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PREFACE AND ACKNOWLEDGEMENTS

Choosing the seven essays here has been adifficult assignment, for Floren-
sky wrote agreat deal on the history and theory of art, especially during
the 1910s and 1920s, often in response to the cultural, social and political
events of his time. Among the principal criteria governing the selection
have been originality and actuality of idea and previous inaccessibility of
the text in English. However, the essays are organically connected to the
many other facets of Florensky's career and should be read as comple-
ments to his researches into ecclesiastical history, geology, mathematics,
engineering, physics and archaeology, dl of which could provide equally
fascinating anthol ogies of critical and theoretical essays. Such intellectual
versatility was characteristic of Florensky, of his generation, and of the
evanescent synthesis that distinguished Russias cultural renaissancein the
first decades of the twentieth century.

Verifying Florensky's copious bibliographical referencesto both humanistic
and scientific literature (he was avoracious reader), following his intellectual
sdlliesinto his numerous and often opposing fields of research (from the Ital-
ian Renaissance to industrial Bakelite, from the Orthodox liturgy to Aegean
culture) has been adaunting and exacting task, and many people and insti-
tutions have helped bring the project to fruition

Above dl, | must express my deepest thanks to Wendy Salmond, trans-
lator of the essays. Without her linguistic expertise, constructive advice,
common sense and constant good humour, this book would not exist.

| am aso very grateful to the immediate members of Florensky's family,
Pavel V. Florensky, Igumen Andronik (Aleksandr Trubachev) and Mariia
Trubacheva, who have now transferred his archival legacy to the Florensky
Foundation in Moscow (The Centre for the Study, Preservation and Restora-
tion of the Legacy of Father Pave Florensky). They have been unhesitating in
their support of this project and generous in furnishing information about
Florensky'slife and work, and in allowing me to consult original documents,
photographs and other archival materials.



The following individuals and institutions have also rendered invaluable
help in issues oflanguage, cultural context and bibliography:

Alexander and Lia Barschevsky, Miriam Beck, John E. Bowlt, Elizabeth
Durst, Adrian Efimov and his family, Marisa Emiliani Dalai, Carol Emerson,
Oleg Genisaretsky, Frank Goodwin, Vyachedav Ivanov, Mark Konecny, Liud-
mila Kova, Ira Menchova, Avril Pyman, Bernice Rosenthal and William G.
Thalmann.

Casa del Libro, Rome; Galart, Moscow; Getty Research Institute, Los
Angeles; Institute of Modern Russian Culture, Los Angeles, Russian State
Library, Moscow; Russian State Archive of Literature and Art, Moscow; State
Russian Museum, S Petersburg; and State Tretiakov Gallery, Moscow.

Unless stated otherwise, photographs and artworks are in the possession
of The Center for the Study, Preservation, and Restoration of the Legacy of
Father Pavel Florensky (The Florensky Foundation, Moscow), and are repro-
duced here with kind permission of the Foundation. In most cases the identity
of the photographer(s) of Florensky and his family and friends has not been
established.



NOTES TO THE READER

Tranditeration

The transliteration follows the Library of Congress system. However, many
Russian writers and artists spent part of their lives in Western Europe or the
United States and often spelt their names in ways that diverged from or even
contradicted standard systems. When a variant of this kind has long been
established and recognised, eg., Alexandre Benois, not Aleksandr Benua; E
Lissitzky, not Lazar' Lisitsky, this has been retained in the main text.

Dating the Essays
Dates in parentheses on the Contents page refer to date of public lecture,
actual publication or intended publication.

Names and Titles

The first name and surname of an individual aregiven in full when he or sheis
first mentioned in agiven section or essay. Subsequent references to the indi-
vidual are by surname.

Titles of books, catalogues, journals and newspapers are italicised; titles
of articles, manuscripts and exhibitions are in quotation marks, but names of
societies and institutions are not. When first mentioned in the main text, the
title of aRussian book, exhibition catal ogue, journal or newspaper is provided
in the original languagewith English translation in brackets; subsequent refer-
encesin the main text are in English only; those to ajournal or newspaper are
in the original language.

Florensky's own endnote References are often schematic or incomplete.
Where appropriate, in the interests of clarity and accessibility | have updated
and amplified hisbibliographical references.

Times and Places
Dates referring to events in Russia before January 1918 are in the Old Style.
Consequently, if they are in the nineteenth century they are twelve days



behind the Western calendar, whereas if they are between 1900 and 1918 they
are thirteen days behind.

The city of St Petersburg was renamed Petrograd in 1914, Leningrad in
1924 and St Petersburg again in 1992. However, both the names Petrograd and
Petersburg continued to be used freely in common parlance and in publica-
tions until 1924. As ageneral rule, however, Petrograd has been retained here
asthe officiad name of St Petersburg for the period 1914-24.

Abbreviations
The following abbreviations have been used:

d. del0 (archival dossier or item)

ed. khr. edinitsa khraneniia (archival unit of preservation)

f. fond (archival fund)

GAIS Gosudarstvennaia Akademiiaistorii iskusstv (State Academy of
the History of the Arts, Leningrad)

GAKhN  Gosudarstvennaia Akademiia khudozhestvennykh nauk (State
Academy of Artistic Sciences, Moscow), from 1921-5 known as RAKhN

GEEl Gosudarstvennii eksperimental'nyi elektrotekhnicheskii institut
(State Experimental Electrotechnical Institute)

GlavELEKTRO Glavnoe upravlenie ekektrotekhnicheskoi promyshlen-
nosti (Chief Administration for the Electrotechnical Industry)

Glavnauka Glavnoe upravlenie nauchnykh, muzeinykh i nauchno-
khudozhestvennykh uchrezhdenii (Chief Administration of Scholarly,
Museum and Art-Research I nstitutions)

GOELRO Gosudarstvennaia komissiia po elektrifikatsii Rossii (State
Commission for the Electrification of Russia)

GOKhRAN  Gosudarstvennoe khranilishche (State Depository)

INKhUK  Institut khudozhestvennoi kul'tury (Institute of Artistic
Culture, Moscow)

I list (sheet)

MIKhIM  Moskovskii institut istoriko-khudozhestvennykh izyskanii i
muzeevedeniia (Moscow Institute of Historical and Artistic Researches and
Museology)

NARKOMPROS Narodnyi komissariat prosveshcheniia (People's
Commissariat for Enlightenment)

op. opus (archival corpus)

RAKhN Russkaia Akademiia khudozhestvennykh nauk (Russian
Academy of Artistic Sciences, Moscow), after 1925 known as GAKhN
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RANION Rossiiskaia assotsiatsiia naucho-issledovatel'skikh institutov
obshchestvennykh nauk (Russian Association of Scientific-Research
Institutes of the Socia Sciences)

RGALI Rossiskii Gosudarstvennyi arkhiv literatury i iskusstva
(Russian State Archive of Literature and Art, Moscow)

RGL Russian State Library, Moscow (formerly Lenin Library, Moscow)

RM State Russian Museum, S Petersburg

SVOMAS Svobodnye gosudarstvennye khudozhestvennye masterskie
(Free State Art Studios)

TG State Tretiakov Gallery, Moscow

VEl Vsesoiuznyi elektrotekhnicheskii institut (All-Union Electro-
technical Institute, Moscow)

VKhuTEIN Vysshii gosudarstvennyi khudozhestvenno-tekhnicheskii
institut (Higher State Art-Technical Institute, Moscow)

VKhuTEMAS Vysshie gosudarstvennye khudozhestvenno-tekhnich-
eskie masterskie (Higher State Art-Technical Studios, Moscow)
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TRANSLATOR'S NOTE

Florensky's style of writing, hisgrammatical constructions and often oblique
vocabulary make translation into any language a challenging task. His use of
language reflects adeep erudition and diverseinterests, ranging from the Bible
and the classical repertory to the latest sciences of non-Euclidean geometry
and psycho-physiology. Mixing archaisms and mathematical formulae,
Florensky is by turnslyrical and stringently logical.

The distinctive rhythm of Florensky's prose relies in part on the unusual
length and density of his sentences, with their long secondary clauses, paren-
thetical digressions and idiosyncratic repetitions. | have attempted to retain
the sense of his voice, particularly in those essays originally presented as
public lectures. Thus, in their original Russian the published texts adopt a
complex system of emphasis (underlining, italics) to convey the degrees of
importance which Florensky wished to give specific words and phrases and,
whenever possible, this method of emendation has been maintained. Where
the complexity of Florensky's language threatens to make his ideas inaccessi -
ble to a non-Russian reader, however, exceptionally long and unwieldy
sentences have been divided into more manageable lengths.
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PAVEL FLORENSKY:
A BIOGRAPHICAL SKETCH
Nicoletta Mider

Pavel Aleksandrovich Florensky (1882-1937), priest, philosopher, historian and
mathematician, was one of the most paradigmatic and influential scholars of
the Russian Silver Age.

In spite of his erudition and expertise in many disciplines, the full meas-
ure of Florensky'simpact on the culture of his time has still to be determined
and assessed. True, the rediscovery of Florensky's philosophical, literary and
art historical @uvre began in the late 1960s with the publication of his writings
in the Soviet Union, at first with hesitancy and then with increasing boldness;
and as these writings became better known (thanks to the courage of his
family, most of the texts had been preserved throughout the Stalin era), their
intimate connection with the most diverse fidds of the humanities and
sciences also became apparent.

Florensky'srich intellectual and spiritual legacy isintricate, contradictory
and often confusing, something manifest in the very iconology of Florensky
that has come down to us; and since this book concerns his perception of the
fine and applied arts rather than his status as arepresentative of the Orthodox
church, visualising thisiconology might help usto understand the complexity
of the living person. On the one hand, for example, we have the 1934 memoir
by Andrei Bey, poet and philosopher, who refers to the ‘angular and nosey'
Florensky 'galvanised to your sockswith his perspicacious gaze' and 'babbling
away through the nose' - certainly, asarcastic, if not caricatural portrait.* On
the other hand, there is the affectionate and reverent description that Floren-
sky's friend and fellow priest, Sergei Bulgakov, penned in emigration: 'For me
Father Pavel was not only a phenomenon of genius, but also awork of art, so
harmonious and beautiful was hisimage. We would need the words, the brush
or the chisel of agreat master to tell the world about him.'2 In fact, several
artists did take up their tools to try and evoke the emblematic image of Floren-
sky, especially those who were in close contact with him throughout the
1920S, such as Vladimir Favorsky (illus. 1) and Aleksandr Uittengoven (illus. 2).
Other artists 'engraved’ Florensky in the ecclesiastical robes so characteristic
of his distinctive profile - as in the profile silhouette by Nina Simonovich-
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I'Vladimir Favorsky, Pavel Florensky, 1922, pencil on paper, State Tretiakov Gallery,
M oscow

2 Aleksandr Uittengoven's ex-libris design for Florensky, 1924, woodcut. Collection of
Marina Chuvanova, M oscow

Efimovaof1926 (illus. 48). Such images, together with the extensive collection
of family photographs preserved in the Florensky Foundation in Moscow,
provide avery human and concrete image of Florensky's personality: here is
the dashing young man in akaftan sporting a Caucasian dagger in his belt and
theyoung father carrying his baby daughter (illus. 3); hereisthe family manin
Sergiev Posad in 1922 sitting on the wooden steps leading from his home into
the garden (illus. 4);3 here is the humiliating police ID photograph taken after
his arrest in 1928 together with his colleague Pavel Kapterev (illus. 5).

The eldest of six children, Florensky was born on 9 January 1882 in the
village of Evlakh in Azerbaidjan, into an educated and united family. From his
father, Aleksandr !vanovich, arailroad engineer, Florensky inherited a posi-
tivist passion for science, while his more artistic talents derived from his
mother, Ol'ga Pavlovna {née Saparian), an intelligent and cultivated woman of
ancient Armenian lineage. Florensky's two brothers aso inherited their
father's more practical nature, Aleksandr (1888-1938) becoming aprofessional
geologist and Andrei (1899-1961) a shipbuilder and rocket engineer. Their
mother's penchant for the arts manifested itself in the activities of Florensky's

14



P

3 Florensky and hisdaughter Mariia (Tinatin) inthegarden oftheir homein Sergiev
Posad,1926



4 Florensky, hiswife Anna
Mikhailovna, andtheir
childrenVasilii, Kirill, Of'ga
and Mikhail sitting onthe
wooden stepsoftheir home
in Sergiev Posad, 1922

5 Police 1D photograph of
Florensky and Pavel
Kapterev, Camp Freedom,
Eastern Siberia, 1928




6 Ol'gaFlorenskaia,
Pave Florensky, 1907,
oil oncardboard.
Private collection

three sisters, dl painters, Elizaveta (1886-1959), Ol'ga (1890-1914: her portrait
of Florensky is illus. 6) and Raisa (1896-1932), the latter two achieving solid
reputationsin the 1920S. For Florensky the family was the essential nucleusin
the history of any individual, and throughout his life he gathered and
preserved genealogical materials, even the most casual detail, which he
intended to pass on to future generations. The Florensky Foundation, estab-
lished in 1996 by Florensky's grandchildren in the family apartment on
Burdenko Street in Moscow, is living testimony to this familial continuity, as
his descendants have also made commendabl e contributions to their particu-
lar fidlds. Florensky's grandson, Aleksandr Trubachev (Igumen Andronik,
Father Andronik), also serves the cause of the Orthodox Church; his grand-
daughter, Mariia, is aspecialist in Russian icons, another grandson, also Pave,
is acelebrated mineral ogist, while some of the younger and perhaps less rever-
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ent progeny are members of the Mit'ki group of avant-garde artists and poets
in & Petersburg.

Florensky maintained that his real schooling derived not from institu-
tions oflearning, but from nature, and later on herecalled with great fondness
thewalks or 'expeditions' that he and his father used to undertake in the envi-
rons of Tiflisin their search for shells, stones and fossils. The young Florensky
would observe and study these natural phenomena, even drawing and photo-
graphing them, something that stimulated his lifelong interest in geology and
meteorology. True, Florensky attended the Second Classical Gymnasium in
Tiflis between 1892 and 1900 (a various times the philosophers Aleksandr
El'chaninov and Vladimir Ern and the artist David Burliuk were also enrolled
there), where he received the traditional grounding in languages, literature
and the sciences, but he preferred to read and think outside of the school
curriculum and never regarded his tenure at the Gymnasium as fundamental
to hisintellectual formation.

Florensky regarded life as aconstant experiment, and to this end recorded
countless facts, major and minor, that he then annotated in the form of the
‘objective’ diaries he began to write in 1916, as well as in the many letters to
members of his family.4 Every detail in this chronicleis related to an ontol ogi-
cal redity, but a reality perceived within a context that is both universally
accessible and very private. An illuminating example of Florensky's 'detailisa-
tion' is his childhood reminiscence of V enetian glass beads offered by Turkish
merchants in Batumi, Georgia,5 which left such avivid aesthetic impression
on him that he later used it as agraceful image to explain the concept of space
and time in awork of art.® Indeed, in his memoirs, Florensky recalled Batumi
and Tiflis, the cities of his youth, with extreme vivacity, rendering them even
more exotic in their temporal remoteness. In reconstructing the psychology
of his childhood, Florensky demonstrated an exceptional sensibility, which
later manifested itself in his relationship to his own five children, Vadilii
(1911-56), Kirill (1915-82), Ol'ga (1918-97), Mikhail (1921-61) and Mariia (b. 1924,
nicknamed Tinatin). For his beloved Mikhail, Florensky composed and illus-
trated a historical sagawhile hewasin prison camp during 1934-7, the poem
'Oro' dedicated to the Orochony (a peopl e of the Russian Far Eadt). His death left
the poem unfinished?

In 1899, poised between infancy and manhood, Florensky experienced a
profound spiritual crisis, after sensing the inadequacy of what he called the
'knowledge of physics. Thiswas the first of three crises that signalled major
turning-points in his life, the others occurring in 1909-10 on the eve of his

18



marriage to Anna Mikhailovna Giatsintova (]889-1973) and in 1924 (a private
episode that he never really clarified).

Florensky'sfamily regarded his sudden decision to embrace Orthodoxy as
avery radical conversion. He recalls that for his laical, if tolerant, family, reli-
gion was an embarassing, almost taboo, subject, like any other non-scientific
truth,S even if for Florensky proximity to religion did not entail rejecting
science. Graduating from the Gymnasium in Tiflisin 1900, he enrolled in the
Department of Physics and Mathematics a Moscow University. In attending
the courses offered by the mathematician Nikolai Bugaev, Florensky hoped to
resolve the apparent contradiction between hisscientificinterests and his spir-
itual quest. Bugaev supported the theory of discontinuous or discrete func-
tions in mathematics, even extending this idea to other fields of enquiry and,
not surprisingly, became supervisor of Florensky's graduating thesis 'Ob
osobennostiakh ploskikh krivykh kak mestakh narushenii preryvnosti' [On
the Peculiarities of Planar Curves as Loci of Disruptions of Continuity] (1904).
During this period Florensky also attended Sergel Trubetskoi's lectures on
philosophy and became especially closeto Andrei Bely, Bugaev's son, aliaison
reinforced by their common interest in new and controversial mathematical
ideas or, rather, the philosophy of mathematics, and their common devotion
to Bugaev's arithmology. True, the Bely-Florensky friendship was of rather
short duration,9 although, in spite of intermittent silences, their intellectual
exchange and spiritual consonance lasted many years. Both made sure, for
example, to send each other congratul atory letters on the publication of their
respective books, Bely's Smvolizm [ Symbolism] in 1910,10 and Florensky's Salp
i utverzhdenie iginy [The Pillar and Ground of the Truth] in ]914,11 and both
frequented the Symbolist literary circles of Valerii Briusov, Konstantin Bd'-
mont and the eccentric couple Dmitrii Merezhkovsky and Zinaida Gippius.
Florensky's commitment to Orthodoxy did not diminish, and in 1904, after
debating with Elder Antonii (Bishop Antonii of Donskoi Monastery), whether
or not to take monastic vows, he decided to enrol in the Moscow Theological
Seminary (actually located in Sergiev Posad), which he did in September of
that year (illus. 7). Florensky graduated in 1908 and entered the priesthood,;
four years later he submitted histhesisfor Master of T'heology, and in May 1914
received the degree.

Once embarked on his religious quest, Florensky met anumber of idealist
and Orthodox philosophers, including El'chaninov and Ern (his old class-
mates from Tiflis) and especially Sergei Troitsky, the friend to whom he dedi-
cated the twelve fundamental letters of his theological dissertation - which

19



7 Florensky at the M oscow Theological Seminary, Sergiev Posad, 1912

then devel oped into The Pillar and Ground ofthe Truth. At this time Florensky was
much influenced by the eschatological beliefs and philosophical constructs of
Vladimir Solov'ev and other cultural heroes of the time, such as Nietzsche and
Wagner. Myth and primitive culture, the correlation between good and evil,
Gesamtkunswerk and similar concepts were the subjects of long and ardent
discussions among the Symbolists, especially at Viacheslav Ivanov's sixth-
floor apartment, the so called 'Tower' in & Petersburg, where every Wednes-
day between 1905 and 1907 the Symbolist intelligentsia would meet. As
Ivanov's daughter, Lidiia, recalls, '"Another memory - ayoung student in a
worn uniform with brown hair and avery long nose. He kept silent, concen-
trating intensely on histhoughts, with his nose down near his plate. 'Through-
out the meal he never raised his head. Thiswas Pave Forensky.'12 But not al
of Florensky's friendships were enduring, and after 1906 he distanced himsel f
from Ern and Vladimir Sventsitsky of the 'Apocalyptic Troika, dissatisfied
with their politically committed Christianity.

The Symbolists were driven by a consuming desire to discover the essen-
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tia meaning of religion, literature and art, and Florensky drew his philosoph-
ical inspiration from the same sources. Florensky's intellectual curiosity and
spiritual exploration informed his intense pedagogical activity as a lecturer
both in mathematics and cosmography a the Women's Gymnasium in
Sergiev Posad, 1908-9, and in philosophy at the Moscow Theological Semi-
nary there, 1908-19. Asfar as his ecclesiastical duties are concerned, between
1912 and 1921 Florensky served as priest to the Sergiev Posad Church of Mary
Magdalene attached to the shelter for Nurses of the Russian Red Cross. For
three years (1914—17) he was also chief editor for the journal Bogodovsii vestnik
[Theological Herald] in which he published severa of his fundamental essays
such as 'Razumii dialektika' [Reason and Dialectics] (11/9, 1914) and 'Privedenie
chisel' [Induction of Numbers] (11/5, 1916). The year 1914 also saw the publica-
tion of hisbook Smyd ideglizna [The Meaning of Idealism].

With the onslaught of the Great War and the Revolution, Florensky, like
many other Russian writers and artists, heard the trumpets of the Apocalypse
sounding through the noise of time- just asthewriter and philosopher Vasilii
Rozanov was compiling his pamphl ets on The Apocalypse of Our Time with their
millenarian interpretation of the revolutionary events.8 We can understand
why, inthat fateful year of 1917, Florensky was especially supportive of the sick
and sorrowfull Rozanov,14 and why Bely till referred to him jokingly as a
active member of the 'Apocalyptic Troikd.15 Aleksel Losev recalled:

At the beginning of the Revolution innumerable voices spoke of
thefdl of the whole of European culture [...] At the beginning of
the Revolution [...] the Orthodox and mystical Florensky used to
deliver public papers and lectureswhose principal ideawas of an
imminent and inevitable catastrophe. In a muffled and hardly
audible voice, his eyes eternally cast down, this engineer
predicted that nothing would remain in place, that everything
would lose its structure and form and everything would disinte-
grate, be destroyed and atomised completely. Until the old was
liquified in total chaos and reduced to dust, it would be impossi-
ble to speak of new and stable values. | myself attended these
terrifying lectures. 16

It is difficult to reconcile the apocalyptic turbulence of war and revolution

with the intimate domestic photographs showing Florensky in the bosom of
his growing family - his wife, Anna and their three young children - not to
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mention the various aunts, babies and other relations. The house in Sergiev
Posad that Florensky acquired in 1910 was a haven of peace and apparent
immutability, and it remained his even after the October Revolution. Of rather
modest proportions, but with a large kitchen garden, the house has not
changed to this day and the street in front still leads off to the golden cupolas
of the Churches of the Lavra (illus. 8).

After the Revolution Florensky intensified his pedagogical activity, plac-
ing his scientific qualifications at the service of the new Soviet regime, aprac-
tical application that saved him, at least temporarily, from the first repressive
measures, arrests and summary executions that the Bolsheviks took against
the Church and its supporters. In 1920 he collaborated with the biologist Ivan
Ognev on the development of a special ultramicroscope at the Istological
Institute in Moscow.” As aspecialist in electricity, in January 1921 he began to
work for GOELRO (Soviet Electrification Plan) and then for GlavELEKTRO at
the Karbolit Works, developing new insulation materials (illus. 9).

From 1918 to 1920 he served on the Commission for the Preservation of
Monuments and Antiquitiesofthe Lavraofthe Trinity and St Sergius 18 where,
with militant zeal and side by sidewith art historians, restorers and conserva-

8 TheFlorensky homein Sergiev Posad, near the Church ofthe Trinity at the Troitse-
Sergieva, photographedin 1996
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9 NinaSimonovich-
Efimovascover design
for Florensky'sbook
Karbolit (published in
1928); indian inkand
crayons on paper.
Efimov Archive,

M oscow

tors, he tried desperately to safeguard the spiritual values and precious mate-
rial treasures of the Orthodox faith from atheist dictatorship and ruthless
nationalisation. Thanks to this connection he was invited to teach Byzantine
art a MIKhIM. One of the most significant results of Florensky's invol vement
inthe Commission and his preparationsfor the Byzantine coursewas hiscycle
of publications on early Russian art, including the fundamental essay |konostas
[Iconostasis].19

Florensky's close collaboration with the Commission and his previous
contacts with the Moscow Symbolist milieu- and with young art historians
such as Aleksel Sidorov and Aleksandr Larionov - heightened his interest in
the visual arts and in particular artists such as Favorsky, who shared Floren-
sky's vision of a Holy Russia, one that was Orthodox, humble and immacu-
late. Like Florensky, Favorsky wasinterested in how the practising artist could
benefit from the exact sciences such as physics, mathematics and psycho-
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physiology. Not surprisingly, in his capacity as Chairman of the Department
of Polygraphy, he invited his friend to teach acourse at VKhUTEMAS during
{(1921—24),%° Moscow's progressive art school, which had substituted and inte-
grated the pre-Revolutionary schools of fine and applied arts. This course
ignited a passionate polemic between the more moderate artists such as Niko-
la Chernyshev and Konstantin Istomin on the one hand and the Construc-
tivists such as Liubov' Popova and Aleksandr Rodchenko on the other.
Incidentally, the former were closely associated with the Makovets group of
writers and artists, a curious and disparate assembly of rightists and leftists
(Natal'ia Goncharova and Mikhail Larionov were also members, even though
by then they wereliving in exile) who insisted both on the messianic purpose
of art and on the artist's right to personal expression, acultural claim that, of
course, appealed to Florensky.

From 1921 onwards Florensky was also associated with the Russian (later
State) Academy of Artistic Sciences (RAKhNjGAKhAN) in Moscow, an institu-
tion that attempted to stimulate interaction between scientific thought and
artistic creativity by bringing together art historians, physicists, philosophers,
psychologists and mathematicians. Initiated by Vaslii Kandinsky, RAKhN
attracted the pre-Revolutionary intelligentsia, especially the apologists of
Symbolism such as A. Larionov, with whom Florensky projected adictionary
of symbols or 'Symbolarium’, one of the many theoretical endeavours that
RAKHON sponsored in the fied of the artistic sciences.

In the mid- and late 1920S Florensky devoted even more time and energy
to his scientific investigations, contributing 127 entries to the Tekhnicheskaia
entsiklopediia [ Technol ogical Encyclopedia] between 1927 and 1934,21 and work-
ing as an insulation specialist in variousinstitutions, especially for GEE! (later
VE; illus. 10). But hisunabating religious commitment, reflected in the priest's
cassock and cross that he still wore to work, made him an easy and constant
target for ideological attack, leading to his exileto Nizhnii-Novgorod for three
months in 1928 (illus. I1). Even there, however, he continued to work as a
researcher for the Vladimir Bonch-Bruevich Institute of Radiology. Returning
to Moscow, hewas reinstated at GEEI, even becoming deputy director in 1930.

He continued to participate in scholarly conferences and to publish (illus.
12 and 13), his last professional publication, 'Fizika na sluzhbe matematiki'
['Physics in the Service of Mathematics| appearing in 1932 in the journal
Sotsalisticheskaia rekongtruktsiia i nauka [Socialist Reconstruction and Science].
But in spite of his prestigious reputation as a scientist, Florensky was arrested
on 26 February 1933, accused of criminal conspiracy and other fictitious acts
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10 Florensky in his officeat the State Experimental Electrotechnical Institute (GEEJ),
Moscow, 1925
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11 Florenskyin exile, Nizhnii-Novgorod, 1928

and condemned to ten yearsin a prison camp, first at Camp Freedom in East-
ern Siberia and then (early in 1934) at the Experimental Permafrost Station in
Skovorodyno. The cruel deprivations notwithstanding, Florensky pursued his
scientific investigations, his only formal complaint being awritten protest to
the OGPU (secret palice). In this poignant petition Florensky requested that
the library and manuscripts that had been confiscated during the search of his
house be restituted to him or his family:

For me the confiscation of my books and of my scholarly and
philosophical researches [...] has been a severe blow, depriving
me of any hope at d1 for the future and reducing me to total
apathy in my work.... For methe destruction of the results of my
lifeswork is far worse than physical death.?2

The absence of his library and of the barest necessities notwithstanding,
Florensky never hesitated in his devotion to religion and science. With the
biologist Pavel Kapterev, for example, his old friend and colleague from the
Commission days, Florensky even wrote two essays on 'How Water Freezes
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12 Florenskyinthefamily house,

the Florensky Foundation)
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13 Florensky collecting mushrooms near Sergiev Posad
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and delivered lectures on the subject. But despite his scientific utility and pres-
sure from Ekaterina Peshkova (Maxim Gorky's ex-wife), in November 1934,
after seeing his family for the last time, Florensky was denied further visitor
rights and sent to Solovki, the ancient monastery now transformed into a
concentration camp. Here he courageously gave lessonsin mathematicsto the
camp's Mathematical Circle and worked on scientific issues such as the prop-
erties of iodine, analysing them in the camp's own iodine factory and
discussing them in his lectures to the iodine workers there.Z The terrible
circumstances in which he lived are manifest from the letters that he wrote
home to his wife or children, sometimes to the entire family, each one long
and intense as ifto make up for the imposed infrequency. Thisamazing corre-
spondence, which continued until 3-4 June 1937, radiates with Florensky's
unremitting memories and, aswith dl histexts, published and unpublished, is
an integral part of a cohesive whole, drawing purpose and strength from the
single denominator of religious faith.

On 25 November 1937, the NKVD (secret police) reconfirmed Florensky's
guilt and condemned him to death. He was transferred to Leningrad Region
and on 8 December 1937 was executed by firing squad at Levashovo, near
Leningrad.



PAVEL FLORENSKY AS ART HISTORIAN
Nicoletta Mider

Beyond Vision is the first English-language collection of statements on art by
Pavel Florensky. The book, consisting of seven essays, reflects Florensky's
fundamental attitudes to the vital questions of construction, composition,
chronology, function, and destination in the figurative work of painting,
sculpture and design.

The essays are grouped thematically rather than chronologically,
although they could be arranged in avariety of sequences. The first two, 'The
Church Ritua as a Synthesis of the Arts' and 'Celestial Signs, even if written
after the October Revolution, forge an immediate link with the Symbolist
movement to which Florensky was strongly indebted for his intellectual and
philosphical formation. Symbolist concepts such as the inner perception of
the wholeness of awork of art and the transcendental nature of things lead us
into Florensky's examination of the Efimovs puppet theatre, which, for him,
was both an organic aesthetic performance and an attempt to recapture the
fantasy and spontaneity of childhood. In this light, 'The Stratification of
Aegean Culture' of 1913 (the earliest of the contributions here), with its assess-
ment of pre-Christian artefacts, assumes particular importance for under-
standing Florensky's philosophical world view. It relates, in turn, to the wider
discussion of the 'primitive’' among artists in early twentieth-century Europe
and Russia, from Picasso to Kandinsky, and also enters Florensky's succinct,
but provocative discussion of Realism. In turn, elements of Symbolism and
the avant-garde, as well as new mathematical and geometrical concepts, also
inform Florensky's explanation of Vladimir Favorsky'sbook cover, ac