauus) // @nopeH-
cKuli MA., cesw. Cou. B 4T.T.2. M, 1996.C. 414-418.

3Ta Avckyceua He Obina yykaa PnopeHCKOMY, KOTOPbIN B TO BPeMA HAXOAWNCA B TECHOM KOHTaKTe
c cumBonnctamu. 06 3tom cm.: MaBen GnopeHckuil 1 cMMBOANCTDI. JIUTepaTypHbIe OMbITbI, CTaTbY,
nepenucka / noa pea. E.MeaHosa. M., 2004.

5 Cm. s @nopenckul M.A, ceaw. Coyu. B 4 1. T.2. M, 1996.C. 91-130.

Tpu Tekcra: «HannactoBaHua 3refickon Kynbtypb, «Jlekuna n Lectio» (BmecTo npeaucnosusa K
13/1aBaeMoMy Kypcy nekumii), «Ipatuypbl noGomyapus», - ony6anKoBaHHble nog o6WwyM 3arnasu-
em «[lepBble waru Guaocopum», GbINN YacTbio LMKNA NEKLWIA, NOCBALLEHHbIX aHTUYHO dunoco-
$un, koTopble ynTanuch B MockoBcKoi ayxoBHoi akagemuu ¢ 1908 no 1918 roa. Meymer AHopo-
Huk (Anekcandp Tpy6ayes). CesweHHuk Masen ®noperckuin - npogeccop MAA // Borocnosckue
TpyAbl. MockoBckan ayxoBHas akagemus. 300 ner (1685-1985). M, 1986. C. 226-232.

~

BeposTHo, Bnepsble C.bynrakos Bctpetun MM.®noperckoro B 1906 ropy - 370 Aata ero nepsoro
nucbMa K dunocody, KoTopoe ceituac xpaHutea B Mysee lMaBna ®nopenckoro B Mockae.

©

Johann Jakob Bachofen. Das Mutterrecht. Eine Untersuchung tiber die Gynoikratie der Alten Welt
und ihrer religidsen und rechtlichen Natur. Krais und Hoffmann, Stuttgart, 1861.

® Tpy6ayes C.3., duak. Yka3 cou. C. 355-356.
1 ®noperckuti 1A, ceaw. Coy. B 4 1. T. 2. M., 1996. C. 84.

"' Hecmepos M.B. Mucema. J1., 1988.
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Exclusive Publications

visit the painter, who hoped, presumably,
to be assured of their approval.™

On 18 January 1917, Nesterov
wrote fo Alexander Turygin: “Many wish
o see the painting. | grudgingly show it
to my fellow artists only. Three of four of
them have now seen it, each expressing
approval ‘in his own way’. They all, how-
ever, concur that it is above everything |
have produced in the last ten or twelve
years... The ‘religious philosophy’ group
has been, with Prof. Bulgakov, Father
Pavel Florensky, Kozhevnikov and oth-
ers.” '

In his subsequent lectures on the
“Analysis of Spatiality””, Florensky de-
voted several pages to the study of Nes-
terov's painting. His strong approval
was, of course, motivated not only by his
friendship with the artist, but also, pri-
marily, by the religious and national
issues explored in the painting, which
lay close to his heart. Having expressed
his approval of the general concept,
however, towards the end of his study
Florensky suggests that there is no real
connection between time and space in
the painting: “Time plays with these
three-dimensional images, rather than
being a part thereof. Many such works
exist - they are often created when the
artist wishes fo convey something large
and complex, yet perceives this thing
mainly through analogy, lacking, as it
were, any real idea of the thing. Such is,
for instance, Mikhail Nesterov’'s “Soul of
the People”..." In this work, the “joints”
between images from different temporal
coordinates have to some extent been
erased, yet they remain visible: the
group is united in a common action, yet
the individual figures are not directly
connected, through subject matter or
painting technique. The space of the
canvas falls apart, disintegrating into
several distinct areas, which are very
loosely interconnected. This disintegra-
tion does not correspond to the concept
of the painting, and can hardly be justi-
fied.”®

In Nesterov's painting, Florensky
does not find the kind of synthesis he
notes, for instance, in the grand
medieval murals of the Dormition Cathe-
dral in the Trinity Lavra. Of these, he
writes: “the church indeed resounds
with confinuous music - a rhythmic
beating of invisible wings, which fills the
entire space. Alone in such a church,
one is objectively forced to hear the
sound of its murals, this sacred sound
which lies outside perception. It then
becomes clear beyond any doubt that
this sound is not imagined by us, but
emanates from the images, taken
together. The entire church pulsates
with the rhythm of time.”

Florensky's guarded criticism of “In
Rus” found expression not only in his
“Lectures on Spatiality and Time in

Works of Art”, given at VKHUTEMAS,  MB.HECTEPOB »
The Higher Art and Technical Work-  Xpucmuare (Ha Pycu.
shops, between 1921 and 1923. As his  Aywa+apoda). 1914

sharp comments on the neo-Russian :I;c:lg::a i KaDTONe
murals of the “odd-looking Cathedral of r;amb prone.

St. Vladimir in Kiev'” show, the philoso- 3974924

pher had reservations concerning the rr

neo-'RUSSI.an style of art asa whole. I?n- Mikhail NESTEROV »
marily directed at Wilhelm (Vasily) 1. o ictians (In Rus.
Kotarbinsky (1849-1921), these com-  1pe Soul of the People).
ments were also intended for Viktor Vas- 1914

netsov? - thus, Nesterov, who had A Study

worked with both, was also indirectly =~ Gouache on paper
involved mounted on cardboard,

o . .. 39.7 by 92.4cm
In similarly independent spirit,  sjate Tretyakov Gallery

however, Florensky also wrote of those
works which he considered fo be exam-
ples of successful space-time synthesis.
Through the powerful use of symbols, he
claimed, these captured the spirit of
their fime. His preferences are, at fimes,
most unexpected: in the “Analysis of
Spatiality”, for instance, he contrasts
Nesterov's “In Rus” with Jean-Antoine
Watteau's elegant, frivolous “Pilgrimage
to the Isle of Cythera” (1717, Louvre
Museum, Paris), holding the latter up as
an ideal model of space-time synthesis.?
Similarly, in 1908 he accepted the
vague, esoteric content of “Terror
Anfiquus” by the decadent Bakst, find-
ing in this painting the symbolic ancient
synthesis of which he had written in his
“Stratification of Aegean Culture”, using
both classical and symbolist sources as
examples. Inferestingly enough, the
completion of Bakst’s painting coincid-
ed with the beginning of Florensky's
series of lectures on ancient philosophy.

"5 On Nesterov and Florensky's friendship, see Trubachev, “Pavel Florensky and Mikhail Nesterov”. The
Florensky family archive contains six letters from Mikhail Nesterov to Pavel Florensky, written
between 1916 and 1923.

'8 Mikhail Nesterov, “Letters” (Pisma). Leningrad, 1988, p. 258.

"7 Pavel Florensky, “An Analysis of Spatiality” (Analiz prostranstvennosti). In “Collected Works. Articles
and Studies on the History and Philosophy of Art and Archaeology” (Sobraniye sochineniy. Statyi i
issledovaniya po istorii i philosophii iskusstva i arkheologii). Moscow, 2000, pp. 229 - 232.

" Ibid, p. 229
" Ibid, p. 232.
2 |bid, p. 227.
2! Ibid, p. 228.

2 Viktor Vasnetsov (1848-1926) worked on the murals for the Cathedral of St. Vladimir between
1885 and 1896, coordinating the work of his fellow artists. One of these artists was Wilhelm
Kotarbinsky, a typical representative of the Russian “pompier” style of the second half of the 19th
century. The murals inside the cathedral were largely painted by lesser known artists, although sev-
eral famous painters, like Nesterov and Mikhail Vrubel, also took part.

2 pavel Florensky, “An Analysis of Spatiality” (Analiz prostranstvennosti), p. 232.

% Pavel Florensky, “To the Honoured “Makovets” (Letter to N.N.Bariutin)” (V dostokhvalny “Makovets”
(pismo N.N.Bariutinu). In Fr. Pavel Florensky, “Works” in 4 vols. Moscow, 1996, vol. 2, pp. 628 - 629.

 For a history of the friendship between Olsufiev, Neradovsky, Komarovsky and Stelletsky, see Yury
Olsufiev, “On the Recent Past of One Estate: Buetsky Dom as We Left It on 5 March 1917" (Iz
nedavnego proshlogo odnoi usadby Buetski dom, kakim my ostavili ego 5 marta 1917 goda). In Olsu-
fiev's memoirs, edited by Gerold Vzdornov, in “Nashe Naslediye” nos. 29/30, 1994, pp. 91 - 131 and
no. 31, 1994, pp. 97 - 123.

% M .S Trubacheva, “The Committee for the Preservation of Ancient Monuments and Works of Art of the
Trinity Lavra of St. Sergius, 1918-1925" (Komissiya po okhrane pamiatnikov stariny i iskusstva
Troitse-Sergievoi lavry, 1918-1925) in “Muzei” no. 5, 1984, pp. 152 - 164. See also Gerold Vzdornov,
“Restoration and Science” (Restavratsiya i nauka), Moscow, 2006.

# Mikhail Nesterov, “I Continue to Believe in the Triumph of Russian Ideals” (Prodolzhayu verit v torzh-
estvo russkikh idealov): Letters to Alexander Zhirkevich, “Nashe Naslediye”, no. 3, 1990, p. 22.
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Naturally, Florensky's view of real-
ism could not accommodate the
pompous images of socialist victories.
Neither, however, could it sit with Nes-
terov's praise of Orthodoxy, sung as it
was with the artist's particular brand
of naturalism. In his arficle “To the
Honoured “Makovets™, Florensky voiced
his reservations about “stylisers”, making
the distinction between his own view of
realism, and that propounded by the
“stylisers” of neo-Russian art, Dmitry Stel-
letsky (1875-1947) in particular. At the
same time, a number of factors exist
which might have prompted Florensky to
regard Stelletsky in a favourable light.
Not only did this artist attempt fo use the
Russian icon form in his paintings, but he
was also a close associate of Vladimir
Komarovsky (1883-1937) and, most
importantly, of Yury Olsufiev (1878-
1939). In constant contact with both as
an artist and as a friend, Stelletsky knew
Olsufiev, and worked with him, before
the latter's emigration to Paris in 1913.%
There exists, indeed, a portrait of Yury
Olsufiev's son in medieval dress, painted
by Stelletsky.

Florensky knew and loved both
Komarovsky and Olsufiev, holding the
artists in the greatest esteem. Vladimir
Komarovsky created several portraits of
the philosopher, using the synthetic lan-
guage of icons in an innovative way:
today, these can be viewed in the Pavel
Florensky Museum. Yury Olsufiev, like
Florensky, was a member of the “Com-
mittee for the preservation of ancient
monuments and works of art” of the
Trinity Lavra of St. Sergius.

Naturally, its very name - “The
Philosophers” - burdens our portrait
with a certain “baggage” from the very
outset: the same is also true of Nes-
terov's later portrait of Ivan llyin
(1882-1954), which bears the title “The
Thinker” (1921-1922). These works can
justly be seen as the conclusion of an
entire cycle of symbolist portraits of pre-
revolutionary Russian cultural figures.

Nesterov, it seems, felt the same
way: even before the portrait of Ilyin was
created, he wrote to Alexander Zhirke-
vich: “I have three portraits at the
moment - of Lev Tolstoy, Metropolitan
Antony and the Professors - the best
and most gifted philosophers, our the-
ologians - Father Pavel Florensky (the
author of the book ‘The Pillar and
Ground of the Truth’) and Sergei Bul-
gakov. All three portraits complement
each other in the area of religious quest,
thoughts and deeds.””

Of all the portraits from this cycle,
the most convincing is the double image
of Sergei Bulgakov and Pavel Florensky.
There is an element of illustration in this
work, Nesterov having decided to place
a view of Abramtsevo in the back-
ground. The Abramtsevo landscape was

HAwasAca B Mysee NaBna ®nopeHckoro
3anuncb 0 BU3UTE™ AaTUpOBaHHasA PyKoW
¢unocoda: «1916.V.10». ImeHHo B TOT
nepuop HectepoB paboTan Haj ¢uHanb-
HbIM BapuaHToM «XpuctnaH». OH fonro
BblHALWIMBan 3Ty KapTUHY, KOTOPOW npea-
LecTBOBanM MeHee MacluTabHble Npouns-

BeAEHMA Ha TOT XKe CIOXKeT.

M3 BocnoMuHaHmWiM XyfoxHMKa: «B Ha-
yane okta6pA [1914] A, HakoHeL, Havyan
«XpucTuaHe» Kpackamu. Pabotan ¢ 6onb-
WM ogywesneHuveM. ... Hayan nucatb ¢
nensaxa, c Bonrw. ... Ha HeM Kak-To AcHO
UYBCTBYETCSl HAlla POCCUINCKAA >KU3Hb,
4esoBeK C ero AyLIoM.

MnaH KapTuHbI Obli TaKoB: Bepylo-
waa Pycb oT topoauMBbIX M NpoCTeLoB,
naTpuapxos, uapen - go Jloctoesckoro,
JlbBa Tonctoro, Bnagumnpa ConosbeBa,
[0 HaluX AHeN, A0 BOWHbI C ocnenseH-
HbIM yAyWIVBLIMK ra3amMy CONAATOM, C
MUNoCepAHON CecTpoil — C/I0BOM, CO BCeM
TEM, YeM XMW Halla 3eMJIA U Hall Hapog,
8o 1917 ropa, - ABMXKeTCA OrpoOMHOMN
NnaBMHON Brepes, B nouckax 6ora »*unBo-
ro. MNopbiB Bepbl, NOABUIOB, paBHO 3a-
6Ny)KAEHMIN NPOXOAUT Nepes NMLOoM Bpe-
MeH. Bnepean 3Ton noACcKoM naBUHBbI
Tnxo, 6e3 KonebaHWii U COMHeHW, cTyna-
eT ManbyumK. OH 0AMH 13 Bcex BUAUT 6ora
M paHblle Apyrux npuaet K HeMy. TakoBa
6blna TemMa Moelt KapTuHbI, 3aflyMaHHON B
MATOM WAV WecToM rogy v nnwb B 1914-M
HayaTol MHOI Ha 6oMbLIOM, CEMUAPLUNH-
HOM XoJicTe»®,

MNmenHo netom 1916 ropa Hecre-
poB NpubaMKaeTca K 3aBeplUeHn0 CBO-
e paboTbl, 060ApEHHbIN HEe CTONbKO C
XYA0XeCTBEHHOW TOUYKUN 3peHUSA, CKOJTbKO
C TOYKM 3peHunnA durnocopumn KapTuHbl, 0
KOTOpPOI OH HEOAHOKpAaTHO roBopu B Ge-
ceAax C pelurnmosHbIMU MbICAUTENAMMU.
M B camoMm aene, Kak TonbKO OHa Gbina
3aBeplieHa B Havane 1917 roga, Hecte-
poBy HaHecnu BU3nUT ®@nopeHckuin n byn-
rakoB, OT KOTOPbIX XYAOXHWK, npeano-

NOXUTENIbHO, OXWAAN OKOHYaTeNbHOro
of06peHma™.

18 auBaps 1917 roga oH nwucan
AnekcaHnapy AngpeeBudy TypbiruHy: <xKe-
nawoLwmx BUAeTb KapTuHy MHoro. Heoxot-
HO ee MOKa3sblBalo Wb cBoeMy Opaty-
XYAOXKHUKY. VI3 HUX BUAENN KapTUHY TpU-
yeTblpe — BCEM HPaBUTCA Bellb €M0-CBOE-
My». Ho Bce roBopAT OAHO - 4TO OHa
Bbllle BCEro TOro, YTO MHOI cAenaHo 3a
nocnefHue AecATb-ABEHAALaTb JeT.
Bbina KoMnaHuA «penurnosHo-punoco-
¢oB» - ¢ npod. bynrakosbiM, oTuom [NaB-
noM - ®nopeHcKuM, KoxXeBHUKOBbBIM U
ApYrnmMmn»*,

Brocneacteun ®nopeHcKuin B nek-
uMAx «AHann3 npoCTPaHCTBEHHOCTM»'™®
MOCBATWUA HECKONIbKO CTpaHuL, TLiaTeNb-
HOMy pa3bopy 3TOW KapTUHbI, KOTOpas He
MOrfia He BbI3BaTb €ro nonHoro ogobpe-
HMA He TONIbKO 13-3a JINYHbIX OTHOLLEHWI
C XYAOXHUKOM, HO, FaBHbIM 06pasoMm, n13-
3a peNnrMo3HoOM 1 HaLuMOoHaNbHOM cneun-
tbukn, 6nunskoii eMy. OfHaKO e B KoHLe
uccnefoBaHus, B KoTopoM Obina jaHa
NoNoXuTeNbHaA oLeHKa KoHLenuun Kap-
TUHbI, PNIOPEHCKUIA, NYCTb N OYeHb Jenn-
KaTHO, HaMeKaeT Ha OTCYTCTBME peasib-
HO NPOCTPaHCTBEHHO-BPEMEHHOI corna-
coBaHHoCTK: «Bpema 3aecb cKopee urpa-
€T Ha TpexMepHbIx 06pa3ax, Hexenun BXo-
VT B caMmblin nx coctas. [MponsBeseHni
TaKoro poja MHOMo, U OHW BO3HWUKAlOT
0co6eHHO YacTo, Korga XyAOXKHUK NbiTa-
eTCA Bblpa3uTb HEYTO GONbLIOE U CIIOXK-
HOE€, HO MbICIUT ero B 3Ha4yuTenbHON
Mepe aHanornyHo, He umes npea coboto
naeu ero B COGCTBEHHOM CMbIC/le C/I0Ba.
TakoBa, Hanpumep, «[lywwa Hapoaa»
M.B.Hectepoga. ... B paccMoTpeHHoW Kap-
TWHe cnaiky obpa3oB, OTHOCALMXCA K
pasHbiM BpEMEHHbIM KoopAuHaTaM, 3a-
TepTbl 4O M3BECTHON CTEMeHW, HO TeM He
MeHee BUAHBbI: XOTs BCA rpynna u o6beau-
HeHa 0OLWMM AeNCTBUEM, HO HeT Hemno-
CpeACTBEeHHO CBA3M MeX Ay OTAeNIbHbIMU

"2 Tpy6ayes C.3, duak. Yas
coy. C. 350.

3 Hecmepos M.B. Bocnomu-
HahunA. M., 1985. C. 334.

0 ppywBe Hecreposa u
®nopeHckoro cM.. Tpyba-
yes C.3., Ouak. Ykas cou.
B cemeitHom apxuse ®no-
PEHCKOro XpaHuTcA LWecTb
nucem M.B.HectepoBa k
M.A.®nopeHcKoMmy, oTHOCA-
wuxea K 1916-1923 ro-
AaMm.

s Hecmepos M.B. MuckbMa...
C.258.

1 ®noperckul M.A, ceaw.
AHanus npoCTpaHCTBeH-
Hoctn // @noperckud A,
caAw. Cobp. cou. Ctatbu n
nccneoBaHUA No UcTopum
n ¢unocopumn uckyccraa
n apxeonoruu. M. 2000.
C.229-232.

"7 Tam we. C. 229, 232.
'8 Tam we. C. 227.
' Tam we. C. 228.

2 Buktop BacHewoB y4act-
BoBan B pocnucu Bnagu-
MupcKoro coGopa B 1885~
1896 ropax v KooparHUPO-
Ban paboty Apyrvx Xysox-
HUKOB, Cpean KOTopbIX 6bin
KoTapGUHCKWMiA, TUNUYHBIA
npeAcTaBuTeNb  PycCKOWA
“pompier” xmBonucu BTO-
poit nonosuHbl XIX Beka.
Bo BHyTpeHHelt pocnucu
XpaMa npuHumanu yyactme
BTOpOCTErneHHble XyA0XHU-
KW, HO cpean Hux 6611 ©
3HaMeHUTble, TaKue, Kak
Muxaun BpyGenb n Hecre-
pos.

Haww ny6ankayum

LeNCTBYIOLWMMUN TMLLAMU, HU CHOXKETHO, HU
XMBOMMWCHO: BCe-TaKWN NPOCTPaAHCTBO Kap-
TVHbI pacnajaeTcs Ha pAA oTAeNbHbIX 06-
nacTel, 04eHb HEKPENKO CBA3aHHbIX Apyr
C APYroM, XOTAi MO 3aMbICly KapTWHbI
3TOro pacnafeHus He OMKHO 6bino ObITb
1 eABa I MOXET ObITb MOTUBMPOBAHO»".

3necb OnopeHcKuii genaet ynop Ha
OTCYTCTBMM BCe TOTO e CUHTe3a, KoTo-
pblii OH, OAHAKO, HAXOAMT B rPaHAMO3HbIX
CpeAHEBEKOBbIX HACTEHHbIX pocnucax, K
npumepy B YcrneHckom cobope Tpouue-
CeprueBoii naBpsbl. [1pn 3ToM OH oTMeua-
eT: «XpaM JeCTBUTENbHO 3BYYUT HEYMOJ-
Kalolelo My3blKO, pUTMMYecKuM 6Gue-
HMEeM HeBMAMMBIX KpWUJ, KOTopoe Hanos-
HAeT Bce npocTpaHcTBo. Koraa ocrtaelb-
CA B TAKOM XpaMe OAWH, TO 3TO 3By4YaHue
€ro pocCnucK, CBSALLEHHbIA HeyyBCTBEH-
HbIl 3BYK C/bIWWTCA C OOBLEKTVMBHO
NPUHYANTENBHOCTBIO U AenaeTcA coBep-
LIEHHO HECOMHEHHbIM, YTO OH UCXOAMUT OT
n3obpaxeHnii B MX LeNOM, a He npu-
MbllwnseTca HaMu. Becb xpam 6beTes puT-
MOM BpeMeHU»"s,

Bo3MoxHO, cKpbITasa KpuUTWKa, Ko-
TOpas NPOXoAMT B ero aHanun3e KapTuHbl
«Ha Pycu», npocnexuBaeTca He TONIbKO
B PasHbIX KOHTEKCTax NeKLui o ponu
NPOCTPaHCTBa U BPeMeHWU B Npou3Beje-
HUAX N306pa3nTenbHOr0 UCKYCCTBA, Mpo-
ymTaHHbIX M Bo BXYTEMACe ¢ 1921 no
1923 roa, HO TakXe M B pasgpa)keHuu,
KoTopoe PnopeHcKWii AeMOHCTpUpYeT B
LleJIOM N0 OTHOLWIEHUID K HeopyCcCKoMy
CTW/IIO N KOTOPOE OH Bblpa)kaeT B CBOMX
OCTPbIX KOMMEHTapuAX Mo NoBoAy Heo-
pyccKoi pocnucy «Henenoro Bnagmumnp-
ckoro Cobopa B Kuese»™. Takasa Kputu-
Ka 6blna HanpaBneHa He TONbKO Ha Bunb-
renbma (Bacunus) Kotap6uHckoro, Ho 1
Ha BwukTopa BacHeuoBa®, a cnepoBa-
TeNbHO, KOCBEHHO U Ha HecTepoBa, pa6o-
TaBwero ¢ HUMKU. C fpyroi CTOpPOHBI, C
npucyLiein He3aBUCUMOCTbIO CYXAEHUN
®ropeHCKUn 3aABAAN O CBOUX JINYHBIX
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seen by Florensky as the main element
in the spiritual structure of the Lavra’'s
grounds.? The philosophers’ special con-
nection with Abramtsevo was further
reinforced, when on 26 July 1916
Alexandra Mamontova, guardian of
Abramtfsevo and daughtfer of Savva
Mamontov, founder of the Abramtsevo
Art Circle, brought Nesterov to Florensky
fo discuss the future portrait.?

There were, indeed, many factors
which prompted Nesterov's decision to
substitute the real view behind the two
philosophers - that of Florensky’s garden
- with the hills of Abramtsevo. Nesterov
spent the summer of 1917 in Abramtse-
vo, and wished to stress the emotfional
and symbolic importance of this spot
both for himself, and for his two friends. A
peaceful retreat, where nature and cul-
fure could both be enjoyed, Abramtsevo
could also serve as a safe haven, should
disaster strike.

On 30 July 1917, a prophetic year,
Pavel Florensky wrote fo Alexandra
Mamontova: “Naturally, that which is hap-
pening around us is, for us, extremely
painful. | believe and hope, however, that
nihilism will outlive itself and appearin all
its baseness - that everyone will tire of it
and begin fo hate it. Then, after this
abomination has failed, hearts and minds
will turn once more to the Russian ideal,
fo the idea of Russia, fo holy Rus - not
cautiously and half-heartedly, as before,
but out of real hunger” At the same
time, Florensky was convinced that there
were difficult times ahead: “ am certain

that the worst lies ahead, not behind us."

His letter to Nesterov, penned in
June 1920, also betfrays despair: “..in
between your letter, and that which we
have here, there are several psychologi-
cal decades.”™ Four years after Nesterov
created his double portrait, Florensky
began to notice certain changes in its
hues. In a letter to his wife, with typical
sensitivity of observation he expresses
anxiety and concern: “Against the back-
ground view, certain of the hues have
begun to change, affected by time. Some-
thing like a greenish halo has appeared
around S.N.B.'s [Bulgakov's] head, where
itis particularly strong; it is visible around
my head also, but weaker. The shining
around SNB is so intense as to attract
attention - M.V. [Nesterov] will have to
paint it over. It made M.V. quite anxious at
first - he feared that something might
have happened to S.N. in the Crimea.”®

With his natural perceptiveness,
Florensky could not fail to understand
that the new regime disapproved both of
him, and of his portrait. Nesterov, howev-
er, was naively optimistic. Expecting his
double portrait fo be purchased by the
Tretyakov Gallery, in 1927 he submitted
the work for approval by a committee
headed by his friend, the architect Alexei
Shchusev. *

The portrait was finally purchased
by the Tretyakov Gallery in 1964. Over
thirty years after Nesterov's initial offer,
“The Philosophers” was acquired from
the artist's daughter, Natalia Nesterova:
thus, the idea and its proponents were
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finally rehabilitated. Nesterov's “The
Christians (In Rus.The Soul of the Peo-
ple)” (1914-1916) was acquired by the
Tretyakov Gallery in 1958, and “The
Thinker” (1921-1922) joined the State
Russian Museum collection in 1963.

Today, as the personality and ideas
of Pavel Florensky continue to arouse
growing Russian and international inter-
est, this beautiful portrait is not merely a
prized piece in the State Tretyakov
Gallery, but also a witness - and a reflec-
tion - of an enfire era.

% See the Trinity of St. Sergius Lavra collected material for 1919,
Sergiev Posad, and, most importantly, the “Projects” for the
preservation of the grounds developed by Pavel Florensky and
Pavel Kapterev for the “Committee for the Preservation of
Ancient Monuments and Works of Art of the Trinity Lavra of
St.Sergius”. See also M.S.Trubacheva, “The Committee for the
Preservation of Ancient Monuments and Works of Art of the
Trinity Lavra of St. Sergius, 1918-1925" (Komissiya po okhrane
pamiatnikov stariny i iskusstva Troitse-Sergievoi lavry,
1918-1925).

® The fact of this meeting is confirmed in Trubachev's “Pavel
Florensky and Mikhail Nesterov”, p. 349. See also Nesterov's let-
ter to Vasily Rozanov of 28 April 1916 in Mikhail Nesterov, “Let-
ters” (Pisma), Leningrad, 1988, p. 268.

% pavel Florensky: “Letter to Alexandra Mamontova” (Pismo
A.S.Mamontovoi). In Fr. Pavel Florensky, “Works” in 4 vols.
Moscow, 1996, vol. 2, pp. 409-410.

' Ibid, p. 409.

32 From Florensky's letter to Mikhail Nesterov of 1 June 1920,
Sergiev Posad. Quoted from Trubachev, “Pavel Florensky and
Mikhail Nesterov”, p. 357.

33 From Florensky's letter fo Anna Florenskaya of 18 September
1921, Moscow. Quoted from Trubachev, “Pavel Florensky and

Mikhail Nesterov”, p. 358.

3% Mikhail Nesterov, “Letters” (Pisma). Leningrad, 1988, p. 325.

BKYCOBbIX MpPeAnoYTeHUAX Mo OTHOLIe-
HUIO K CaMbIM HEOXWAAHHbIM Mpoun3Be-
JeHNAM, B KOTOPbIX, Ha ero B3rnaa, yaa-
NO0Cb BOMIOTUTb B MOLLHON CUMBOJINKE
MPOCTPaHCTBEHHO-BPEMEHHOW CUHTE3 U
Ayx BpemMeHW. Mofo6HbIM NpMMepoM AB-
nAetcsA GpUBONbHAA U U3ALWHAA KapTu-
Ha AHTyaHa BatTo «[lanomHuyecTBo Ha
octpoB Kudepb» (1717, Jlysp), KoTo-
pyto ®nopeHckuii npoTMBONOCTaBAAET
paboTe «Ha Pycu» Bce B TOM e TpakTa-
Te O MPOCTPAHCTBEHHOCTU B KayecTBe
naeanbHON MOAENM MPOCTPAHCTBEHHO-
BPEMEHHOro cuHTe3a?. TakuM xe obpa-
30M B 1908 rogy oH 6bin rOTOB MPUHATH
HeKoe 330Tepuyeckoe coepxaHue “Ter-
ror Antiquus” (3aBeplweHue KOTOpoW
c/ly4yallHO COBMaso C HayanoM neKuui
®nopeHckoro no gpesHen dunocodunm)
fekageHTa bakcra, B KoTopoi OH yno-
BW/ MOABJEHWE TOr0 CUMBOIMYECKOrO
aHTUYHOrO CWUHTE3a, K KOTOPOMY OH
cTpemuncA B «HannactoBaHMAX 3reii-
CKOW KyNbTypbI», ONMPanACh KaK Ha Knac-
CUYeCcKMe UCTOYHWUKK, TaK U Ha CHUMBO-
JINCTCKYIO NTNTEpaTypy.

KoHeyHo, KoHUenuuAa peanusma
®nopeHCKOro He Morna NPUMEHATbCA K
nomMnesHbIM M300paXkeHWAM couunanu-
cTuyeckmx nobea, HO U He Morna pac-
CMaTpuBaTbCA MPUMEHUTENIbHO K Mpo-
CnaBfieHNo NpaBoOCiaBUA B TepPMUHaX
HaTypanu3Ma, MHOTAa NpornagbiBatoLLe-
ro y HectepoBa. CBugetenbctso 6ecno-
KoncTea PnopeHCKOro No NoBoAy «CTu-
NIN3aTOPOB» Mbl HAXOAUM B €ro cTaTbe
«B pocTtoxBanbHbll “MaKoBel »?, rae oH
CYMTAET JO/MKHbIM OTAENNTb CBOK KOH-
Lenuuio peannama oT KOHLEeNUUN «CTu-
NM3aTOpPOB» HEOPYCCKOro WMCKyccTBa,
KOTOpYK aBTOp OTOXAECTBAAET C Gury-
ponn Amutpusa Crenneukoro. 3Toro xy-
noXHUKaA OnopeHcKuid fomkeH 6bl Gbin
OLEHUTb HE TONIbKO MOTOMY, Y4TO OH Mbl-
TancA NPUMEHATb B CBOEN KUBOMUCY CTU-
JINCTUKY PYCCKUX UKOH, HO U NOTOMY, YTO
OH paboTan B TECHOM MpaKTUYECKOM U
WJE0N0rMYecKoM KoHTakTe ¢ Bnaanmm-
pom AnekceeBnyeM KoMapoBCKUM U, YTO
ocobeHHo BaxHo, ¢ Kpuem AnekcaH-
aposuyem OncydbeBbiM - ele [0 3MU-
rpaummn xyaoxHuka B Mapux 8 1913 ro-
ay=. CTenneukuit Hanucan nopTpert ero
CblHa B CPeAHEBEKOBbIX OAeXAaX.

M Komaposckuit, u OncycdbeB 6bi-
K Ype3BblyariHo goporn MnopeHcKoMy,
1 06a nonb3osanuch ero yBaxeHuem. Cy-
L,ecTByeT HeCKOJIbKO NOPTPeToB (hnnoco-
ta knctn KomapoBcKoro (HbiHe OHU Ha-
xoasaTca B Mysee MNasna ®nopeHcKoro B
MockBe), KOTOpbI HOBaTOPCKMM 06pa-
30M MPUMMEHUN CUHTETUYECKUI A3bIK
ukoH. C OncydbeBbiMm PnopeHcKuii pa-
6oTan B KomMmccum no oxpaHe naMATHA-
KOB cTapuHbl 1 nckycctea Tpouue-Cep-
rMeBoON NnaBpbl®.

KoHeuyHo, «®unocodb» yxe no
CBOEeMy Ha3BaHW «oBpeMeHeHbI» npo-
rPaMMHOCTbIO, TaK Xe Kak W nopTpert
N.AWnbnHa, Ha3BaHHbIA «Mbicnutenb»

(1921-1922). JaHHble npousBefeHUs
MOryT CYMTATbCA 3aBepLIeHMEeM Lesioro
CMMBOJINCTCKOIO LMKNA, MOCBALLEHHOIO
npeAcTaBUTENAM PYCCKOW AOPeBONOLM-
OHHOW KynbTypbl. HecTepos ele ao Toro,
Kak HapucoBan WnbuHa, 3aAsBun
AB.JKupkeBuuy: «Ceituac y meHs Tpu
noptpeta: J1.H.Tonctoro, M. AHTOHMA 1
npogeccopoB — W NyYLWNX N JapOBUTENA-
Wwux punocodos — 60rocI0BOB HALLUX =
otua [laBna ®nopeHckoro (aBTOpa
KHUrn «CTonn v yTBepxaeHne NCTUHbIY)
n C.H.bynrakosa. Bce Tpu nopTpeta KakK
6bl BOCMONHAIT OAWH Apyroro B o6na-
CTV PeNUrMo3HbIX UCKaHWN, Mbicnen n
noasura»®.

M3 Bcex paboT umkna cambiM ybe-
LVTeNbHbIM AB/IAGTCA KaK pa3 paccma-
TpuBaeMbll 34eCb ABOMHOM NOPTpeT, B
KoTOpbI HecTepoB npuBHec unatcTpa-
TUBHBIN 3N1eMeHT, n306pa3nB Ha 3aHEM
nnaHe ner3ax Abpamuesa, - TOT caMblil
nensax, KoTopbiit PnopeHcKun cymTan
rNaBHOI COCTaBMAIOLLEA YACTbIO AYXOB-
Horo npoctpaHcTBa Tpouue-Cepruesoi
naspbl®. CuMBOnAnYeckoe cBuaeTeNb-
CTBO OAU3KOW NPUHAANEXHOCTM ABYX
¢unocooB K faHHOI ocoboit TeppuUTo-
pvn noaTBepxpaaeTca ewe n TeM dak-
TOM, 4TO MMeHHo AnekcaHapa CaBBuyHa
MaMoHTOBa, XpaHuTenbHMLLA 1 MOTOMOK
ocHoBaTtena AGpamueBa, npusesna
HectepoBa k ®nopeHckomy 26 utons
1916 roga, uTobbl 06CYAMTL ByAyWMIA
noptpet?. [lpyrum 3HakoMm ABnseTcA TO,
4yto HecTepoB 3aMeHWN peanbHbIA
3aAHUI NNaH KapTuHbl, cag fgoma ®rno-
peHcKoro, Ha xonMbl ABpamLieBa, U He
TOJIbKO MOTOMY, YTO XYAOXHWUK NpoBen
Tam neto 1917 ropa, a raBHbIM 06pa-
30M A1 TOro, YT06bl NOAYEPKHYTb CUM-
BOJINYECKYIO M 3MOLMOHaNbHYK LeH-
HOCTb 3TOro Mensaxa ANA Kaxaoro u3
HWX: YrONOK NPUPOAbI U KYNbTYpbl, KOTO-
pblil elie MOr MOCAYXWUTb MPUIOTOM Ha
BpeMA ApaMaTuyeckunx cobblTuin. UmeH-
Ho B 1917 rogy, 30 unions, ®nopeHcKuin
nucan AnekcanHape MamoHToBOW: «Bce
TO, 4YTO NPOMCXOAUT KPYrom Hac, AnA
Hac, pasymeeTcs, MyuynTenbHo. OgHako A
BEpl0 M Hajelcb, YTo, ncyepnas cebs,
HUTUNIN3M [JOKaXKeT CBOE HUYTOXKECTBO,
BCEM Ha/Jl0ecT, Bbi30BeT HEHaBUCTb K
cebe n Torga, nocne Kpaxa Bceil 3ToW
Mep30CTW, CepAla U yMbl, yXKe He no-
NpexHeMy, BANO U C OMNAAKOW, @ Harono-
faBLwmnch, 06paTATCA K pycCcKoi naee u
naee Poccun, Kk cBATon Pycu»®,

Ho BmecTe ¢ 3TUM OH npegnonaran:
«fl yBepeH, 4To XyALlee elle Bnepeau, a
He no3aam»®. CXOXMM oT4asaHWeM BeeT
M OT nNucbMa, agpecoBaHHoro Hecrepo-
By B utoHe 1920 roga: «...Mexay Bawwnm
NMCbMOM U TeM, YTO Yy Hac, NeXUT He-
CKO/IbKO MCUXONOrMYecKnX pecatune-
Tmn»®. CnycTa 4eTblpe roga nocne Ha-
nMcaHnA nopTpeTa To e 6ecnoKocTBO
M onaceHus oTpa3atca B cnosax ®Pno-
PEHCKOro, MPOHUKHYTBIX €ro TOHKUMMU
3puTeNbHbIMU HabnlOAEHNAMY NO NOBO-

Hawwu ny6aukayum

Zly U3MeHeHMA LBEeTOBON TOHaJIbHOCTK
noptpeta: «Mexay npo4ynMM, Npon3oLno
KaKoe-TO pacxoXjeHue TOHOB Ha (oHe
nen3axa, oT MOCTapeHUs 1 OKOJNO roso-
Bbl CHB cunbHo, a okono moeii - cnerka
BbICTYNU/IO BpOAe 3e1eHoro Humba.
Ceevenne CHB-Ba ctonb cuabHO, YTO
obpalaet Ha cebs BHUMaHue, a M.B-uy
npuaetca 3amasbiBaTb ero. M.B. paxe
ucnyrancs, nogymasn, He O3HayaeT Nu
310 Toro, yto ¢ C.H-uem uTo-TO Cnyywm-
nocb B Kpbimy»*'.

®rnopeHcKuin ¢ npucyllein emy Boc-
NPUMMUYNBOCTBIO MOHMMaJ, HaCKONbKO
ero MopTpeT, Kak 1 OH caM, bbln Heyro-
fleH pexuMy, B oTanymne ot Hecteposa,
KoTopbln B 1927 roay, nycTb faxe n Ha
KOpPOTKOe BpeMs, HauBHO 0OMaHbIBan
caM cebA B TOM, YTO MOPTPET, OTAAHHbI
Ha paccMOTpeHWe KOMWUCCUMK, BO3rna-
BNAEMON €ro ApyroM apXuTeKTOpOM
A.B.lLyceBbIM, 6yaeT KynneH TpeTbAKOB-
CKOW ranepeen®,

3710 cnyunTcA TONbKO Yepes TpuA-
uatb ¢ nuwHUM net: B 1964 rogy nop-
TpeT KynuT TpeTbAKOBCKasA ranepes y
poyepn Hecrteposa, Hatanbu Mwuxan-
JIOBHbI, 4TO ABUTCA NOCAEAHVM 3BEHOM
B peabunutauumn naen u ee 3alUTHU-
KOB nocse KapTuH «Xpuctnare (Ha Py-
cn. [lywa Hapopa)» (BbictaBneHa B [TT B
1958 roay) n «Mbicantens» (npuobpe-
TeHa Pycckmum myseem B 1963 rogy). Tot
(aKT, 4TO CerofHA NMYHOCTb U wjeun
®ropeHCKOro HaxoAATCA B LLeHTpe Bce-
BO3pacTaloLLero HaLoHaNlbHOro U Mex-
LYHapoAHOro MHTepeca K HWM, Aenaet
3TOT NpeKpacHblii MOPTPeT He TOJIbKO
yKpalweHneM TpeTbAKOBCKON ranepen,
HO 1 CBUAETENEM LieNol 3MOXM.

B ®noperckuil A, cssaw. AHanus npoctpaHcTenHocTw... C. 232.
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ckuli MA, ceaw. Cou.B41.T.2. M, 1996. C. 628-629.
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Hus Oncydoes H0.A: U3 HepaBHero npowwnoro ogHol ycaabObl byeLkuii 4oM, KakuM Mbl 0CTaBUIN
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Hawe Hacnegue. 1990. Ne 3. C. 22.

B Ha 3Ty TeMy cM. c6opHuK Tponue-Cepruesoii naspbl (Ceprves Mocag, 1919) u, raeHbIM oGpasom,
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yes C.3, Ouak. Yka3 cou. C. 357.
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