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PREFACE

Mikhail Larionov was one of the outstanding artistic personalities of his age, yet

little scholarly work has been devoted to him. This thesis presents an accurate

biography of the artist and his creative endeavours, establishing the chronology

of his stylistic development, which has hitherto been uncertain. It also attempts

to interpret Larionov's work from the point of view of his aesthetic ideology,

revealed by an examination of his personal library and art writings.

The thesis covers Larionov's life and work in Moscow before the first world war,

when he became leader of the Russian avant-garde. He made important

contributions in the field of painting and graphic art, developing two new styles:

neo-primitivism and rayism. Having established a working chronology, Larionov's

art is examined in separate chapters. The impact of folk art upon neo-primitivism

is discussed at length, as well as the importance of Larionov's research into

archaeology and shamanism. The development.of rayism is examined by reference

to Italian futurism and French cubism, and his knowledge of contemporary

scientific and pseudo-scientific ideas. Larionov's years in Europe working for

Diaghilev's "Ballets Russes" are discussed at length, as is his fascinating

contribution to the School of Paris during the 1920's. Finally the last decades

of his life are considered, when despite growing recognition, Larionov died in

poverty in Paris.

The artist's major contribution is seen to lie in his development of neo-primitivism

and rayism, and also in his role as an organiser amongst the Russian avant-garde,

the "Ballets Russes" and the School of Paris. Larionov is revealed as an artist

of importance in both painting and theatre design, who played a significant role

in the history of 20th Century art.
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INTRODUCTION

Mikhail Larionov is one of the most important figures in Russian art as well

as one of the most fascinating artistic personalities of the 20th Century. His

work was crucial to the development of Russian Futurism before the first

world war, after which he became a celebrity in the West through his work

for Diaghilev and the "Ballets Russes". During the 1920's Larionov played a

significant role in the School of Paris, and continued to live and work in

France until his death in 1 964. From his student days onwards, Larionov lived

and worked with his companion, the artist Nataliya Gocharova, and together

they made outstanding contributions in the fields of painting, graphic art and

theatre design.

In particular, Larionov is noted for initiating two important styles in modern

painting during 1912-1915: Nec-Primitivism and Rayism. The term Neo-

Primitivism (Neo-Primitivizm) was used by Larionov, and is used by art

historians today, to refer to a style of painting which sought to emulate the

conventions and devices of folk art, tribal art, children's art, popular Russian

prints (lubki), icons, etc. In fact any visual art forms which had been created

by untutored people working from their own inspiration, or from conventions

outside the FIne Art tradition, provided ideal source material for the development

of Neo-Primitivism. Although Larionov had worked from these sources before

1912, it was only in this year that he became conscious of Nec-Primitivism as

a style in its own right, began to publicise it, and attracted to him other artists

who wished to practice it. Having left Russia, Larionov continued to use Neo-

Primitivism in his theatre designs for Diaghilev's "Ballets Russes", becoming the

most successful artist of the Diaghilev troupe to communicate Russian visual

traditions to the Western audience.
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Coexistent with the development of Neo-Primitivism and integrally related

to it, Larionov developed a non-objective style of painting which he called

Rayism (Luchizm) (1). Larionov referred to his first rayist paintings as

"Realistic Rayism", in which objects can be identified, although their forms

and the painterly space of the picture is shattered by the clusters of exploding

lines, which represent rays of light which the objects in the painting reflect.

During 1913 Larionov began to paint "Pneumo-Rayist" works in which the object

was no longer depicted. The painting now represented the reflected rays

themselves, which intersect to create dynamic shifting planes of colour. Larionov

thus became the first non-objective artist to work in Russia. Although Rayi5m

attracted few followers at the time, it was to have repercussions on the

development of Constructivism, and informed the work of Popova and Rodchenko.

Generally Neo-Primitivism is seen as a corollary of German Expressionism,

whilst Rayism is seen as a corollary of Italian Futurist painting.

Although the paintings and theatre designs of Larionov feature in the

collections of all the major Soviet and Western galleries, it is surprising to

discover that little scholarly work has been written or published about the

artist. This situation has been caused by both practical and artistic problems.

Practical problems include the diverse location of paintings, designs and archival

material, as well as the fact that they are often inaccessible. For example the

large and important archive owned by Mme. Alexandra Larionov in Paris, has

not been available for study since 1980. Where possible the author has tried to

overcome such problems, not always with success; only time will find a solution

for those which remain.

The artistic problems raised by Larionov's work are more complex and have

been a thorn in the flesh of art historians for a number of years. These fall

into three categories: an uncertainty about the chronology of Larionov's
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stylistic development, a lack of reliable information on the artist, and an

uncertainty about how to approach an interpretation and understanding of his

work. The aim of this thesis is to solve as far as possible these three problems,

and so encourage the possibilities of future Larionov scholarship, particularly

when the rich archive of Mme. Larionov is made available for study. It is also

anticipated that this thesis will considerably ease the task of art historians

working in adjacent fields, who need to be informed about Larionov and his

work.

Before outlining the approach and structure of the thesis, it is necessary briefly

to consider the problems which it seeks to solve. The most complex of these

is that of chronology. Larionov and Goncharova seldom dated their paintings

on execution, hence in later years when they were required to attribute a date

to them, they found it difficult to be precise. The result of this was that from

1948 onwards they consistently pre-dated their early paintings, sometimes by

more than a decade. Undoubtedly inaccurate memory played a role in the pre-

dating of their canvases, although other factors must be taken into account,

such as the artistic conditions in post-war Paris. Following the second world

war the leaders of the early 20th Century avant-garde were being re-discovered

and re-evaluated. This in turn led to much 'in-fighting' (see pp. 390-392)

and an attempt by some artists to gain recognition by proving that they had

been the first 'abstract' artist in Europe. The pre-dating of Rayist canvases,

in some cases from 1912 back to 1906, seemed to establish Larionov and

Goncharova's claim to be the very first abstract painters, at work even before

Picasso painted his historic "Les Demoiselles d'Avignon".

A further ramification of the pre-dating problem occurred in that as interest

arose in Larionov and Goncharova's work, they were under pressure to provide

corroborative evidence for the inaccurate dates of their paintings, and this, it
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seems, they set about to invent deliberately. Larionov claimed to have

published an article on Rayism in January 1910 (see pp. 13-14 & 44, n. 16)

which in fact does not exist. Larionov's personal copy of his manifesto

Rayism (B. 9), published in 1913 has had the fly leaf with publication details

ripped out, and has been inscribed in Larionov's own hand "second revised

edition 1911", suggesting that other editions were published earlier. We know

this to be false as the bi-monthly bibliographical magazine The Book Chronicle

(Knizhnaya Letopis') (B. 564) listing every publication in Russia during the

period, only features Larionov's name in 1913. Similarly Larionov's book of

Neo-Primitive drawings Half-Alive (Poluzhivoi) (B. 6), also published in 1913,

has been inscribed by Larionov "Half-Alive, Drawings of Mikhail Larionoff 1907".

Then, in a dated list of Larionov's paintings, published in 1913 as part of a

monograph written by Eganbyuri (B. 12), Larionov has later extensively

altered the published dates of his works, in each case pre-dating them in ink

(2). Futhermore, to friends and art historians, Larionov claimed that his Rayist

painting "Glass" (iii. 34) had been exhibited at his one day exhibition held in the

Society of Free Aesthetics in Moscow in 1 909. In fact this exhibition was not

held until December 1911, and even then "Glass" was not exhibited, it is

mentioned neither in the catalogue nor in the reviews. This difficult situation

has been summed up best by Peter Vergo:

"It seems clear that by 1952 Larionov had managed to convince
himself and others, that his own 'efforts createurs' had occurred
considerably earlier than the catalogue compiled by Eganbyuri
indicates."

(Vergo, 1972, B. 434, p. 479)

Inaccurate source material also plays a part in this chronological problem. For

example, the monograph on Larionov and Goncharova by Eganbyuri, despite its

early date of 1913, is untrustworthy. Dates accompanying reproductions of

Larionov's paintings sometimes differ from those cited in the dated list, and

Eganbyuri himself admitted that his monograph could not be relied upon
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(see p. 41, rr. 6). A number of printing errors in early sources add to the

confusion. In December 1912 when Larionov exhibited his painting "Rayist

Sausage and Mackerel", the dates of the exhibition were misprinted on the

cover of the catalogue, reading "December - January 1912". For some years

a date of 1911 was attached to this seminal painting, before reviews were

located, which proved the exhibition to have been held from December 1912

to January 1913.

Other inaccurate sources however bear the distinct mark of Lcirionov. An

article on Larionov and Goncharova published in The New Age in 1921 contains

such grandiose claims that it can only derive from an interview with Larionov

himself, who was in London at the time:

"In 1898 she (Goncharova) was already making experiments which
remind us of the paintings Picasso did seven years later ... Modern
art in Russia, including Kandinsky, is derived entirely from
Gontcharova and Larionoff. The German Expressionists also have
their origin in Gontcharova and Larionoff, and Marinetti and the
Futurists owe their theory of interpenetration of light and objects
to Larionoff and to Gontcharova's theory of Rayonism."

(Stephens, 1921, B. 426)

The highly questionable content of the article should need no further comment.

It shows that as early as 1921 Larionov was making a bid on behalf of himself

and Goncharova, to become known as the progenitors of the whole gamut of

modern art, from Cubism and Futurism to Expressionism.

In later years, Larionov also made a bid to become known as the initiator

of avant-garde theatre design in the 20th Century. Unusual designs for the

ballet "Histoires Naturelles", which the author believes date from 1917-1919,

were later pre-dated by Larionov to 1915; two years before Picasso applied

Cubism to the theatre in the ballet "Parade". More conclusive evidence for

the pre-dating of theatre designs came to light recently in the Larionov and

Goncharova centenary exhibition (B. 331) when a folio of experimental theatre



xiv

designs published in 191 9 as Art Th4tral (B. 28) had been pre-dated to 1 911

according to an inscription on the cover by Larionov.

Further complicating the already complex question of the chronology of

Larionov's stylistic development, one has to take into account the problem of

over-painting. In later years Larionov over-painted several of his early

masterpieces such as "Bread" and "Portrait of a Fool". In many paintings such

as "Bread" he made only slight alterations, in others such as "Portrait of a

Fool" he completely altered the composition and retitled the work.

Given this confusing nexus of chronological problems, fairly simple approaches

have been adopted in this thesis to overcome them. No credence whatever

has been given to any dates inscribed on paintings, or published at any time

by Larionov. In place of this, the author suggests a new chronology based

principally upon the sequence of works shown at exhibitions from 1906 onwards.

Larionov frequently exhibited his works and it is possible to build up a

verifiable picture of the development of his style based upon the changing

nature of his exhibits. To corroborate this development, reviews of exhibitions

and reproductions of Larionov's paintings which themselves can be accurately

dated according to the publication in which they appear, have frequently been

used. In short the chronology proposed here is based as much as possible on

external evidence. To overcome the problem of over-painting, photographs of

paintings in their original states have been included wherever possible.

Often the chronological problems of Larionov's work are related to biographical

problems, which include conflicting sources and accounts of Larionov's career.

For example, the correct dating of Larionov's military service would provide us

with a reliable 'terminus post quem' for his series of soldier paintings and the

stylistic devices he uses in them, such as that of graffiti. Up to now the
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actual dating of Larionov's service has caused much confusion. The monograph

written by Eganbyuri gives the date 1910, an article by Isarlov (B. 381) gives

1909, and later sources such as Loguine (B. 388) give 1908. In view of the

fact that Larionov chose an assortment of different years with which to pre-

date his soldier paintings, ranging from 1908-1914, a solution to the biographical

problem of his service would solve a chronological problem.

As no accurate or detailed monograph of Larionov's career exists, this also

has had to be built up largely from proven external evidence: Newspaper reports,

exhibition catalogues, illustrated books, published writings, theatre programmes,

published material of various kinds, archival material - both private and official,

letters and the testimonials and reminiscences of friends. Larionov's own

memories about important events, and his meetings with artistic personalities

have been retained, and where chronological problems intrude, these are

examined and discussed providing a comprehensive biography of the artist,

his activities and relationships.

Having established a working chronology and biography of the artist, one is

able to proceed to a study of the art works themselves. As a basis for this,

extensive research has been undertaken into Larionov's personal library, 400

items of which are located in The National Art Library, The Victoria & Albert

Museum, London, and 40 of which are located in the Bibliothque of the Muse

d'Art Moderne in Paris. The contents of Larionov's library suggested certain

fields of knowledge, scientific, religious and archaeological amongst others

which seemed pertinent to his art. Based on a study of the works in Larionov's

library, the author has investigated the relationship between the paintings of

the artist, and branches of knowledge external to Fine Art, detailing specific

sources which were of importance to Larionov in the development of Neo-

Primitivism and Rayism. From this starting point one can begin to comment
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upon and interpret Larionov's art. Other approaches to a study of his work have

been based upon Larionov's own writings on art and manifesto comments, as

well as art works such as 'lubki' and icons which we know he possessed in his

personal collection. The bias towards the study of sources in this thesis is

necessary not only as a foundation on which one can sensibly discuss the art

works, but is essential if we are to understand something of Larionov's

aesthetic ideology which dictated the nature of his creativity. Tsezar Volpe

understood this when he declared:

"The study of Futurism is not just a historical task. It is the
study of the sources and history of a number of phenomena
to reveal the ideas which formed the basis for futurist theory
and practice and to reveal its aesthetic ideology ..."

(Volpe, Introduction to Livshits, 1933 in 1977, B. 582)

It is necessary to admit that this thesis touches only the tip of the iceberg in

this respect, but nonetheless indicates avenues of inquiry which others may

follow.

An attempt to say something meaningful about the chronology, biography and

sources of Larionov's career, has necessitated a somewhat unusual structure

to the thesis. There are ten chaptersin all, five of which take up the themes

of chronology and biography, and five of which represent interpretative

studies of his art in the light of his specific interests. Chapter 1 covers the

period of Larionov's childhood and his studentship at the Moscow School of

Painting, ending with his expulsion in 1910. Special attention has been paid to

the chronology of Larionov's art during this period, which develops rapidly from

Impressionism to Symbolism to Post-Impressionism. Chapter 2 continues this

approach, discussing the period of Russian Futurism, in which Larionov

developed both Neo-Primitivism and Rayisni, and ends with his departure for

Italy and France in 1914.

Having completed this survey of the first period of Larionov's career, there
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follows five chapters which examine and interpret Neo-Primitivism and Rayism

from different points of view. Chapter 3 deals with the impact various forms

of naive and folk art had upon the development of Neo-Primitivism, a subject

which has often been alluded to in respect of Larionov, but which has never

been fully or satisfactorily examined. Chapter 4 takes up the subject of

archaeology and ethnography in respect of Neo-Primitivism, and provides an

introduction to Chapter 5 which studies the Neo-Primitive work in terms of

Shamanism and Classical Mythology. These three chapters point to the fact

that during 1909-1914 Larionov was seeking a visual equivalent to the search

of the poet Khlebnikov for a 'universal language'. Chapters 6 and 7 both

concern Rayism, and examine the importance of ideas concerning a fourth

dimension of space and of Italian Futurism in the development of rayist theory

and practice.

Finally, three chapters are devoted to the remainder of Larionov's career.

In Chapter 8 special consideration is given to the period 1914-1919 during

which Larionov travelled through Europe working with Diaghilev and the

"Ballets Russes". His relationships with the European avant-garde are emphasised

and his various approaches to theatre design are studied in detail. Chapter 9

of the thesis covers the decade of the 1 9 20's and is devoted to Larionov's role

in the School of Paris, detailing activities which have previously been given

scant if any attention. In Chapter 10, the final decades of Larionov's life

are considered, when his priorities altered and he became a bibliophile and

historian. The structure of the thesis is indicated diagrammatically over-leaf:
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CHAPTER	 CONTENT	 NATURE

1881-1910	 Chronological

2	 1910-1914	 Chronological

3	 Neo-Primitivism & Folk Art 	 Discursive

4	 Neo-Primitivism & Archaeology	 Discursive

5	 Neo-Primitivism & Shamanism	 Discursive

6	 Rayism & Italian Futurism	 Discursive

7	 Rayism & Fourth Dimension	 Discursive

8	 1 914-1919	 Chronological

9	 1919-1929	 Chronological

10	 1929-1964	 Chronological

Following the main text of the thesis and the conclusion, there is an almost

comprehensive bibliography of works relevant to Larionov, the contents of

which are outlined on p. 412. References in the main text to publications, or

quotations are followed by a bibliography number so: (B. 501) which refers to

the relevant entry in the bibliography where the correct details of the publication

are set out. References to footnotes are indicated by the relevant number being

placed in brackets so: (5) and will be found at the end of each chapter. References

to illustrations are indicated so: (iii. 5) and can be found in Volume II: Illustrations,

where they are accompanied by details of artist, title, date, media, size and

location. Unless otherwise stated all translations from Russian and French are

by the author, those from Italian are by Mrs. Pamela Gregg. The titles of

Russian books, exhibitions, etc., are translated into English, the transliteration

of the Russian original then follows immediately in brackets so: The Golden

Fleece (Zolotoe Runo). The system of transliteration which has been employed

throughout this thesis is set out in tabulated form over-leaf:
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TRANSLITERATION TABLE

The transliteration system adopted throughout this thesis is that of the British

Museum, London, which is set out below. Russian names which already have

an established spelling in the Roman alphabet, such as Diaghilev, have been

preserved in that form.

1. Final -	 t, it = 'y'.

2. Final - LIt = ' uy'.
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INTRODUCTION - NOTES

1. The term Rayism is the literal translation of the Russian 'Luchizrn',

'luch' = ray, and has been used throughout this thesis. The more familiar

term Rayonism, derived from the French translation of 'luch' = le rayon,

is preserved only in quotations in which that particular term is used.

2. Larionov's personal copies of Rayism (Luchizni) (B. 9), Half-Alive (Poluzhivoi)

(B. 6), and Eganbyuri's monograph Nataliya Goncharova, Mikhail Larionov

(B. 1 2), which are referred to here are located in the National Art Library

of the Victoria and Albert Museum, London. Attention was first drawn to

the peculiarities of the copies of Rayism and Eganbyuri's monograph by

Vergo in 1972 (B. 434).
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CHAPTER

TIRASPOL TO MYASNITSKAYA ULITSA 1881-1910

Mikhail Fedorovich Larionov was born in the home of his maternal grandparents

on 22nd May, 1881 (1). His father was Fedor Mikhailovich Larionov, the son of

a sailor from Arkhangel'sk who had since become a prefectorial clerk. Fedor

Mikhailovich however had become a doctor and pharmacist and was working in

this capacity in the dispensary of the Tiraspol Military Hospital when he met

Aleksandra Fedorovna Petrovskaya, the daughter of a local farmer who before

the birth of Mikhail had already retired. The Petrovsky family were of mixed

blood, Polish, Ukrainian and Greek, whilst the Larionov family derived from

Arkhangel'sk, and have been somewhat romantically described by Loguine

(1971, B. 388, p. 9) as "explorers of the polar seas".

Both Fedor Mikhailovich and Aleksandra Fedorovna were members of the Russian

Orthodox Church, and on 30th June, 1881 they took Mikhail to the Church of

St. Andrew the Apostle, near the Military Hospital, where the priest Vasily

Vinogradov administered the sacrament of baptism in the presence of the family

and the two godparents: Pavel Fedorovich Zmeitzin, the administrator of the

dispensary of the Military Hospital, and Evdokia Timofeevna Vladimirovna, the

wife of the accountant of the Tiraspol Tax Office (2).

By his own account Larionov spent his childhood with his grandparents at

Tiraspol. He had at least one sister, Ksenia Fedorovna, and on 26th December,

1884 his younger brother Ivan Fedorovich was born at Tripolye near Kiev (3).

Apparently, as a boy, Larionov became friendly with the future constructivist

artist Vladimir Tatlin, who lived in Kharkov, but because of his dislike of his

father and step-mother, was a frequent visitor to the Petrovsky home (Gray,

1962, B. 527, pp. 167-168). Larionov's favourite memories of his childhood were
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those of the large garden, more than two hectares in area, which was

surrounded with dense rose bushes, and of the remarkable sherbet which his

Aunt Anya used to boil for him from the rose petals. Beyond this however,

we know nothing more of the events or nature of Lorionov's childhood.

At the age of 12 Larionov was sent to Moscow to begin his secondary education

at the Voskresensky Institute. Here, according to Loguine, Larionov took badly

to his move from Tiraspol to city life and he became the most unruly pupil of

the Institute, as well as the one who knew the greatest number of jokes and

stories. During his time at the Institute, Larionov took the general science

curriculum and, on leaving at the age of 14 in 1895, he was awarded a science

diploma.

A three year period now elapsed until in July 1898 Larionov applied for admission

to The Moscow School of Painting, Sculpture and Architecture (4). Apparently

there were 160 applicants for 30 places; and in the competitive examination

Larionov came 33rd. However, three of the successful candidates were turned

down because of their lack of academic qualifications, and so Larionov, equipped

with his science diploma, was accepted as the 30th member of the course (5).

The Moscow School of Painting, Sculpture and Architecture was situated on

Myasnii-skaya Ulitsa, and Larionov's first year of study there seems to have been

quite intensive. At the end of the year, according to Eganbyuri (6) Larionov had

produced 30 watercolour illustrations for The Arabian Nights, 191 studies,

sketches and decorated boards, a colour wash of the masked ball from Tchaikovsky's

"The Queen of Spades", a pastel entitled "The Tailor's Shop", and four full scale

paintings, "Behind the Scenes", "Jewish Shop", "The Walk" and "Spring in the City".

Larionov's first exhibition took place in Moscow in 1898. He showed his works

at the "Exhibition of the Society for the Encouragement of the Arts" ("Vuistavka



-3-

Obshchestva Pooshchreniya Khudozhestv") (7).

The director of The Moscow School at this time was Prince Lvov, and the staff

included Leonid Pasternak (1862-1945) and Pave! Trubetskoy (1866-1938).

Neither of these, however, taught Larionov. He passed through the classes of

Isaak Levitan (1860-1900), Vasily Baksheev (1862-1958), Valentin Serov (1865-

1911) and later that of Konstantin Korovin (1861-1939). Larionov particularly

admired Serov for his excellent technical mastery of different media and high

standards of technical discipline and composition, which set an extraordinary

example for his students to follow. Larionov did complain though that Serov

was always too busy to be a very good teacher. His admiration of Serov seems

to have been reciprocated, Serov being one of the few members of staff who

took Larionov and his work seriously; Waldemar George for example tells the

following anecdote:

"Once, Larionov tried to prove to his teacher Serov, that an artist
is completely autonomous even to the point of shifting the position
of the model's nose which he is drawing. Serov listened to him
without turning a hair and without any sign of impatience. Serov
considered Larionov to be one of the most lucid and remarkable
painters of his generation."

(George, 1966, B. 376, p. 25)

Larionov was undoubtedly a troublesome student, and was always eager to

emphasise this aspect of his character in later years, by recounting various

apochryphal anecdotes about his rebellion in the School. The first of these

took place in 1899, when Larionov painted "Woman and Negro", which he showed

in that year's "Student Exhibition. The Council of the School considered it to

be an obscene and pornographic subject, and lost no time in removing the

painting (8). According to Eganbyuri's list, other works executed by Larionov

during 1899 included 18 historical illustrations, 42 watercolours and drawings,

4 portraits and 8 sculptures. The latter were probably completed in the

sculpture studios of the School, and it was here that Larionov met one of the



-4-

sculpture students, who like himself had only recently entered the School. This

student was Nataliya Sergeevna Gonchorova.

Goncharova had been born in the village of Negaevo in Tula province on

4th June, 1881. She was the daughter of Sergei Mikhailovich Goncharov, an

architect who was related to the wife of Pushkin, and whose ancestor had

been an architect to Peter the Great. Sergei Goncharov was also the owner of

estates and a linen factory in the Kaluga district. Goncharova's mother,

Ekaterina Ilycha, was a member of the family of Belyaev, the composer.

Goncharova spent her childhood with her grandmother on the estate of "Laduizhino"

in Tula province, before moving to Moscow to begin her secondary education at

The Fourth Gymnasium for Young Girls. Having left the Gymnasium, she

briefly studied history, botany and zoology, took some painting lessons, and

finally in 1898 decided to join the sculpture class of The Moscow School, where

she was taught by Pavel Trubetskoy. Here she met Larionov; they were to

remain together for the rest of their lives.

During 1900 Larionov and Goncharova came to know each other better and he

painted four portraits of her. Their relationship does not seem to have

interfered with their work however; Larionov won a medal for his painting

during the course of the year, and Goncharova produced 21 sculptures (9). This

was also the year in which Larionov made a break with the School and began to

rent his own studio in the Zamoskvorech'e district of the city, which was to be

his base for a number of years. During the summer months, as usual, Larionov

returned home to his grandparents in Tiraspol, where he both relaxed and painted.

He preserved happy memories of these summers and in later years in Paris

recalled them with great nostalgia:

"How fragrant those summer mornings were, and how absolutely
indescribably delicately, with unnatural beauty, the sun trembled
and warmed the walls! ... The lightness of my step, morning bathing
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in the Dnestr - in my dear Dnestr, so far removed from me now.
The lustre of the Black Sea, when in the late morning you look
down on it from above on Longeron, and set off back home to
Odessa ... The light coloured dresses and parasols of the ladies,
the tunics of the officers walking under the flowering white acacias,
which do not cast shadows at this beautiful time in the morning.
The aromatic coffee on the terrace of the Fankona coffee house."

(Larionov, s.d. in 1967, B. 114)

When Larionov returned to The Moscow School in 1901 he found that a new

member of staff had arrived, Konstantin Korovin. Korovin was a friend of Serov.

He had studied in Paris with the impressionists in 1885, as had Serov earlier, and

like Serov, he was interested not only in painting but also in theatre design. Both

Serov and Korovin were members of the St. Petersburg art society "The World of

Art" ("Mir Iskusstva"), led by Serge Diaghilev, and both had worked extensively

with the Abramfsevo arts and crafts colony set up by the railway magnate Savva

Mamontov (1841-1918). Although Larionov admired Serov, of the two teachers

he seems to have been closer to Korovin. For example in an interview with

Larionov in 1 959, Jotterand asked him if he had known Korovin:

"At this name Larionov smiled with joy ... 'Korovin, but he was my
teacher!' said Larionov. 'He launched the first modern painting in
Russia ... it was thanks to painters like Korovin that Russian art
had begun to discover its own way by the end of the nineteenth
century!"

(Jotterand, 1959, B. 382, p. 65)

Although an historically enigmatic statement, it reflects Larionov's profound

respect for Korovin and his appreciation in retrospect of the important role

played by Korovin, "The World of Art" and the Abramtsevo colony in the

development of Russian art at the turn of the century.

The arrival of Korovin at the School coincided with Larionov's greatest artistic

output yet. Eganbyuri lists 179 pastels, 402 street sketches, 20 studies, and the

paintings "The Jewish Wedding" and "Children by the Fireside". During 1902

however, problems began to occur which resulted in Larionov's expulsion from
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the School. Larionov himself claimed that it was because he caused a scandal

throughout the School at the time of the student exhibition. The gallery had

been prepared and the students' paintings were ready to be hung, when Larionov

entered and impetuously hung 150 of his own works in their place, taking up all

the available space. Staff and students pleaded with him to remove his works

but without any effect. Finally Prince Lvov himself was called. He ordered

Larionov to remove his paintings, and when the latter still refused he was

immediately expelled (10). The archives of The Moscow School however record

a different version of events. Larionov was actually expelled for failing to

complete the drawing, painting and composition courses which he was required

to attend (11).

Thus Larionov returned to Tiraspol in the summer of 1902 and remained there

until the autumn of 1903, when he was taken back by the School. In Tiraspol

he began to paint a series of works entitled "The Black Sea", of which

Eganbyuri records 40 paintings, "The Garden" comprising 9 paintings and 27

paintings of "The Coal Shed". During this period he also began work on the

first of a vast series of still-lifes. "Rose Bushes" and "Lily of the Valley" were

painted at this time along with "Bathing Women (Tempera)", the first of a

"Bathers" series. Unfortunately no existing paintings can be precisely dated to

this period and so we have little idea about the style in which Larionov was

working at this point. In the past much confusion has been caused, as many

works on the same subjects which were painted by Larionov a few years later

have been back-dated to this period. A correct chronology for these will be

established in the following pages, based upon external evidence. What we can

tell however, is that, removed from the restrictions of the School, Larionov's

artistic priorities completely altered. The emphasis on sketching and drawing

was now overtaken by a passion for oil painting, and numerous new subjects with

which he would continue to experiment, were now added to his repertoire.
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During the summer of 1 903 Goncharova joined Larionov at Tiraspol, and

together they toured the Crimea before returning to Moscow, where Larionov

rejoined the painting class of the School. Goncharova, probably under Larionov's

influence, had now decided to commit herself to painting; in fact her last

sculpture had been completed in 1902 and Eganbyuri records that her work of

1903 consisted entirely of pastels and paintings (12).

One of the most important meetings of Larionov's career also took place in 1903.

Larionov had decided to visit the Charles Rennie Mackintosh exhibition which was

being held in the premises of The Moscow Society of Architects, and there he was

introduced and met for the first time Serge Pavlovich Diaghilev (1872-1929).

Following a short talk about the exhibition, Diaghilev invited Larionov to lunch.

Every incident of this meeting remained fixed in Larionov's mind, and in later

years he published several accounts of it (B. 95, 113, 114, 116):

"Diaghilev was very elegant and loved to dress himself in the latest
fashion, right down to the handkerchief which stuck out from the
nook of his right cuff. He also wore a monocle, which was necessary
as he really did see worse with one eye than with the other. Over
the forehead itself, in his hair shone the recognizable silver lock. I
had never seen him before and he made a big impression on me
He addressed me curtly: 'Larionov, do you want to dine with me?'
I was hungry, and besides the pleasure of spending time with him,
I foresaw a tasty lunch. 'Let's go' Diaghilev said to me. The
exhibition was near Theatre Square. We went into the square, we
crossed it and entered the Metropole Hotel. Everything pointed to
the fact that Diaghilev was an habitue there ... In the hail there
were few people as it was still early. Dioghilev chose a table by a
window which had a view over the square. He was a gourmand, but
loved mainly Russian and Italian dishes. He made the menu up
himself according to his own tastes, so that in a half questioning
tone he said to me: 'You also want this?' and I agreed: 'Of course,
of course'. Then I intend having rasstegai pies with caviare and
chicken meatballs with chestnut puree ... However what are we
going to drink? As you know I am a patriot, so I will order a bottle
of Narzan mineral water for myself. As for you, you must have wine,
which do you prefer?'

Taken by surprise, and unable to say anything to him as I didn't know
a single wine, I blushed. Diaghiiev understood my embarassment. 'Well
for a start we will drink a glass of Malaga!' Our conversation flowed
quickly and fascinatingly. Diaghiiev broached the topics which were of
most relevance to me. Painting, artists and the theatre. The meal
ended only too quickly ... We left together and since he didn't say good
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bye to me, then I took the opportunity and began to accompany
him to the hotel where he was staying."

(Larionov, s.d. , in 1967, B. 114)

From this point on a close relationship developed between Larionov and Diaghilev,

which although from time to time it fell into abeyance, was to be renewed again

and again until Diaghilev's death in 1929.

By 1904 Larionov's reputation at the School, his friendship with Diaghilev,

Korovin, Serov and others, and his participation in School exhibitions and others

such as the 903-1904 "Periodical and Travelling Exhibition" ("Periodicheskaya I

Peredvizhnaya Vuistavka") (13), had brought him to the attention of various art

collectors and critics. Igor Grabar for example:

"Already in 1 904, having seen the pastels of Larionov at the 'Student
Exhibition', I set off to find him. At that time he lived in a small
room in the Zamoskvorech'e district. On arriving to see him at
11 o'clock in the morning, I found him in bed. All the walls were
covered with pastels and oil sketches. That very same day 1.1.. Troyanovsky
bought about ten pastels from him. At this time Larionov was still
very restrained, standing entirely on the platform of impressionism.
Soon he would begin to move to the 'left', becoming more radical not
day by day, but hour by hour."

(Grabar, 1937, B. 525, p. 267)

Grabar's description is particularly interesting for two reasons. Firstly it

indicates that in 1904 Larionov was working in an impressionist style, and

secondly it shows that as early as 1904 Larionov had attracted the important

collector Troyanovsky, who became Larionov's first patron, collecting over 40

of his works during the next five years. In particular Troyanovsky purchased

most of "The Coal Shed" and "The Black Sea" series, as well as the illustrations

for The Arabian Nights, and numerous pastels and paintings of landscapes and

still lifes. Troyariovsky's passion however, was for impressionist and post-

impressionist works; consequently in 1909, when Larionov began to move away

from these styles, Troyanovsky abruptly ceased to purchase (14).

In late 1904 or early 1 905 Larionov's father died prematurely, and his mother
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now moved to Moscow to be close to Mikhail and Ivan, who had also moved to

the city. Goncharova grew much closer to the whole family and painted portraits

of both Aleksandra and Ivan. According to Eganbyuri, during 1904 and 1905

Larionov continued to work on the themes of the garden and the sea which he

had discovered whilst at Tiraspol in the preceeding year. He painted 13 works

featuring freshly caught fish, 14 paintings of bathers, and 28 works the subjects

of which were acacia trees, roses, lilacs, lilies of the valley, and other plants

which he found growing in the extensive garden of his Tiraspol home (15).

The beginning of 1906 saw Larionov showing his works in numerous exhibitions.

In fact January 1906 can be seen as the real starting point of Larionov's career

as a painter. At the "XIIIth Exhibition of Paintings by The Moscow Association

of Artists" (XlII-aya Vuistavka Kartin Moskovskago Tovarishchestva Khudozhnikov")

he showed three pastels which drew the following comment from the critic 'Scythe':

"The flowering trees by Larionov are beautiful, but their beauty does
not affect you at all; one senses something feigned, superficial, and
dull."

('Scythe', 1906, B. 658)

Larionov's works could also be seen at the "XXVth Periodical Exhibition of The

Society of Art Connoisseurs" ("XXV-oya Periodicheskaya Vuistavko Obshchestva

Lyubitelei Khudozhestv") at The Historical Museum, as well as the "Exhibition of

Watercolours, Pastels, Tempera, and Drawings" ("Vuistavka Akvarelui, Pastelui,

Tempera i Risunkov") in the rooms of The Moscow Literary and Artistic Society,

where he showed mostly his earlier work in the collection of Troyanovsky.

Thanks to Larionov's friendship with Diaghilev, in February 1906 he was also

invited to participate in the "World of Art" ("Mir Iskusstva") exhibition in

St. Petersburg. He sent six works to this exhibition, including one of the

"Garden" series, and two from his series of roses and rose bushes. One of the

latter, the painting "Roses" was one of the first of his paintings to be reproduced,

being published in The Golden Fleece (Zolotoe Runo) (B. 717) in the volume for
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May 1906, p. 19. This is important as it indicates something of the impressionist

style in which Larionov was currently working. The critic of The Golden Fleece

however was not impressed:

"The works of Larionov are no more than good studies by a student.
One isn't able to deny him a certain talent, but he's too busy taking
part in all the exhibitions at the same time."

(Tarovatuy, 1906, B. 690)

Indeed, shortly after this review was published, Larionov was invited to

contribute to yet another exhibition, that of the influential "Union of Russian

Artists" ("Soyuz Russkikh Khudozhnikov"). In Russia after the turn of the

century, the way ahead for any young artist was to attach himself to an

exhibiting group of established painters, and many 'obshchestva' (societies),

'tovarishchestva' (associations), and 'soyuzui' (unions) existed, of which the

"Union of Russian Artists". was one of the most important, following the recent

demise of the "World of Art" ("Mir Iskusstva"). In fact many "World of Art"

painters had become members of the "Union of Russian Artists", artists such

as Benois, Bakst, Bilibin, Grabar, Dobuzhinsky, Korovin, Serov and Somov. It

was among such company that Larionov exhibited in the "Ilird Exhibition of

Paintings of 'The Union of Russian Artists" ("III-aya Vuistavka Kartin 'Soyuzci

Russkikh Khudozhnikov") in Moscow, during April 1906. It was a large exhibition

with 45 participants which attracted an audience of about 5,000 and in which

Larionov again showed paintings of plants and trees, with which he was engrossed.

During the summer of 1906 Larionov returned to his grandparents' home in

Tiraspol, where many of the "Garden" and "Roses" series had been painted. Each

morning, using an old wooden door as an easel, Larionov painted in the garden:

"On such a morning, during 9-10 a.m. I took a door from its hinges
in a little out-building of my grandmother's, I set it up in a sloping
manner, bound onto it a canvas and began to paint flowering rose
bushes ... At that moment I heard the knock of the metal handle
on the wicket gate, and the voice of the postman: "Young man! Young
man! There's a letter for you." Over the fence, near the wicket gate
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hung an arm with a letter ... By the time I had come running up
to the wicket gate, the letter had already fluttered, swinging in the
air, and had dropped on the damp grass by the path. It excited me
greatly: It was from S.P. Diaghilev. Diaghilev had invited me to the
exhibition in Paris and wanted to come to Moscow in order to see
my work. Although it was more than two months before the time I
had decided to return to Moscow from my dear Tiraspol, the very
next day I decided to leave with all my paintings, to abandon Grandma,
the garden, and the miraculous southern sun."

(Larionov, s.d., in 1967, B. 114)

It was Diaghilev's plan to incorporate the February "World of Art" exhibition into

a large historical exhibition of Russian art for the "Salon d'Automne" in Paris,

which was to open in October. A number of contemporary artists, such as

Larionov, whose work was to be shown there, were invited to help organise the

exhibition at the Grand Palais and be present at the opening on October 6th

(New Style Calendar). Larionov travelled to Paris with Diaghilev, Bakst and

Pavel Kuznetsov. Goncharova did not accompany them. Having moved into

H6tel Peiffer, 6 Passage de Ia Madelaine, Larionov and the others set to work,

hanging no less than 1 2 rooms of paintings against walls covered with gold

brocade (Bakst's idea), and displaying the sculptures in a 'winter garden'.

When this special section of the "Salon d'Automne" was completed, it represented

a near-comprehensive display of Russian art dating from the 15th Century to the

year 1906 itself. The exhibition included 15th - 17th Century icons, which

emphasised the religious nature of Russian art up to the reign of Peter the Great,

who, impressed by the art patronage of the European courts, introduced foreign

artists into Russia and rewarded native Russians who became secular painters,

such as Nikitin and Matveev, both of whose works were exhibited. The large

school of portrait painters which developed during the reigns of Elizabeth and

Catherine II, was richly represented by Levitsky, Borovikovsky, Rokotov and others,

and sculpture of this period was also exhibited. An early Neo-Classical period in

Russian art was not represented because of transportation problems, although works

by the Russian Romantic movement were shown - paintings by Kiprensky, Venetsianov

and Bryullov.
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The only significant omission from the exhibition was the 19th Century realist

school of painters known as the "Wanderers" ("Peredvizhniki"), although some

work by Repin was shown. The "World of Art" had partly developed as a

reaction against this group of artists, their aesthetics and ideas about the

didactic role of art, so the omission was to be expected. Members of the

"World of Art" were represented in force at the exhibition, especially Benois

(who had written a history of Russian art as an introduction to the exhibition

catalogue), Rerikh, Malyutin, Somov, Bakst, Dobuzhinsky and Lansere. As

representative of the Russian arts and crafts movement, ceramics from the-

artists' colony of Talashkino were exhibited, as well as work by the artists from

the Abramtsevo colony such as that of Golovin and Vrubel. Finally work by the

youngest generation of Russian artists was shown, paintings by the Milioti

brothers, Kuznetsov, Sudeikin, Utkin, Goncharova and Larionov.

Of the six paintings which Larionov exhibited here, two had already featured

in the February "World of Art" exhibition: these were "Roses" (iii. 1) and "Garden"

which was illustrated in the catalogue. The remaining four paintings included

"Flowering Acacias", "Tree Tops", "Lilies of the Valley" and "Landscape", none

of which can presently be identified. However, all these paintings were

considered to be impressionist in style. In his review of the exhibition published

in The Golden Fleece (Zolotoe Runo), (1 906, B. 663), Shervashidze identified

Larionov as one of a group of impressionists who were exhibiting in room 7, and

which included Tarkhov, Lokkenberg, Grabar, Yuon and Meshcherin. All these

painters were members of the "Union of Russian Artists" and since Larionov's

first meeting with them earlier in the year, they had evidently formed a loose

association within the perameters of the "Union", based upon their common

adoption of an impressionist style. As a group, they also seem to have exchanged

or bought one another's paintings. Meshcherin, for example, obtained Larionov's

"Lilies of the Valley" shortly after the exhibition.
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The uSalon d'Automne" represented an important step for Larionov. It provided

him with valuable experience in organising a large scale exhibition. Furthermore,

it was his first exhibition abroad, and provided him with a fine setting from

which to display his work to the Parisian audience. It was also the first time

that Larionov's works had appeared in an historical context. Here, alongside

the works of his friends, his paintings could be seen as heir to 5 centuries of

Russian cultural tradition, and this seems to have focussed his attention on the

relationship between his own art and that of the past. This was to be an

important consideration for him when, during 1909 he began to develop his

'nec-primitive' style of painting, which was based upon his study of the subjects

and stylistic conventions of icons, 'lubki' (Russian popular prints), and 'genre'

paintings of peasant and urban scenes of the 19th Century. Finally, Larionov

was able to see, at first hand, works by other artists in the "Salon d'Automne".

The post-impressionists were represented by Bonnard, Czanne, Gauguin, Vuillard;

the symbolists by Carrire, Redon, Rodin; the entire fauve group, who had caused

a sensation at the "Salon d'Automne" the year before, were also exhibiting; so too

were a host of young artists of Lcrionov's generation, including Delaunay,

Duchamp-Villon, Brancusi, Kupka, and Metzinger.

After the opening of the exhibition, Larionov decided to stay in Paris for the

month, remaining at the same hotel near the Madelaine. Unfortunately, nothing

more is known of his activities at this time, of whom he met or where he went.

According to Mary Chamot (in Loguine, 1971, B. 388, p. 88), near the end of

the month Larionov left Paris to spend a few days in London, where he saw the

work of Turner. In a letter to her, Larionov recalled:

"The first time the words 'non-objective painting' appeared in print
were in my article on rayism, 20th January 1910, written for Mukhortov
in the paper Morning of Russia (Utro Rossii). However, I and my brother
Ivan Lar. (ionov) talked about this to begin with in 1906, after my
acquaintance with the watercolours of Turner ... which consciously
compelled me to think about 'non-objectivity' in the art of painting."

(Larionov, 29 September 1959, B. 109)
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However, as Larionov does not directly refer to such a visit in this letter, and

as there is no reference to a visit to London in 1906 in his naturalisation papers,

the reality of such a trip remains doubtful. Larionov's letter is also factually

inaccurate, as the reference to an article on rayism in Morning of Russia

(Utro Rossii) is completely fictitious (16). This necessarily casts a good deal

of uncertaintly upon the rest of the letter, and its implications - that Larionov

was one of the first to conceive of 'non-objective' paintings, as early as 1906.

The "Salon d'Automne" closed on November 15th (New Style Calendar) and the

Russian section then travelled to Berlin, where it was exhibited as the "Russische

Kunst Ausstellung" at the Kunsthandlung Edvard Schulte. A few months later.

the exhibition moved on to its final venue, the "VII Esposizione Internationale"

in Venice, which remained open during the spring and summer of 1907. By this

time, Larionov had either withdrawn or sold most of his paintings which were

originally on exhibition, as in Venice he was represented by only one work,

"Flowering Acacias".

On his return to Moscow, Larionov began to prepare works for the "lVth

Exhibition of 'The Union of Russian Artists" ("IV-aya Vuistavka 'Soyuza Russkikh

Khudozhnikov"), which opened on 27th December 1906 in St. Petersburg. Here

he showed four new subjects with which he had been experimenting during 1906,

"Fishes", "Bathers", "Provincial Street" and "Window". However, when the

exhibition travelled to Moscow, Lcirionov substituted some of the paintings for

"Spring Landscape", and, during February and March 1907 it was chosen for

purchase by the Council of the Tret'yakov Gallery (17). Again it was an

impressionist work and was described as such by Igor Grabar (1937, B. 525, p. 267).

This was a major sale for Larionov and stood him in a prestigious position

amongst his contemporaries.
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During 1907 Larionov also continued his membership of "The Moscow Association

of Artists" ("Moskovskoe Tovarishchestvo Khudozhnikov") and contributed to their

XIVth exhibition, held in The Historical Museum. It was an interesting exhibition,

as it brought together a number of new personalities with whom Larionov was

to work closely until 1915. They included Malevich, Morgunov, Shevchenko,

Yakulov, Shtyurtsvage (Survage) and Vladimir Burlyuk. Kandinsky was also

an exhibitor here.

A close friendship between Malevich and Larionov sprang up shortly after this

exhibition, and later Larionov described their first meeting for the magazine

Aujourd'hui (18):

"Some days after this event, I was invited to the opening of an
exhibition in which Malevich was participating. He was showing
nearly twenty gouaches, all on the same theme, "Man washing with
Soap"; the body of the person was red and the lather of the soap
green. We left the exhibition together and began talking whilst
sitting on a bench on Tverskoi Boulevard, opposite the Pushkin
monument. Our conversation lasted all night.

Malevich explained to me the problems that he was trying to solve
in his paintings, which from his first words impressed me; his
opinions corresponded exactly with my own convictions. He said
for example, that a painting had to be constructed, that the 'raison
d'tre' of a work was its form, that the objects depicted on the
canvas played no role in themselves, but that on the contrary, only
the style in which they were executed was important. Copying from
nature didn't interest him at all ... above all he wanted to solve the
problems of colour itself without concerning himself with the subject.
He considered a painting to be a flat surface on which different
painterly problems could be resolved.

Malevich became my friend. He was a man of small stature, thickset,
with a heavy face. His general culture left a lot to be desired, and
one would have to say that his theoretical research was of a purely
instinctive nature. Passionately fond of his painting, he worked
untiringly. We often had discussions about theory during which
Malevich tried to solve problems, which for me at that stage were
already solved. He fanatically followed his idea: 'The most important
thing is the simplicity and expressiveness of form'."

(Larionov, 1957, B. 112)

Two other artists with whom Larionov became friendly at this time included the

two brothers David and Vladimir Burlyuk. Their home was at Chernyanka in the
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Crimea, but since the turn of the century they had studied painting in Kazan,

Paris and Munich, where they had met Kandinsky, Yavlensky, and Verefkina.

In the Autumn of 1907 the brothers arrived in Moscow, and met Larionov and

Goncharova in the School of Painting, Sculpture and Architecture. Almost

immediately they began to plan together their own art exhibition, which they

decided to call ' 1 Stefano&'. The title was printed in Ancient Greek on the cover

of the catalogue and translates as a 'garland' or a 'wreath', and as Larionov

explained to Marcad (1971, B. 591, p. 203), in the mind of the organisers each

painting was to represent a flower, and the ensemble was to represent a

pictorial garland.

However, the title had yet another reference, in that it directly related to a

widespread interest at the time amongst the symbolist poets and painters in

the mythology of Ancient Greece. In 1906 the writer Bryusov had published

a collection of poems entitled Stefanos, which had been enthusiastically reviewed

by The Golden Fleece (Zolotoe Runo). The Golden Fleece itself was a symbolist

magazine dedicated to art and literature which had first been published in

January 1906 and had taken over the role of the magazine The World of Art

(Mir Iskusstva). The title of the magazine referred to the legendary Golden

Fleece which was captured by Jason and the Argonauts as narrated by Apollonius

of Rhodes. This was particularly topical for Larionov as part of Jason's voyage

in search of the Fleece, which was located in Coichis in the region of present

day Georgia, took place around the Black Sea coast. Then, shortly after 1909,

another symbolist magazine made its appearance, Apollo (Apollon) (B. 443),

which also referred directly to Ancient Greece.

It was not coincidence that Larionov, Goncharova and the Burlyuks referred

to this major symbolist theme in choosing the title of their exhibition. Of the

24 contributors to "Stefanos", 7 were members of a group of symbolist artists
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who hod exhibited earlier in 1907 under the title of the "Blue Rose" ("Golubaya

Roza"), and many were co-editors of The Golden Fleece (Zolotoe Runo). The

inclusion of "Blue Rose" and "Golden Fleece" artists in the "Stefanos" exhibition

marks a new direction in Larionov's work, a turning away from impressionism

towards symbolism. However, it was not the occult symbolism of artists such

as Vrubel' and Beardsley, or writers and composers such as Skriabin, Chulkov,

Voloshin, Gorodetsky, Filosofov and Przybyszewsky, or the special numbers of

The Golden Fleece , which attracted Larionov (19). It was more the delicate

and gentle symbolism of Borisov-Musatov and the evocative atmosphere of his

paintings, to which Larionov was attracted.

One of Larionov's paintings exhibited at "Stefanos" and later reproduced in

The Golden Fleece (Zolotoe Runo), "Garden" (ill. 2), exemplifies this shift of

sensibility. The shapes of trees, bushes and areas of foliage are now indistinct

and merge into one another. Sun-beams cutting through the foliage of the tree

on the left create alternating shafts of light and shade which add to the

atmosphere of this ambiguous landscape. Larionov's style at this point is in

fact close to that of Borisov-Musatov in the late 1890's, and bears comparison

to the treatment of the garden in his "Self Portrait with Sister" of 1898 (20).

Larionov's use of clusters of vertical lines to represent the grasses, the

generalised shapes of pendulous clusters of leaves hanging from shrubbery, and

the overall mosaic effect of the individual brushstrokes are all features which

occur in the landscape painting of Borisov-Musatov. Apart from "Garden", other

works exhibited by Larionov at "Stefanos" included two paintings of roses, two

acacia paintings, two landscapes, a painting of dawn and an unidentifiable work

with the obscure title "Epomei".

Concurrent with the opening of "Stefanos" in the Stroganov School in Moscow

in December 1907, there took place the opening of the "Vth Exhibition of 'The
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Union of Russian Artists" ("V-aya Vuistavka 'Soyuza Russkikh Khudozhnikov")

in the nearby new premises of the Stroganov School, and Larionov's works could

also be seen here. The "Union" had now achieved an important reputation

amongst the Russian public, and this exhibition was enormously successful,

attracting over 10,000 people. Larionov's works which were on show at both

of these exhibitions had a mixed reception. Pavel Muratov in his review of

"Stefanos" (1908, B. 603), repeating the criticism of "Scythe" (1906, B. 658) two

years before, said I-hat Larionov's paintings were "superficially beautiful" and

implied that there was little else of merit in his art. Igor Grabar, on the other

hand, in reviewing the fifth "Union" exhibition (1 908, B. 523) declared Larionov's

works to be "not bad".

During the spring of 1 908 a new phase developed in Larionov's career; he began

to collaborate with the two leading symbolist magazines The Golden Fleece

(Zolotoe Runo) and The Scales (Vesui). In January Larionov accepted an

invitation to join The Golden Fleece as a co-editor of the art section, and

remained with the magazine until it ceased publication in 1910. It was the

magazine's publisher and financier, Nikolai Ryabushinsky, who had extended the

invitation; he was an artist of "The Blue Rose" group as well as an influential

collector of contemporary painting. He had been particularly excited by Larionov's

paintings of acacias which he had been exhibiting since 1906, and purchased

three of them. An even more enthusiastic collector of Larionov's painting at

this time was Sergei Polyakov, the editor and publisher of The Scales. As early

as the spring of 1908 Polyakov had bought Larionov's painting "The Water Seller"

on behalf of the magazine, and by the end of 1909 had obtained at least five

works by Larionov (21).

The patronage of Ryabushinsky and Polyakov, and Larionov's post as one of the

co-editors of The Golden Fleece (Zolotoe Runo), opened up a whole new range
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of contacts for him amongst the Russian symbolist writers and men of letters.

These became not only his friends but also his patrons, buying many of his

works. For example, there was A.K. Toporkov who wrote for the literary

section of The Golden Fleece, the French symbolist poet Rena Ghil, one of the

foreign literary correspondents for The Scales (Vesui), and the writer Poznyakov

(22).

Following his introduction to symbolist circles, new subjects came to the fore

in Larionov's painting, in particular those of lilacs and peacocks. It was no

coincidence that the painting Rena GhiI chose to purchase from Larionov was

entitled "Lilac in front of the Setting Sun" as flower symbolism and especially

the lilac was a popular theme amongst the symbolist writers and painters. Vrubel'

for example had executed many studies of lilacs in preparation for one of his most

stunning works "Lilacs", now in the Russian Museum, Leningrad. Similarly, the

peacock and peacock feather had been a major theme in European symbolism

during the 1890's. The artists Aman-Jean, Degouve de Nunques, and Edgar

Maxence were only a few of many, in whose work the symbolism of the peacock

occurred, and in design, art nouveau 'peacock feather' vases, peacock jeweliry

and posters were all in vogue. After the turn of the Century the symbolism of

the peacock began to occur in Russia. The writer Mire published a short story

entitled "The Peacocks" in The Golden Fleece (Zolotoe Runo) in 1906 (23), and

from the beginning of 1908 Larionov frequently adopted the subject for a series

of his own paintings. The very first of these, "White Peacock", was exhibited

in March 1 908 in the exhibition "The Wreath" ("Venok") in St. Petersburg.

"The Wreath" ("Venok"), an exhibition not to be confused with "Stefanos", as both

titles have the same meaning, was organised independently of the latter by

Sergei Makovsky and A.F. Gaush, and although Larionov contributed to this new

exhibition, he had no hand in its organisation. Many artists were invited to
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participate, including leading members of "The Union" and "The Blue Rose" such

as Matveev, Nikolai Milioti, Rerikh, Utkin, Tarkhov, Bromirsky, Saryan and even

Yavlensky from Munich. The content of the exhibition was of a thoroughly

symbolist nature; the reviewer of The Golden Fleece (Zolotoe Runo) declared

that the characteristic features of the paintings were the "expression through

colour-symphonies of one's inner experience" and the painting of "hymns" to the

sun and air (1908, B. 541). Of Larionov's exhibits here, his painting "Garden in

the Morning" may well have exemplified the latter trend, his "White Peacock"

drew on a familiar symbolist subject, and his "Water-Seller", which was also

exhibited here, was now the property of The Scales (Vesui). Larionov had now

completely forsaken impressionism for symbolism.

Of Larionov's other paintings executed in early 1908, "Rain" and his series of

"Bathers" are of particular note. "Rain" (ill. 3) was clearly inspired by his recent

collaboration with "Blue Rose" artists in both subject and style. Camilla Gray

noted (1962, B. 527, p. 78) that the major theme for "The Blue Rose" was that of

water, and this had now become one of Larionov's preoccupations also. In fact,

"Rain" is comparable to Pavel Kuznetsov's "The Blue Fountain" c. 1907. Both

paintings deal with falling water, and both are executed in the same colour range

of blues and greys. The vertical streaks of Larionov's brush strokes which compose

the painting and which contribute forcefully to the effect of pouring rain, are not

unlike the vivid pattern of strokes employed by Kuznetsov, or the extreme use of

this technique by Nikolai Milioti.

Larionov's series of "Bathers" (ill. 4), which were also begun at this time, although

they feature water, were essays in figure painting. Here the bodies of the bathers

are crudely modelled, the density of the paint layer varies from impasto to bare

canvas, there are stark contrasts of light and shade, the contours are thickly

outlined, and the bathers occupy awkward postures in an unconventional composition.
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In the top left hand corner there is a schematic representation of a dog, the

first identifiable use by Larionov of a familiar device which later occurs

throughout his neo-primitive work. In many ways "Bathers" represents the first

use of stylistic principles and devices which lead to neo-primitivisrn, and which

Larionov would develop just a year later in a similar figure painting, "Gypsy"

(iii. 12).

The black and white reproduction of "Bathers" in The Golden Fleece (Zolotoe Runo)

during 1908 allows us to attribute a similar painting to this period, "Three Bathers

with a Rose" (ill 5). The figure painting is similarly crude, bare canvas shows

through the brisk brushwork, and Larionov uses the same compositional device of

placing one of the bathers in the immediate foreground and cutting the crown of

her head, legs, and side of her body by the right hand frame of the picture. Given

that the two pictures are related, "Three Bathers with a Rose" well illustrates

Larionov's use of colour at this time, greys, blues and browns, not unlike those

used in "Rain". Another series of "Bathers" paintings by Larionov, executed iii a

much cruder style and painted in white, green and red belong to a later period,

and should not be confused with this first series painted in early 1908.

Both "Rain" and "Bathers" were amongst thirteen works which Larionov exhibited

during April and May 1908 in "The Salon of 'The Golden Fleece" ("Salon

'Zolotogo Runo"). This was a huge exhibition which was financed by The Golden

Fleece magazine, and was to include modern and contemporary French painting

as well as Russian exhibits. Such an exhibition required a great deal of

organisation. Alexandre Mercereau in France, with the help of Nikolai

Ryabushinsky, chose the French works to be exhibited. Larionov it seems was

delegated to approach the two great collectors of modern French art in Russia,

Ivan Morozov and Sergei Shchukin, to invite them to contribute works from their

own collections. Shchukin refused, claiming that he was about to exhibit them



- 22 -

himself, whilst Morozov agreed to lend only Russian works such as Larionov's

Spring, which he had recently purchased. Larionov would also have helped

with the hanging of the exhibition, in which the paintings were divided into

Russian and French sections and were then hung against a silk background. The

surroundings were not plush however. Installation photographs (iii. 6) reveal them

to be rather stark, showing the paintings to the best advantage. Larionov would

also have attended the grand champagne reception to mark the opening of the

exhibition on 5th April 1908.

The Russian section of the exhibition included only the work of Larionov,

Goncharova, Fon-Vizin, Kuznetsov, Matveev, Vasily Milioti, Ryabushinsky, Saryan,

U1'yanov, and Utkin. Of these, Larionov dominated the Russian section, showing

13 paintings, which included three paintings of bathers (iii. 4), three landscapes

from "The Garden" series, two paintings of roses, one of lilacs, "Flower Seller's

Table", "Spring" and the important work "Rain" (iii. 3). This was the first

exhibition in which Larionov showed "Rain", which together with his symbolist

contacts at the time suggest a date in early 1908 for its execution, contrary to

other sources which date the painting between 1 902-i 905. Two of Larionov's

paintings, which were later reproduced in TI-e Golden Fleece (Zolotoe Runo),

"Spring" and "Flowering Acacias" can in fact be identified in the installation

photograph (iii. 6), as can Larionov's earlier canvas "Roses" (iii. 1). Paintings

adjacent to these would also appear to be by Larionov, and given that at this

exhibition he would want to show some of his most recent work as well as his

older, it is clear from this photograph that by March 1908 Larionov had not

progressed beyond impressionism and symbolism. This provides a useful

'terminus post quem' for the development of neo-primitivism in his art.

One of the most impressive aspects of the exhibition was the breadth of scope

with which modern and contemporary painting in France was represented. The
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work of major post-impressionist artists such as C4zanne, Gauguin, Van Gogh,

Pissarro, Signac, Renoir, Cross and Toulouse-Lautrec was shown. So too were

paintings by the Nabis, especially Maurice Denis, Bonnard, Vuillard, Srusier,

Vallotton and Roussel. There was also a large body of symbolist work by

Desvallires, Carri&re, Bourdelle, Rodin, Rosso, Rouault, and Redon amongst

others. The fauve group were also represented with paintings by artists such

as Derain, Friesz, Marquet, Matisse, Puy, Valtat and Van Dongen.

The exhibition attracted an audience of over 6,000 and aroused a great deal of

interest. It was the first time that work by many of these painters had been

exhibited in Russia, and the exhibition here of some of the best works by

artists working in France was not only unprecedented, but was also to have a

profound impact upon the younger generation of artists in Russia. The artist

Aleksandr Kuprin, who was a close friend of Larionov at the time, recorded

the impact of the French paintings upon his own work:

"In the summer an exhibition of paintings of the 'Golden Fleece'
organised by Ryabushinsky opened on the corner of Rozhdestvenska
and the Teatralnuy thoroughfare. It made a very strong impression
upon me. This was a critical time which decided the whole future
of my artistic development ... the Wanderers had played out their
role. Times had changed and a new orientation had been initiated -
an orientation towards the French. That summer I was in a life
drawing class. I drew male and female nudes in clear imitation of
C4zanne, Van Gogh, Manet, Derain and others. Even my palette had
been altered. Derain, C4zanne, Van Gogh had turned all my conceptions
about colour upside down and transformed them irrevocably ... This
constituted a rebellion. The old art had turned sour on us and was
radically rejected."

(Kuprin, "Reminiscences", s.d., in 1984, B. 668, pp. 114-1 15)

Following the closure of the exhibition in June (24) the Golden Fleece (Zolotoe

Runo) magazine played an important role in maintaining the interest of artists

and public in French painting. Both Maurice Denis and Rodin were invited to

become co-editors of the magazine and in the July-September volume of the

Golden Fleece there were no less than 94 reproductions of the French paintings
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which had been on exhibition. To accompany these, the magazine also

published scholarly articles and artists' texts. Amongst them was the essay

by G. Tasteven, "Impressionism and New Trends", an essay by Maksimilian

Voloshin, "The New Orientation in French Pointing", one by Charles Morice, "The

New Tendencies of French Art", and a translation of several of Van Gogh's

letters (25).

Larionov's response to the French exhibits in "The Salon of 'The Golden Fleece"

and the explosion of interest which occurred in its wake, was to experiment in

a variety of new styles, which were related to French developments. Several

paintings executed during the latter half of 1908 illustrate Larionov's diversity

of style at this point particularly well. An interest in the effect of neo-

impressionism manifested itself in a series of paintings entitled "Fishes" (ill. 7),

where individual dabs and strokes of colour were superimposed or placed next

to each other on the canvas. This is particularly apparent in the background and

in the representation of the fish skins. However, this was not the scientific

nec-impressionism of Seurat, nor the bold decorative neo-impressionist style of

Signac and Cross. The style can be compared with Livshits' description of a

painting executed at the same time by Alexandra Exter: "an innocuous piece

of pointilisme timidly repeating Signac's experiments" (1933 in 1977, B. 582,

p. 36). Yet in its composition and the harmony of its delicate colouring, "Fishes"

remains a work of great power, and represents one of the masterpieces of

Larionov's early career.

"Pears" (ill. 8), which was bought immediately after its execution by Ryabushinsky,

reflects a different stylistic source altogether, that of Gauguin. The flattened

forms of the pears, the lack of recession, and the floral motifs employed in the

upper corners recall the still-lifes and self-portraits of Gauguin painted during

the late 1880's. "Heads of Bathers (Study)" related to the more contemporary
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fauvism. Here Larionov emulated their aggressive brushwork, the violent

contrast of colours, their crude figure drawing and the almost mask-like

features used in the depiction of the face.

In "Restaurant on the Sea-Shore" (ill. 9) a number of influences came together

to produce stylistic devices which Larionov would later exploit in his neo-

primitive work. The subject matter and disposition of the figures in this

painting bear a significant relationship to Seurat's "La Grande Jatte" of

1883-1885. The right hand foreground of Larionov's painting is occupied by a

'middle class' couple who are walking to the left. They are preceeded by a

dog with a curled tail, which occupies the place of the little dog and monkey

with the curled tail in "La Grande Jatte". Just in front of the couple, in the

middle distance is a little girl observed standing in profile; the same is true of

"La Grande Jatte". Similarly, Larionov reserves an important place for a facing

figure carrying a parasol, and in the top left, in the distance, are sailing boats.

Although Lorionov introduces other figures into his painting, this correspondence

with "La Grande Jatte" certainly seems to exist. This is particularly interesting

as up to the end of 1908 Seurat was practically unknown in Russia. He was one

of the few artists who went unshown at the "Salon of 'The Golden Fleece", there

were none of his paintings in any of the major public or private collections in

Russia, and he was not acknowledged until July 1911, when Shervashidze published

an article on the artist in Apollo (Apollon) (26).

The style of "Restaurant on the Sea-Shore" is of course unlike that of Seurat,

apart from the static, posed attitudes of the figures. For the depiction of these

Larionov used flat, monochrome, schematised shapes often outlined in black. The

impetus for the use of this device was partly derived from the figure painting of

Von Gogh, yet both artists were inspired by a common source, that of old, popular

wood-cut prints, in which figures were indicated briefly in a schematised way,
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were printed onto paper as a black outline, and were then coloured by hand with

a wash. In Russia these prints were called 'lubki', and from this point onwards

they were to have a profound impact upon Lorionov's work.

Of these most recent paintings, the first to be exhibited were three paintings

entitled "Fishes", which were shown amongst other works at the exhibition

"The Link" ("Zven&') in Kiev in November 1908. The exhibition was primarily

arranged between Aleksandra Exter and David and Vladimir Burlyuk, and together

fhey invited Larionov, Goncharova, Baranov-Rossiné, Fon-Vizin, Lentulov, Matveev

and a number of minor local artists to participate.

"The Link" was a remarkable exhibition for two reasons. Firstly it represented

the first showing of works which had been influenced by the French section of

the "Salon of 'The Golden Fleece", the first-fruits as it were, amongst the young

Russians, of a dialogue with the West and particularly with France, which was to

last until 1914. Secondly, "The Link" can be considered as the first exhibition

of a self conscious avant-garde group in Russia. Together the leading exhibitors

at "The Link" wrote a provocative manifesto which was printed as a hand-out and

distributed at the exhibition. This was to be the pre-cursor of Russian futurist

manifestos such as the famous Slap in the Face of Public Taste (Poshchechina

Obshchestvennomu Vkusu) of 1912-13. For example, the manifesto issued at

"The Link" decried the art of the past. The 'Wanderers' were described as

"hooligans of the palette", "the chaff-like ghost of Repin" was being blown away,

and the "bast shoe" of oppression was described as losing its grip. The artists of

"The Link" agreed, however, to tolerate Serov, Levitan, Vrubel' and "the literary

Diaghilevians". Their conclusion, however, was that only in their own art lay

"the hopes of a renaissance of Russian painting". Significantly the group defined

their chief source as "western models ... Gauguin, Van Gogh, Czanne, (a synthesis

of French pictorial trends)" (1908, B. 700, p. 20).
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The exhibition and the publication of the manifesto aroused a great deal of

hostility amongst reviewers. The common criticism was that artists at "The

Link", despite their obvious and stated affinity with modern and contemporary

French art, were poor and weak practitioners of the styles they sought to

emulate. The critic of Art and Printing (Iskusstvo i Pechatnoe Delo) declared:

"There was yet another "school boy" exhibition. I'm talking about
'The Link'. You ask why it is 'school boyish'? 'The Link' showed
us unsuccessful imitations of foreign models."

(1909, B. 542, p. 18)

The most biting criticism in this respect came from Chuzhanov who was writing

for the magazine In the World of Art (V Mire Iskusstv) (B. 700). Here he declared

that the artists of "The Link" had nothing in common with either Czanne, Van

Gogh or Gauguin. To prove this he quoted from the writings of the three French

artists and from these, established principles which he was at a loss to discover

in the work of "The Link" group. Of the artists exhibiting here he concluded:

"... the majority are simply not able to paint ... They ask me:
'surely, isn't there one work at the exhibition which deserves serious
attention?' I reply: 'there are some. But so worthlessly few of them,
that quite frankly they have been buried amongst the sea of faded
bluish rags'."

(Chuzhanov, 1908, B. 700, p. 20)

A second point of criticism was the publication of their manifesto, over which

the reviewers became hysterical. Art and Printing (Iskusstvo i Pechatnoe Delo)

likened it to "the loud raucous brayings of the most stupid ass, which is finished

off in a cave by the claws of an old, sick lion". Chuzhanov on the other hand

declared it simply "illiterate". The swift and biting reviews of the art critics

were a reaction against the precedent of two new trends established by "The Link",

which they immediately sensed as a dangerous threat to the Russian art

establishment: the development on Russian soil of that "extreme modernism"

(Art and Printing), associated with the French post-impressionists, and the

ability of this young generation of artists to propagandise and fight for their
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own point of view. Consequently "The Link" was crucial in the future development

of avant-garde art in Russia (27).

During the winter of 1 908 Larionov was involved with preparations for a second

Franco-Russian exhibition, again organised by the magazine The Golden Fleece

(Zolotoe Runo). When the exhibition opened in January 1909 it was only half

the size of the famous, first "Salon of 'The Golden Fleece", and changes had

occurred in the composition of the exhibition. Now, more Russian artists

exhibited than French. They included, amongst others, Larionov, Goncharova,

Kuznetsov and a new comer, Petrov-Vodkin, whilst the French section comprised

only artists associated with the fauves in Paris, painters such as Braque, Derain,

Vlaminck, Friesz, Marquet, Matisse, Rouault, and Van Dongen. This exhibition

was particularly notable as it included Braque's important canvas "Le Grand Nu".

Having survived the hail of criticism occasioned by "The Link", and given the

context of French fauvism, Larionov felt himself in a position to exhibit his

more radical paintings of autumn 1908 at this exhibition. Here he showed

"Fishes" (ill. 7), "Heads of Bathers (Study)", "Pears" (iii. 8), "Restaurant on the

Sea-Shore" (iii. 9) and the latest of his series of peacocks (ill. 10). Goncharova's

work which was exhibited here was equally radical. She too had been profoundly

influenced by the French section of "The Salon of 'The Golden Fleece" the year

before, and now showed paintings such as "Circus", bold works, which reflected

the impact upon her of, amongst others, Toulouse-Lautrec. Generally, the

second "Exhibition of 'The Golden Fleece" ("Vuistavka Kartin 'Zolotogo Runa")

was welcomed with enthusiasm, 680 guests were invited for the opening, and by

the time the exhibition had closed in February, more than 8,000 visitors had

passed through (28). Not everyone admired what they saw, Igor Grabar for

example, savagely criticised both Larionov and Goncharova's exhibits:
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"One has to acknowledge the works of Larionov as the best works of
the Russian section after Matveev, much more serious and almost
devoid of that veneer of 'slickness' and cheap tomfoolery, which up
to now had spoiled even the most talented pieces of his painting.
Amongst others by him a still-life has turned out well, representing
pears on a light-green ground. with pink pieces of cloth by their side.
His composition is much weaker. His "Peacock" is deprived of any
sense of rhythm. Looking at it one wants to advise Larionov most
of all to avoid the horns of a dilemma : he apparently wants to do
away with naturalism here, and yet does not want to embrace 'the
decorative'; the result is frigid, dull and useless. One looks at the
whole wall of Larionov's with pleasure and is glad that this 'Frenchman'
is no worse than the row of exhibited Matisses. But this is only true
when the 'Larionovish' things are executed by himself; whenever
Goncharova paints them, one's stomach is turned. For what reason
was it necessary to hang this rubbish at a good exhibition?"

(Grabar, 1909, B. 524)

A number of collectors, however, seem to have disagreed with Grabar's criticism.

Ivan Morozov bought Goncharova's "Circus", Troyonovsky bought Larionov's

"Pears", (iii. 8), Sergei Polyakov bought his "Restaurant on the Sea-Shore" (ill. 9)

on behalf of the magazine The Scales (Vesui), and Larionov even managed to

sell a sea-scape and the painting "Peacock" (ill. 10) which had so upset Grabar

(28). Of particular interest in Grabar's review is his description of Larioriov as

a "Frenchman", which demonstrates a contemporary awareness of the strong

degree to which Larionov's painting was indebted to post-impressionist and fauve

examples at the time. In fact the impact of modern and contemporary French art

continued to be felt in Russia throughout 1909, and in his painting Larionov

continued to respond to this stimulus.

One of the most important events in this respect was the visit of Maurice

Denis to Russia in January 1909. Anotherwas the continuing role of The Golden

Fleece (Zolotoe Runo) in publicising French art; in particular they now began to

devote individual issues of the magazine to specific artists. January was dedicated

to Gauguin and included copious reproductions of his sculptures, ceramics and

prints for Noa-Noa. The public appreciation of Matisse in Russia began in June

with the reproduction of many of his works, an article on the artist written by
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Mercereau, and a translation of Matisse's own "Notes of a Painter" (29). The

fauves were well illustrated in the February-March issue, in connection with

the second "Exhibition of 'The Golden Fleece", and the issues of May and June

serialised a fascinating essay by Maurice Denis entitled "From Gauguin and

Van Gogh to Classicism" (30). The magazine The Scales (Vesui) was also

becoming interested in modern western art, and by 1909 had already attracted

Th4o van Rysselberghe and Odilon Redon to become foreign art correspondents.

The spring of 1909 was taken up for Larionov by preparations for the "Vith

Exhibition of 'The Union of Russian Artists" ("VI-aya Vuistavko 'Soyuza Russkikh

Khudozhnikov") in St. Petersburg, as well as by the writing of short articles for

The Golden Fleece (Zolotoe Runo). Probably because of Larionov's involvement

with the organisation of the second "Exhibition of 'The Golden Fleece", he had

been unable to take part in the "VIth Exhibition of 'The Union of Russian Artists"

at its Moscow venue during December 1908 to February 1909. However, following

the closure of the second "Exhibition of 'The Golden Fleece", Larionov contributed

to the "Union" exhibition when it toured to St. Petersburg from February to April

1909. Here Larionov was evidently careful not to aritagonise other members of

the "Union", and showed a number of his earlier works with only the recent

"Fishes" and "Through the Nets" as representative of his style following the 1908

"Salon of 'The Golden Fleece".

Larionov's first known writings on art were published at this time in the

February-March issue of The Golden Fleece (Zolotoe Runo) (1909, B. 67 & 68).

Both were written in the form of "zametki" or notes, without individual titles.

The first of these was a review of an exhibition held in St. Petersburg during

January 1909, which included the work of Surikov, Rerikh, Benois, Borisov-

Musatov, Somov and Kustodiev. Although Larionov's review provides an evocative

account of the context and hanging of the exhibition, when it comes to the
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artists represented at the exhibition and their paintings, he provides only a

descriptive account of them, shying away from any attempt at value judgements

and criticism.

The second article by Larionov is more interesting. It was a technical piece

of writing which attacked the then current techniques of taking plaster casts

from wooden sculptures. In particular Larionov drew attention to the practice

of the staff at the Rumyantsev Museum, who used kerosene on a collection of

sculptured heads from Poland which had been featured in The Golden Fleece

(Zolotoe Runo) in 1907 (31). The result of this treatment was to darken the

wood considerably. Larionov also drew attention to the vandalism of fretwork

in the Uspensky Cathedral, by workers who were not afraid to expropriate pieces

for the decoration of their own homes. The article is particularly interesting

in that during 1909 Larionov began to practice sculpture himself (32). In addition

it indicates his developing appreciation of different types of folk art and

craftsmanship, especially of wooden fretwork, a subject which a few years later

he planned to write about (see p. 130).

During the summer and autumn of 1909 a striking development took place in

Larionov's art, which was connected with his continued study of modern and

contemporary French art as well as that of the Russian popular print or 'lubok'.

A powerful influence upon him was that of Maurice Denis, whom Larionov may

have met during the latter's trip to Moscow in January 1909. Certainly Larionov

would have been aware of Denis' collaboration with The Golden Fleece (Zolotoe

Runo). Also a number of paintings by Denis existed in Russian private

collections, such as "Polyphemus" in that of Morozov. This particular painting,

again dealing with an ancient Greek theme, seems to have occasioned a direct

response from Larionov in an etching by him which was published in the August

number of The Scales (Vesui) (iii. 11). The etching is remarkably similar in both
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subject and style to "Polyphemus" (33). It will also be noticed that at this

point Larionov even adopts the same type of monogram as Maurice Denis;

Larionov imitates Denis' monogram 	 with his own initials arranged in a

similar pattern	 . The use of the same monogram in two paintings by

Larionov, "Spider's Web" (1969, B. 299, pl. 16), and "Bare Feet with Foliage"

(1969, B. 299, p1. 17), indicates that these works too were executed during 1909.

The influence of other French artists can also be traced in Larionov's work

during the summer and autumn of 1909. The impact of Gauguin's "Ea Haere Ia

Oe" of 1893 on Larionov's famous "Gypsy" (ill. 12) has already been indicated

by Marianne Daulte (1979, B. 365). In particular she notes the similarity of

subject, the use of the same palette of colours, and an attempt on Larionov's

part to imitate the "sculptural aspect" of Gauguin's figure painting. Larionov

was equally fascinated by the work of Van Gogh f and another painting of this

period, "The Soldier's Tavern" (ill. 13), represents Larionov's own interpretation

of Van Gogh's "Night Café" of 1888, which was not only shown at "The Salon of

'The Golden Fleece" in 1908, but was reproduced in colour in the magazine (34).

The composition and viewpoint of Larionov's painting is virtually the same as

that of the "Night Café". Certain devices that Larionov uses are also similar,

such as the ceiling light which shoots out bold yellow rays, and the disused table

littered with empty bottles. The disposition of the two couples in the "Night

Café" is also imitated by Larionov. The two significant departures from Van

Gogh's work, however, are the substitution of two dancers for the billiard table,

and the use of a completely different palette of colours. Nonetheless, the garish

colour scheme of "The Soldier's Tavern", and the vivid contrasts of colours,

certainly evoke the atmosphere of Van Gogh's "Night Café", where "one can

ruin oneself, go mad or commit a crime". Larionov's move towards brighter

colouring and his use of crude and aggressive brushwork also indicates his

continuing interest in fauvisni.
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However, in a large group of works, also painted during the summer and autumn

of 1909, the impact of the French was somewhat curtailed in favour of purely

Russian sources. In paintings such as "Provincial Dandy" (iii. 14), which was one

of several preparatory paintings for the important "Walk in a Provincial Town"

(ill. 5), the human figure has been reduced to a schema, in the manner of

'lubki' of the 18th Century and its constituent parts have been outlined in black

and painted in with flat blocks of colour. The same process can be noted in

"Dough Kneaders" (iii. 16), "Evening after the Rain", or in any of the "Hairdresser"

paintings (ills. 17 & 73), which also date from this period. In other works, such

as "Tavern Still Life" (ills. 18 & 76), objects undergo the same rigorous treatment

as people. Here objects are depicted as two dimensional, flat, 'cut-out' shapes

which are strongly outlined in black. It could be argued that Larionov's choice

of subject matter was to a certain extent shaped by that of the fauves. Matisse

for example had already exhibited a painting of a hairdresser, "La Coiffure" at

"The Salon of 'The Golden Fleece". It would seem, however, that the over-

riding factors in Larionov's choice of subject matter were the use of similar

subjects in 'lubki', as well as in Russian genre painting.

The majority of these new paintings Larionov decided to show at two major

exhibitions which both opened in December. The first was the immense "Salon

International Exhibition of Paintings, Sculptures, Prints and Drawings" ("Salon

Internatsional'naya Vuistavka Kartin, Skul'pturui, Gravyurui i Risunkov"),

organised by Vladimir Izdebsky in Odessa. Izdebsky was a sculptor with an

extensive range of contacts in both France and Germany, as he had studied in

both countries for a number of years. Consequently the exhibition included work

by the Nabis : Bonnard, Vuillard, Vallotton, Denis; the symbolists : Vibert, Redon,

Rousseau; the fauves : Van Dongen, Matisse, Vlaminck; those who were shortly

to become the leaders of cubism and futurism : Balla, Braque, Gleizes, Metzinger,

Laurencin, Le Fauconnier; the Munich "Neue KUnstlervereinigung" : Kandinsky,
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Yavlerisky, Mtinter; and Russians from home and abroad, ranging from Vasil'eva

in Paris, to the works of Borisov-Musatov, Bilibin, Grabar, Lukomsky, Lentulov,

Mashkov, Al'tman and Larionov. Izdebsky was one of the first to recognise

the artistic importance of children's drawings, and four of these were exhibited

as a finale to the exhibition.

In this context Larionov exhibited only one of his most recent paintings, "The

Gypsy", the others being retained for exhibition in Moscow at the third

"Exhibition of 'The Golden Fleece", which opened at the end of December. The

Izdebsky "Salon" however, was a travelling exhibition with four venues, Odessa

from December 1909 to January 1910, Kiev from February to March, St.

Petersburg from April to May and Riga from June to July 1910. Consequently

Larionov hoped to show his most recent work first in Moscow at the "Golden

Fleece", and then to submit it all to Izdebsky in time to catch the St. Petersburg

leg of the touring "Salon", thus ensuring a good audience for his works in both

cities. For this reason Larionov could afford to be sparing in his contribution of

paintings to the Odessa and Kiev venues of the Izdebsky "Salon".

The third "Exhibition of 'The Golden Fleece" ("Vuistavka 'Zolotogo Runa"),

which opened on 27th December 1909 and closed on 31st January 1910, represented

only Russian painters, Larionov, Goncharova, Konchalovsky, Kuznetsov, Kuprin,

Mashkov, Ryabushinsky, Saryan, Tarkhov, Ul'yanov, Utkin, Fal'k and Chekhonin.

Here over 5,000 people were able to view Larionov's paintings of 1909. They

included a version of "The Gypsy", "Walk in a Provincial Town" and its two

studies, "Portrait of a Provincial Coquette" and "Provincial Dandy", as well as

"Dough Kneaders", two versions of "Tavern Still Life", "Evening after the Rain"

and "Hairdresser". The paintings were tremendously successful and by the end of

the exhibition Larionov had sold "Walk in a Provincial Town" to S.I. Kurlyand and

"Evening after the Rain" to Sergei Polyakov.
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The first half of 1 910 was taken up for Larionov with several more exhibitions.

Following the closure of the third and final "Exhibition of 'The Golden Fleece",

Larionov contributed to the "VUth Exhibition of 'The Union of Russian Artists"

("VII-aya Vuistavka 'Soyuza Russkikh Khudozhnikov") held during February and

March 1910 in St. Petersburg. The "Union" had now become extremely successful

and was attracting over 16,000 people to each exhibition, yet Larionov must have

felt increasingly uneasy and at odds with what was basically a conservative

organisation, for he contributed only two works to the exhibition, "Evening

after the Rain", and a still life. In fact it was to be the last time that Larionov

would exhibit with "The Union of Russian Artists". Aleksandr Kuprin later

recalled:

"Larionov used to say: 'One should plough up virgin soil and not 'chew
over' the deceased'. He was a very interesting character. He impressed
us with his 'rolling-stone' attitude."

(Kuprin, s.d., in 1984, B. 668, p. 115)

Given the radical new developments in his art during 1909, Larionov evidently

felt that his relationship with the "Union" had gone on too long and was now

inappropriate; it was time to move on.

This change of direction was symbolised not only by Larionov's withdrawal from

"The Union of Russian Artists" but also by his larger contribution, and hence,

transfer of allegiance, to the exhibition of another union of painters - "The

Union of Youth" ("Soyuz Molodezhi"). This was a recently formed group, the

membership of which comprised Matyushin, the musician and painter, Elena Guro,

the poet, Zheverzheev, a rich patron who became the secretary of the "Union of

Youth", and the artists Filonov, Shkol'nik, and Rozanova amongst others. During

the next four years "The Union of Youth" was to become the core of the Russian

artistic avant-garde in St. Petersburg. The invitation of a number of Muscovite

painters including Larionov, Goncharova and Mashkov, to participate in their

first exhibition in March 1910 was to mark the beginning of a fruitful
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collaboration between the young and progressive artists in St. Petersburg and

those in Moscow.

Larionov's exhibits at "The Union of Youth" ("Vuistavka Kartin 0-va 'Soyuz

Molodezhi") exhibition included a number of those paintings shown at the third

"Exhibition of 'The Golden Fleece", works such as "Hairdresser" and "Woman

Passing By", although some more recent works in a similar style also made their

appearance, "The Water Seller" for example (ill. 19), and a marble sculpture

entitled "Sleep". The attitude of The Golden Fleece (Zolotoe Runo) to this

exhibition was somewhat ambivalent, in that they wished to publish a biting

criticism of it, and yet found this imcompatible with the fact that two of their

members, Larionov and Goncharova, were exhibiting works there which had

already been shown in their own third "Exhibition of 'The Golden Fleece":

the exhibition creates an extremely slovenly impression. Of its
exhibitors, Goncharova, Larionov and Mashkov are showing items which
were in "The Golden Fleece" and some others, one of which is "Headache"
and the other "The Water Seller". These three are the centre of the
exhibition. Upon the works of the rest of the exhibitors is either the
stamp of a hopeless amateurism (Evseev, Matvei, Spandikov, Shkol'nik,
Filonov) or of far-fetched devices, as with Buistrenin. They are
neither works of sincerity of impulse nor of studiousness. A swampy
marsh of groundless brushstrokes and of clumsy contours, a coarse
triumph of colour and canvas over artistic intentions - that's what is
so grievous about "The Union of Youth" exhibition".

(Zolotoe Runo, 1909 (pub. April 1910), B. 716)

The vehemence of the review by The Golden Fleece was not mitigated by the

fact that the magazine was now in its death-throes. During 1909 publication of

various numbers had been badly delayed and in fact the last issue for November

and December 1909 was not published until April 1910. This was a fortunate turn

of events for both Larionov and Goncharova, for during March 1910 they both

became involved in a low suit with the newspaper The Voice of Moscow (Gobs

Moskvui), and Larionov was able to publish a defence in the last issue of The

Golden Fleece (Zolotoe Runo), which he entitled "Newspaper Critics in the Role
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of Morality Police" ("Gazetnuie Kritiki v Roli Politsii Nravov") (B. 70).

The article explained that Goncharova had been invited by "The Society of Free

Aesthetics" to exhibit some of her works in one of their conference halls from

March 24th onwards. Unfortunately a reporter from The Voice of Moscow (Gobs

Moskvui) attended one of the conferences on the opening day, saw Goncharova's

paintings, and wrote a scurillous review. This was published the following day,

and caused a furore, as it described her work as "completely decadent and

indecent" and "excelling all the pornography of dirty postcards", and claimed

that many young people were being exposed to "the most loathsome of paintings".

This resulted in the entire exhibition being sequestered by the police and three of

the paintings being confiscated. In his defence of Goncharova, Larionov in his

article pointed out that the public had not been admitted into the conference

hall, and that the "pornographic" works were merely paintings of nude models

representing heathen gods. The entire affair was .taken to the law-courts, with

Goncharova's case being conducted by the lawyer Mikhail Khodasevich.

Khodasevich was both a renowned lawyer in Moscow and a close friend of

Larionov and Goncharova. They had evidently met him either through his

daughter Valentina Khodasevicha, who was a young artist, or through his younger

brother Vladislav, the poet. Mikhail Khodasevich was also an enthusiastic

collector of works by Larionov and Goncharova, and although he seems to have

had an extremely conservative taste, buying only their very early sketches and

impressionist works, he no doubt proved a staunch supporter of Goncharova's

cause. The final outcome of the case is unknown.

Following the closure of "The Union of Youth" exhibition, Larionov sent his

paintings "Provincial Dandy", "Walk in a Provincial Town", and "Tavern Still

Life" to St. Petersburg, where they were included in Izdebsky's "Salon", which
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had travelled from Odessa and Kiev, and opened in St. Petersburg in April 1910.

Here they were shown alongside his other major work of 1909, "The Gypsy", which

had already been shown at the former venues. The St. Petersburg leg of the

exhibition closed in May and was due to re-open in Riga in late June. However,

as the paintings had arrived in Riga at the start of June, Larionov contributed

them to an exhibition organised in that city by "The Union of Youth" entitled

"The Russian Secession" ("Russky Setsession"). Following its closure he then

transferred them to the last venue of Izdebsky's "Salon", in time for the opening.

By June 1910, Larionov and the Burlyuks had once again become friendly. Since

their last collaboration together on the exhibition "The Link" in November 1908,

there had been a lapse of communication between both parties. Larionov had

associated himself more and more with The Golden Fleece (Zolotoe Runo) and

with "The Union of Russian Artists", interests which were not shared by the

Burlyuks, who never identified or collaborated with the former, and who had

stopped exhibiting with the latter in January 1907. By the summer of 1910

however, The Golden Fleece had foundered and Larionov had forsaken "The Union

of Russian Artists". Moreover, recently the paintings of both Larionov and the

Burlyuks had once again been shown alongside each other at exhibitions such as

Izdebsky's "Salon" and "The Russian Secession" organised by "The Union of Youth".

The result of this renewed contact led Larionov to accept an invitation by the

Burlyuks to spend the summer at their home at Chernyanka, in the Crimea (35).

During the summer Larionov painted portraits of Vladimir Burlyuk and Velimir

Khlebnikov (iii. 20), the poet, who had also been invited to spend the summer

at Chernyanka. Unfortunately we know no more about this visit, although the

poet Benedikt Livshits has left a tantalising account of his own visit to

Chernyanka during the winter of 1911-1912, in which he emphasises the impact

upon him of the mythology and ancient history of the area which used to be the
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Greek "Hylaea, as well as the grand hospitality of the Burlyuk family, and the

stimulating intellectual, painterly and poetic activity which took place (36).

Following the summer with the Burlyuks and Khlebnikov, Larionov returned to

Moscow. It was not long, however, before Larionov fell into serious trouble.

Having rejoined the Moscow School of Painting, Larionov took part with about

50 other students in a demonstration against the existing systems of teaching

and rules of behaviour. Many of those taking part in the demonstration were

expelled for a term or a year. However, as Larionov had already been expelled

once before, and as he was one of the ring-leaders, the Council of the Moscow

School decided to expel him permanently without any possibility of future

reinstatement. On September 24th Larionov was awarded the degree of painter,

second class, which not only prevented him from re-applying to the school, but

officially terminated his further education (37). The Moscow School had now

taken revenge for the troublesome years which Larionov had given them, as

once further education had finished a student was liable to be conscripted into

the army. The only safeguard against this was to possess a first class degree,

which the school had deliberately not conferred. Thus Larionov was eligible for

military service, and two options lay before him; he could volunteer for service,

in which case he would be engaged for one year, or he could remain a civilian.

However, if he was then officially conscripted by the authorities, his length of

service would be much longer. Larionov volunteered and his 12 years as a student

at The Moscow School were finished. He had worked through and forsaken both

impressionism and symbolism. His period of service would allow him time to

think through the two most recent trends to which his painting aspired : modern

French art and Russian folk art, and he could plan the way ahead.
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CHAPTER 1 - NOTES

1. The dates of events which occurred in Russia before the adoption of the

Gregorian Calendar in 1918, are all given in Old Style format, i.e.

according to the Julian Calendar which was then in use. During the 19th

Century the Old Style or Julian Calendar was 12 days behind the New

Style Gregorian Calendar which was in use throughout the rest of Europe.

From 1900 onwards the difference became 13 days.

2. Information concerning Larionov's birth and baptism is taken from

"Certificat No. 96" in 1938, B. 395.

3. A portrait of a young girl on the back of the painting "Sea Shells" was

identified by Larionov as being that of his sister Ksenia, during the

preparation of the catalogue for the exhibition "Retrospective Gontcharova -

Larionov" at the Musée d'Art Moderne de La Ville de Paris, in 1963 (B. 282).

It would appear that shortly before the Revolution she became the director

of a theatre company, and as such was the subject of a letter from Chekruigin

to Larionov in 1921, see B. 361, p. 41. A brief biography of the short life

of Ivan Larionov can be found in Chauby-Rousseau, 1931, B. 360, which has

recently been republished without acknowledgement by B4n4zit, 1 976, B. 351.

4. The Moscow School of Painting, Sculpture and Architecture (Uchilishche

Zhivopisi, Vayaniya i Zodchestva) is now the V.!. Surikov State Art Institute

(Moskovsky Gosudarstvennuy Khudozhestvennuy Institut Imeni V.!. Surikova).

The date of Larionov's application was verified by the researches of Tatiana

Loguine into the archives of the School. Her findings were published in

Loguine, 1971, B. 388, p. 11, n. 6.
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5. See Gray, 1962, B. 527, p. 101. In the course of orgarlising the 1961 Arts

Council Exhibition: "Larionov and Goncharova : A Retrospective Exhibition

of Paintings and Designs for the Theatre" (B. 275) and of writing her book

The Great Experiment : Russian Art 1863-1922 (B. 527), Camilla Gray

visited Larionov and Goncharova several times. Information from her

conversations with them was published in the above book. Since her sad

death her small archive has not been available for study, though apparently

it contains little which is not in her book.

6. Eli Egonbyuri is the pseudonym of Il'ya Mikhailovich Zdanevich who became

a leading avant-garde poet at first in his home city of Tiflis in Georgia,

during 1917-1919 and later in Paris. He probably met Larionov and

Goncharova through his brother, the painter Kirill Mikhailovich Zdanevich,

and during his student days in St. Petersburg c. 1912-1914 he associated

with Larionov and Goncharova quite closely. In 1 913 he wrote a monograph

on the two artists (B. 12) which includes 33 pages of biography, 54

illustrations of their work, and finally a chronological list of the work of

both artists. Unfortunately the list is not wholely reliable, some of the

dates of the paintings contradict those appearing alongside illustrations of

them, and the author himself complained of the end result:

"I have written a monograph on Larionov and Goncharova. The
monograph is shallow, shallow praises, it will sell under a
pseudonym. Although one cannot particularly trust it, I will
perhaps earn 50-70 roubles at least."

(Zdanevich, letter to Le-Dontyu, 1913, in D'yakonitsuin, 1966,
B. 499, p. 197)

However it does act as a general guide to the sequence of subjects and

media adopted by Larionov, and it is used here to shed some light upon

the first few years of Larionov's career as an artist, until external evidence

proves it to be unreliable from c. 1906 onwards.
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7. Larionov cited this as the first exhibition in which he had ever

participated, in a letter to Mary Chamot of 29/IX/1954 (B. 109). No

catalogue has yet been located to substantiate this claim.

8. This story was originally reproduced in Eganbyuri, 1913, B. 12, p. 27. It

was retold in George, 1966, B. 376, p. 25. The painting is listed by

Eganbyuri as being purchased by D.A. Ignat'ev.

9. None of Goncharova's sculptures are now identifiable.

10. This is almost certainly an apocryphal story, originally recorded by

Eganbyuri, where the date is given as 1901, and the setting is the student

sketch exhibition:

uIn 1901 he obtained access to the sketch exhibitions and
immediately hung about 150 canvases, occupying nearly all the
space with them, on account of which, an argument took place
with the Inspector of the school and with the pupils of the
senior classes ... Three canvases by Larionov, one of which
depicted a gentleman and a ballerina, were again judged
pornographic, and the committee of teachers expelled him from
the school for one year. But Larionov, neither having the
resources nor wanting to spend time outside of school, continued
to show up there. At this point the committee asked him to
leave Moscow, but as he didn't want to, they bought the rail
ticket for him, put him on the train, and despatched him home
to the south."

(Eganbyuri, 1 913, B. 1 2, p. 27)

Subsequently various parts of this story have been reproduced by George,

1966, B. 376, p. 25-26; Chamot, 1955, B. 356, p. 173; Loguine, 1971,

B. 388, p. 13 and Gray, 1962, B. 527, p. 102. Gray's account however

reproduces slightly different details, she also gives the dates of his expulsion

as 1902 to Autumn 1 903 - the dates which are accepted here (see note 11

below). This story of Larionov's rebellion at the school, along with that on

p. 3, published as they were in 1913, obviously had a propagandist function,

to portray Larionov as a raucous 'bully-boy' futurist 'avant Ia lettre',

challenging authorities and conventions even in his youth.



- 43 -

11. In a letter to the author of 9/lI/i 983, Mr. A.S. Trofirnov, the Pro-Rector

of the V.!. Surikov State Art Institute, confirmed the date of Larionov's

expulsion as that of 1902 and kindly communicated the reasons for this

which are recorded in the archives of The Moscow School, which are still

located in the Institute.

1 2. For a discussion of Goncharova's decision to turn to painting, see the

interview which she gave to Marchal in 1937, B. 394.

13. Larionov's participation in this exhibition is recorded by Eganbyuri, 1913,

B. 12, p. xxi.

14. During 1904-1914 Larionov was to sell well over 100 of his paintings to more

than 30 buyers, which included not only museums such as the Tret'yakov and

the Vyatsk (now Kirov) Museum, important collectors such as Troyanovsky,

Ivan Morozov, the millionaire Nikolai Ryabushinsky, and S.A. Polyakov,

the editor of the literary magazine The Scales (Vesui), but also numerous

small collectors and friends in every artistic discipline including the fashion

designer N.P. Lamanova, and the painters Exter, David Burlyuk and Vasily

Milioti. The names and purchasers of specific paintings feature principally

in Eganbyuri's list, 1913, B. 12, but also in the following exhibition

catalogues:

"Exhibition of Watercolours, Pastels, Tempera and Drawings" ("Vuistavka

Akvarelui, Pasteli, Tempera i Risunkov"), 1906, B. 120.

"The Wreath" ("Venok"), 1908, B. 133.

"Salon : International Exhibition" ("Salon : Internatsional'naya Vuistavka"),

1910, B. 140.

"The Union of Russian Artists" ("Soyuz Russkikh Khudozhnikov"), 1910, B. 141.

"One Day Exhibition of the Work of M.F. Larionov" ("Odnodnevnaya Vuistavka

Proizvedeny M.F. Larionova"), 1911, B. 151.
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"The Union of Youth" ("Soyuz Molodezhi"), 1912, B. 157.

"The Target" ("Mishen"), 1913, B. 165.

Further discussion about Larionov's purchasers and collectors throughout

this chapter, is based principally upon these sources.

15. After 1905 Eganbyuri's chronological lists become less credible. Whilst

he cites "The Dough Kneaders" and "The Gypsy Woman" as paintings of

1906, exhibition catalogues do not feature these works until December 1909.

A period of three years between the painting of these important works and

their first exhibition seems unrealistic. Furthermore, from a stylistic point

of view, these two works are misfits in the chronology that Eganbyuri

proposes.

16. A thorough examination of each issue of Morning of Russia (Utro Rossii)

for January 1910 (B. 699) reveals no such article, nor is there any reference

whatsoever to Larionov himself in these issues.

17. A note confirming the purchase was published in The Golden Fleece (Zolotoe

Runo), March 1907, No. 3, p. 82.

18. In the following article Larionov states that he met Malevich after the

exhibition of "The Moscow Association of Artists" in 1906. It is more

probable that Larionov meant 1907, as Malevich did not exhibit with "The

Moscow Association of Artists" until that year.

19. Occult symbolism in the arts and literature was widespread in Russia at

this time. Beardsley had already been heavily publicised by The World of

Art (Mir Iskusstva) in the first years of the century. More recently, in

1908 the symbolist magazine The Scales (Vesui) had begun to serialise a



- 45 -

translation of Beardsley's The History of Venus and Tannhauser, which led

to a renewed interest in his work. Skriabin was deeply involved with the

study of Theosophy and with the application of its principles to music, his

masterpiece in this respect being "Prometheus : The Fire Poem" opus 54.

A number of writers chose mystical and frankly occult themes for articles

which were published in The Golden Fleece (Zolotoe Runo). Chulkov, for

example, wrote on "The Veil of Isis", in 1908, No. 5, pp. 66-73. Voloshin

on "Demons of Destruction and Evil", in 1908, No. 6, pp. 59-68. Bal'mont

on "The Lyricism of Sex", in 1908, No. 5, pp. 38-43 and 1909, No. 1, pp.

66-77. Gorodetsky wrote on "Idolatory" in 1909, No. 1, pp. 93-100. The

two themes of mystical anarchism and Satan were also popular. Chulkov

had written a book in 1906 entitled Mystical Anarchism (0 Misticheskom

Anarkhizme), Bely reviewed it in The Golden Fleece (Zolotoe Runo), 1906,

Nos. 7-9, p. 174 and Filosofov had been inspired to write his own article

about it "Mystical Anarchism", in 1906, No. 10, pp. 59-65. The entire

issue of The Golden Fleece (Zolotoe Runo), 1907, No. 1, was dedicated to

the representation of Satan in art and literature. In connection with this

the work of several of Larionov's contemporaries was illustrated; Kuznetsov,

Dobuzhinsky, Arapov, Feofilaktov, and Kruimov amongst others.

20. The painting is now located in The Russian Museum, Leningrad, and is

reproduced in colour in Novouspensky, 1975, B. 608, plate 61.

21. These included: "The Water Seller", "Evening after the Rain", "Through the

Light", "Restaurant on the Sea-Shore" and "Bathing Women". See note 14.

22. Toporkov had purchased a Larionov painting entitled "Landscape, Flowers,

Still Life", Poznyakov "Acacia at Noon", and Rene Ghil "Lilac in front of

the Setting Sun". See note 14.
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23. Mire: "Les Paons: Rcit", in The Golden Fleece (Zolotoe Runo), 1906, No. 6,

pp. 31-33. Like so many other themes adopted by the Russians at this time,

the peacock referred back to Ancient Greece, being sacred to Hera (later

Juno).

24. The exhibition had been extended by a month. See the note in The Golden

Fleece (Zolotoe Runo), 1908, No. 6, p. 78.

25. M. Voloshin: "Novuiya Ustremleniya Frantsuzskoi Zhivopisi".

Sh. Moris: "Novuiya Tendentsii Frantsuzskago Iskusstva".

Van-Gog: "Iz Perepiski s Druz'yami".

G. Tasteven: "Irnpressionizm i Novuiya Iskaniya".

The above articles were published together as a special section in The

Golden Fleece (Zolotoe Runo), 1908, Nos. 7-9. Further translations from

Van Gogh's letters were published in the volume for 1909, Nos. 2-3, pp.

80-86.

26. Kn. A. Shervashidze: "Zhorzh Sera (Seurat) : 1859-1891", in Apollo (Apollon),

1911, No. 7, pp. 26-29. It was also a well illustrated article in which were

reproduced: "La Parade", "La Grande Jatte", "Les Poseurs", "Le Cirque",

"Le Chahut", "La Toilette" and 4 Honfleur landscapes.

27. "The Link" is perhaps comparable to the German Expressionist group "Die

BrUcke" ("The Bridge") in Dresden. The titles of "The Link" and "The Bridge"

both signify similar concepts, and before "The Link" exhibition took place,

"Die BrUcke" had already issued their own provocative manifesto. The

Burlyuk brothers may well have been in contact with "Die BrUcke" at this

point, and it may be that the ideas of the Germans shaped those of their

Russian contemporaries as they organised and promulgated "The Link".
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28. A note to this effect was published in The Golden Fleece (Zolotoe Runo),

1 909, Nos. 2-3, p. 11 6. It also included the sales of each artist.

29. Ann Matiss: "Zametki Khudozhnika", in The Golden Fleece (Zolotoe Runo),

1 909, No. 6, pp. iii-x.

30. Moris Deni: "Ot Gogena i Von-Goga k Klassitsizrnu", in The Golden Fleece

(Zolotoe Runo), 1909, No. 5, pp. 63-68 & 1909, No. 6, pp. 64-67.

31. V. M-i (Milioti): "Ancienne Collection Polonaise au Muse Roumiantzev:

Notice", in The Golden Fleece (Zolotoe Runo), 1907, Nos. 11-12, pp. 35-36.

32. None of Larionov's sculptures can now be identified. Those which he

executed during 1909 were exhibited at the third exhibition of "The Golden

Fleece".

33. I am particularly grateful to Mrs. Susan Compton for this observation.

34. V. Van-Gog: "Nochnoe Kafe" (trekhtsvetnaya avtotipiya), reproduced in

The Golden Fleece (Zolotoe Runo), 1 908, Nos. 7-9, pp. 58-59.

35. The poet Benedikt Livshits noted this in his autobiography:

in the summer of 1910 the painter of "The Soldier's Venus"
had stayed at Chernyanka together with Khlebnikov enjoying
the grand hospitality of the Burlyuk family."

(Livshits, 1933, in 1977, B. 582, p. 90)

36. In particular see the chapter of his autobiography entitled "t-lylaea" in

either 1933, B. 580, 1971, B. 581 or 1977, B. 582.
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37. For the information concerning Larionov's expulsion from the School, I

am particularly grateful to Mr. A.S. Trofimov of the Surikov Institute.

The date when Larionov received his diploma is based upon that published

in Loguine, 1971, B. 388, p. 13, n. 9.
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CHAPTER 2

LARIONOV THE BUDUSHCHNIK 1910-1914

Following Larionov's expulsion from The Moscow School in September 1910, he

was required to complete a term of military service. The actual date of

Larionov's period of service in the army has been the subject of much debate,

because upon that date rests the 'terminus post quem' of his numerous soldier

paintings. Peter Vergo in an article in Burlington Magazine (1972, B. 434), drew

attention to the various issues involved (1). As he noted, Larionov's period of

service could have run from autumn 1909 (as lsarlov stated in 1923, B. 381, p. 3)

to the summer of 1910, when Larionov is recorded to have stayed with the

Burlyuks at Chernyanka. Alternatively the period could hove begun in 1910 (as

Eganbyuri stated in 1913, B. 12, p. 32), perhaps in the autumn, having received

his diploma from the School and ending in the late summer of 1911. Vergo

concluded that by either account the soldier paintings of Larioriov could not be

dated earlier than 1909-1910, contrary to the dates later ascribed to them by

the artist himself, and subsequently accepted by art historians.

After the publication of Vergo's article, John Bowit noted that the grafitti in

the background of Larioriov's painting "Resting Soldier" (ill. 23), in the Tret'yakov

Gallery, reads: "1910, 1911, 1909, Srok Sluzhbui (period of service) M.L.", and

that as over-painting in this instance could be ruled out, the dates 1909-1911

should be taken as the answer to the problem. However this situation is further

complicated by other Lorionov works which bear the same wording but different

dates. A drawing recently reproduced in an exhibition catalogue (1973, B. 313,

No. 104) bears the inscription "Srok Sluzhbui 1913 M.L.". More recently other

art historians have considered the year 1911 as that of Larionov's service. The

Soviet art historian Nikolai Khardzhiev told Susan Compton that in his opinion it
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was because Larionov was an unpopular student that The Moscow School

awarded him a second class diploma, as opposed to a first, which would have

given him exemption from military service. Consequently, Larionov had to

complete 11 months of military service, but would also have had to complete

an additional three months service every summer for three years (2).

Obviously the dating of Larionov's military service is extremely complex. The

only firm evidence to support a date of 1909 is an official document from the

"Office of Russian Refugeest' in Paris, which was submitted by Larionov in

support of his application for French nationality in 1938 (B. 395). The document

was meant to prove that Larionov had fulfilled his military obligations in the

Russian army, and makes specific reference to the dates of his military service

as being 1909-1910. However, it is unlikely that Larionov should be required to

begin his military service whilst still enrolled as a student of The Moscow School.

The article written by lsarlov is factually unreliable, and the document of 1938

was probably produced from Larionov's own testimonial, which after twenty years

may well have been inaccurate. Indeed, the year of his father's death, which is

recorded in the same document, is not accurately stated, but has been estimated

as occurring during 1904-1905.

Given that Larionov was expelled from the school in September 1910 and was

awarded a second class diploma, it seems more logical to agree with Eganbyuri

that Larionov's service began in this year, and with Khardzhiev, that it continued

into 1911. In fact the archives of The Moscow School, now located in the Surikov

Institute in Moscow, confirm these dates as being the period of Larionov's military

service (p. 43 , n. 11). Furthermore, we know from the memoirs of Livshits that

the period of service for a volunteer was one year, and that they were required

to begin their term on October 1st.
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Larionov's application for service was accepted by the First Ekaterinoslavsky

Life Grenadier Regiment of Aleksandr II. The regiment was based in Moscow,

and according to Mme. Larionov and Franois Daulte, Larionov spent the winter

serving in the Kremlin, and the summer in a tent camp on the outskirts of

Moscow. As a volunteer, Larionov's life was considerably easier than that of

those who were forcibly recruited. He was allowed to continue living in a private

flat instead of in the barracks, and if his service was anything like that of

Livshits, he would only join his company at 8.00 a.m., thus missing the gruelling

early morning drill. Larionov quickly made friends with the platoon commander -

Goncharova painted two pictures of them both going for a walk - and according

to Eugene Mollo, Larionov made known the fact that he was an artist, and was

allowed to decorate the soldier's mess with a huge mural, thus obtaining time

off from routine military duties (3).

Although Larionov's days were now almost entirely taken up with military duties,

he remained in touch with artistic events, and in late 1910 agreed to collaborate

on the foundation of a new artists' exhibiting society, "The Jack of Diamonds"

("Bubnovuy Valet"). The idea of creating such a society was first proposed by

Aristarkh Lentulov, who wanted to organise an alternative exhibiting society for

young artists who found membership of symbolist groups such as "The Union of

Russian Artists" to be no longer appropriate. Lentulov then enlisted the aid of

Larionov, Goncharova, the Burlyuks, Konchalovsky and Mashkov. Larionov's first

contribution was to give the society its name, "The Jack of Diamonds". Although

Larionov later claimed that he chose the name because he liked the sound of the

words (B. 275), "The Jack of Diamonds" had a greater significance. The title

referred to a playing card, the style of which was akin to that of the 'lubok' or

popular print, which was a major source for Larionov's painting at this time.

Indeed, around 1910, Larionov and his friends were beginning to build up their

own large personal collections of printed images, in the form of 'lubki', Chinese
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and Japanese prints, French Epinal woodcuts, old tarot and playing card packs,

all of which could be bought cheaply in the Moscow flea markets.

Certain of the German expressionists at this time were also interested in these

sources, especially members of the "Neue KUnstlervereinigung-Mi)nchen". During

1910 David Burlyuk had been in contact with the Russian members of this

German group, Vasily Kandinsky, Marianna Verefkina, and Aleksei Yavlensky,

and as a result, when the "N. K. V." held their second exhibition in September

1910, they invited both David and Vladimir Burlyuk to participate. As a

reciprocal gesture it was the Burlyuk brothers who invited the leading members

of the "N. K. V." to exhibit at the first exhibition of "The Jack of Diamonds"

just two months later.

"The Jack of Diamonds" exhibition opened in Moscow in December 1910 and

included contributions by Bekhteev, Erbslöh, Yavlensky, Kandinsky, Kanoldt,

Mnter and Verefkina from Germany. Prominent amongst the Russian section

were the organisers of the exhibition, Lentulov, Larionov, Goncharova, the

Burlyuks, Fal'k, Konchalovsky, and Mashkov, as well as specially invited artists

such as Exter, Malevich, and Morgunov. Some French artists were also invited

to participate such a.s Gleizes and Le Fauconnier. On the day before the

exhibition opened all sorts of incidents occurred. In his reminiscences (in 1984,

B. 668, pp. 154-156) Lentulov recalled a fight between Mashkov and Vladimir

Burlyuk, Konchalovsky parading the exhibition halls with his thumbs hooked in

the arm-holes of his waistcoat, Morgunov painting the signboard in imitation of

a playing card, and an amusing incident in which Larionov tried to prevent the

hanging of a gigantic painting by Mashkov with a frame 14 inches wide.

Larionov's own contribution comprised a number of recent works such as the

"Portrait of Vladimir Burlyuk", painted in the summer at Chernyanka, which was
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exhibited under the title "Portrait of an Athlete". He also showed two paintings

which must have been completed in October or November, which were based on

the experience of his first term of military service; these were "Soldiers" and

"Salvo" (iii. 21). Another recent work appearing in this exhibition was "Bread"

(ill. 22), later repainted by Larionov, but reproduced here in its original condition.

These four works point to the fact that during the summer and au•tumn of 1910

Larionov was continuing to develop a more direct and simplified approach to

representation. This was a trend which had begun in 1909 with his painting

"Walk in a Provincial Town", the stylistic devices of which relate to those of

'lubki'. Additional forms of graphic art now seemed to inspire Larionov, such

as the new5paper advert. In later years Larionov built up an extensive collection

of newspaper graphics and typography but their influence can first be traced in a

painting shown at this exhibition "Woman in a Blue Corset (Newspaper Advertisement)" (4)

"The Jack of Diamonds" exhibition had been well publicised in the press, and

on the opening day crowds of visitors flocked through the halls. However, few

were attracted to what they saw:

"The public's conduct was extremely strained. Worthy people evaluated
the exhibition with extreme disgust and indignation and attempted to
leave quickly ... Critics and connoisseurs were bitterly quarreling. One
could see here or there a group of people heatedly arguing, or surrounding
an artist with clever questions and derisive remarks: 'Even I could have
pointed that', 'This is a chi1d' drawing', 'This sketch is crudely done', and
so on and so forth. Several people by old habit stuck up their thumbs and
held their fists out trying to find a semblance to nature in the
representations in the manner of a viewer used to visiting the Tret'yakov
Gallery, an exhibition of the Wanderers or of the Union of Russian
Artists. Controversy reached scandalous proportions ..."

(Leritulov, mid-1930's, in 1984, B. 668, pp. 155-6)

At this stage though it was not the intention of "The Jack of Diamonds" to

provoke their audience and, as Konchalovsky recalled, the entire group thought

of nothing else besides painting and the resolution of artistic problems. However,

within this confederation of avant-garde artists certain divisions and different

approaches were already apparent:
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"... during the very founding of 'The Jack of Diamonds' we didn't
all relate to art in the same way. The dazzling painterly skills
of Larionov and Goncharova naturally rendered them our allies,
but there was a big difference in our attitude to art. Mashkov,
Kuprin, Lentulov and myself - we looked at painting with some
sort of blind, youthful passion, and we were not at all interested
in the materialistic aspect of painting. But even at that early stage,
Larionov's group dreamed of glory and fame and provoked all sorts
of bally-hoos and scandals."

(Konchalovsky, 1964, in 1 984, B. 668, p. 74)

In the same month many of "The Jack of Diamonds" group, including Larionov,

also participated in a second exhibition organised by Izdebsky in Odessa, entitled

"Salon 2". Here Larionov showed a selection of his paintings from 1909 such as

"Tavern Still Life", "Provincial Coquette", and some recent works such as "Soldiers

in a Cafe". The exhibition however was dominated by Kandinsky, who not only

exhibited many of his "Improvisations" and his first three "Compositions", but

provided material for the catalogue. Kandinsky's essay "Content and Form"

("Soderzhanie i Forma") and his annotated translation of Schoenberg's essay

"On Parallel Octaves and Fifths" ("Paralleli v Oktavakh I Kvintakh") were both

published by Izdebsky in the catalogue, which along with three other essays

emphasised the relationship between painting and music, and advocated a

'synthetic' approach to the arts. These were ideas which would later be of

relevance to Larionov's development of rayism, especially in his manifestos where

he states an equivalence between colour and sound (see p. 216).

During 1911 Larionov returned to his military duties and found himself too busy

to make preparations for further exhibitions. Consequently he failed to participate

in the first of a new series of "World of Art" exhibitions which opened in

St. Petersburg in January and travelled to Moscow in February. However, five

of his paintings were shown in the St. Petersburg "Union of Youth" exhibition

that spring, as part of a special "Jack of Diamonds" section. Beyond this there

is no other record of his activity until October 1911, when his military service

terminated.
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On October 23rd Henri Matisse arrived in Moscow with the collector Sergei

Shchukin, for whom Matisse hod executed the two 'panneaux' "Music" and "Dance"

in 1910. During his visit Matisse was shown around Moscow by Il'ya Ostroukhov,

the famous collector of icons, whose collection so impressed Matisse. A number

of receptions and celebrations were also organised in his honour, including one

given on October 29th by S.M. Adel', at which Larionov met Matisse. A report

of the reception, which was published the following day in The Evening Gazette

(Vechernaya Gazeta), explained:

"... In the elegant drawing-room, severly restrained in the style of
Russian Empire, had gathered a large and interesting group of people.

There were many artists and writers: the leader of Russian Modernism
Val. Bryusov, S.S. Mamontov and a whole group of Russian Matisses -
young artists mainly from The Jack of Diamonds company. Among
them Konchalovsky, the landscapist Larionov, Mashkov, Mme. Curie
(Matisse's pupil) and the most leftist of the Jacks - Burlyuk whose
lorgnette just doesn't suit his Ukrainian accent and entire manner.

The evening passed off with gusto. Matisse talked a great deal with
the artists, who listened reverently to their 'mattre'. He said that
after the icons the Tret'yakov Gallery had made no impression on
him whatsoever."

(Vechernaya Gazeta, 30 October 1911, in B. 645, p. 290)

Matisse was tremendously enthusiastic about the icons which he had seen in

private collections and in the galleries and museums to which Ostroukhov had

taken him. Moreover, his enthusiasm became widely known, in the newspaper

Morning of Russia (Utro Rossii) he was reported as saying about icons:

"This is primitive art. This is authentic popular art. 1-lereis the
primary source of all artistic endeavour. The modern artist should
derive his inspiration from these primitives."

(Utro Rossii, 27 October 1911, in B. 645, p. 288)

Larionov would certainly have appreciated the qualities of icons long before

Matisse, and must have already established his own collection, which in 1913

amounted to nearly 130 items. But to have someone of Matisse's standing

substantiate the view that icons were inherently beautiful and should 'inspire'

the 'modern artist' would have greatly encouraged and exerted an important

influence upon the development of Larionov's aesthetic ideology. With his
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enthusiasm for icons Matisse had set both an example and a precedent.

Following the return of Matisse to Paris in November 1911, Larionov once again

began to exhibit. In the "World of Art" exhibition, which opened in Moscow and

toured to St. Petersburg in January 1912, Larionov showed one of his "Hairdresser"

paintings. Then, in December 1911 Larionov began preparations for a large one-

man exhibition which would last only one day. The "One Day Exhibition of the

Work of M.F. Larionov" ("Odnodnevnaya Vuistavka Proizvedeny M.F. Larionova")

took place on 8th December 1911 in The Society of Free Aesthetics in Moscow,

and was one of the first of a series of such events planned by the Society. A

note in the magazine Apollo (Apollon) publicised their intentions:

"The Society of Free Aesthetics has included a new enterprise in
its activities - the organisation of one day exhibitions of its
painter members."

(Apollon, B. 443, January 1912, No. 1, p. 10)

In all, Larionov showed 124 works in different media and in roughly chronological

order. The first 50 works represented his impressionist and symbolist periods.

Then followed works of 1909 such as "Provincial Dandy" (ill. 14), "Dough Kneaders"

(ill. 16), and the "Tavern Still-Life" series (iii. 18), works of 1910 such as "Bread"

(ill. 22), and a number of soldier paintings such as "Salvo" (iii. 21), "Bathing

Soldiers" and "Resting Soldier" (ill. 23). The latter is an important painting

as the distorted posture of the soldier and the ambiguous inter-relationship of

his limbs, similar to the work of Chagall at this time, represent Larionov's most

daring work upto this point. It is also interesting to note Larionov's study and

use of soldiers' grafitti in this painting, which was to become a recurrent

stylistic device in his neo-primitive work.

At the start of 1912 the pace of artistic events in Russia began to change

rapidly. An important event which marked this change of direction in the arts

was the "All Russian Congress of Artists" ("Vserossysky S'ezd Khudozhnikov")
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held in St. Petersburg during December 1 911 - January 912. It was here that

Nikolai Kul'bin read Kandinsky's Concerning the Spiritual in Art" ("0 Dukhovnom

v Iskusstve"), and that the poet Sergei Bobrov gave a paper on "The Foundations

of New Russian Painting" ("Osnovui Novoi Russkoi Zhivopisi"). It is unknown

whether or not Lcirionov attended this conference, but his work was certainly

discussed, as Bobrov referred to him throughout his paper as the exponent of

a new primitivism in painting (5).

In Moscow too the artistic atmosphere was becoming tense and the storm broke

when both Larionov and Goncharova refused to participate in a second "Jack

of Diamonds" exhibition which was to open on 25th January 1912. Members of

the Munich "Der Blaue Reiter" group such as Kandinsky, Marc, and Munter had

again been invited to take part, along with "Die BrUcke" artists such as Kirchner

and a whole range of painters working in France including Gleizes, Van Dongen,

L4ger, Delaunay, Matisse, Picasso and Le Fauconnier. The exhibition was organised

by Lentulov, Mashkov, Konchalovsky and Fal'k, who were to remain at the core

of "The Jack of Diamonds" for a number of years.

Larionov and Goncharova evidently felt that the foreign content of the exhibition

detracted from native Russian talent, and prevented modern Russian art from

developing naturally from its own national traditions such as the icon and 'lubok'.

Attention they felt should be turned more to these art forms, than to the work

of their contemporaries in the West, who were proceeding from different tenets

and a different cultural basis. Nothing short of a complete break with the West

and the establishment of an independant Russian school suited Larionov and

Goncharova. For these reasons they declared the Burlyuks to be enslaved

by 'Munich decadence' and Lentulov, Mashkov and others to be 'conservative and

eclectic Czanneists'. They disassociated themselves from "The Jack of Diamonds"

and began to plan their own society which they called "The Donkey's Tail" ("Oslinuy
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Khvost"). Their first recruits were five artists who had also resigned from

"The Jack of Diamonds", these were Bart, Malevich, Morgunov, Rogovin and

Fon-Vizin. Larionov's brother Ivan joined the group as did a number of the

students at The Moscow School of Painting, Scultpure and Architecture, such

as Kin!! Zdanevich, Mikhail Le-Dantyu, Aleksandr Shevchenko, and Vladimir

Tatlin. Under Larionov's leadership "The Donkey's Tail" began to organise their

own exhibition, which they planned to open after the second "Jack of Diamonds"

exhibition, thus stealing their thunder.

The show-down between the two groups occurred during the "Jack of Diamonds"

conference held in the Museum of The Polytechnic School of Moscow on

12th February 1912. At the conference Nikolai Kul'bin gave a talk on Kandinsky,

which was followed by a reading of Kul'bin's essay "The New Art as the Basis

of Life" ("Novoe Iskusstvo Kak Osnova Zhizni"). It was David Bunlyuk who ended

the evening with a lecture "On Cubism and other Directions in Painting" ("0

Kubizme i Drugikh Napravleniyakh v Zhivopisi"). Following this there was a

question time, in which the art critic Maksimilian Voloshin voiced his protest.

However, as Livshits says:

"The debate would probably have finished peacefully, had it not been
for the appearance of a slender woman dressed in block ... In a
resonant, dry voice, she expressed her protest. Among the paintings
which David Burlyuk had shown as part of the Knave of Diamonds
endeavor were two of her pieces, 'Spring in the Town' and 'Spring
in the Country'. This was juggling with the facts because she,
Goncharova, belonged to another group, The Donkey's Tail.

These words brought forth indescribable laughter from all quarters.
Some people even regarded them as a slip of the tongue.

Straightening herself up, Goncharovo bore through a tense pause
and retorted reproachfully:

'There's no point in laughing at a title. Before you do that, look
round the exhibition when it opens - then you can laugh, but it's
stupid guffawing now.'

She said this so imposingly that the audience grew quiet. The
laughter died down.

'Cubism' continued Goncharova, 'is a positive phenomenon, but it is
not altogether a new one. The Scythian stone images, the painted
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wooden dolls sold at fairs are cubist works. True they are sculpture
and not painting, but in France, too, in the home of Cubism, it was
sculpture - Gothic sculpture - which served as the point of departure
for the movement. For a long time I have been working in the
Cubist manner, but I condemn the position of the Knave of Diamonds
without hesitation. It has replaced creative activity by theorizing
Contrary to Burlyuk, I maintain that what the artist depicts has
mattered and will always matter even though how he embodies his
conception is extremely important'

After Goncharova, Larionov commenced with a dithyramb to the
Donkey's Tail, but the audience refused to listen. Through the noise,
the whistles and the shouts of 'Get outta here!' he yelled out
incoherent phrases about the conservatism of the Knave of Diamonds,
about the originality of the French artists and about the robbery of
Donkey's Tail members by the Knave of Diamonds. In exasperation
he banged his fist on the lectern and left the stage to the howls and
whoops of the entire hail.

That's how this historic debate ended, the first of our subsequent
public appearances. It set off the feud between the Knave of
Diamonds and the Donkey's Tail and haloed in scandal the supporters
of the new art ..."

(Livshits, 1933, in 1977, B. 582, pp. 82-84)

The title of their new group and exhibition, "The Donkey's Tail" was derived from

a famous artistic hoax which had taken place at the "Salon des Ind4pendants" in

Paris in 1905. The art critic Roland DorgeIs, Frdric G4rard the proprietor of

the Montmartre cafe the "Lapin Agile", and some of their friends, had tied a

paint brush to the tail of a donkey called "Lob". On being fed, "Lob" unwittingly

painted a picture which the group called "Sunset over the Adriatic". The work

was then exhibited at the 1905 Salon under the name of Joachim Raphael Baronali

and apparently passed un-noticed (6). Larionov probably read about the story in

a review of Izdebsky's first "Salon" written by Il'ya Repin for The Stock News

(Birzhevuiya Vedomosti) in 1910 (B. 634). Here Repin told the story of the

donkey's tail and then used the term throughout his review as a critical epithet

for the many works he was unable to stomach. In adopting the title for his own

group Larionov thus beat the critics with their own stick.

The much publicised "Donkey's Tail" ("Oslinuy Khvost") exhibition opened on

11th March 1912 in the Stroganov School in Moscow, and it eclipsed "The Jack
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of Diamonds" in both size and scandal. There were over 300 items on exhibition

of which 58 were by Larioriov. He showed a number of recent "Soldier"

paintings: "Dancing Soldier", "Sonya the Camp Follower", "Study near the Camp",

"Morning (Motif from a Soldier's Life)", "Soldiers - Sketch", "Trooping the Colour"

and "Morning in the Barracks" (ill. 24). This was the first occasion on which these

paintings had been shown, suggesting a date of 1911 or even early 1912 for their

execution.

For the first time Larionov also exhibited works from the series "An Imaginary

Voyage to Turkey". In later years Larionov used to tell the story that whilst he

was at The Moscow School he won a bursary to travel to Turkey, but in fact

kept the money and went to Tiraspol instead. There he painted some works on

Turkish themes to convince the School authorities that he had been to Turkey

(Chamot, 1 973, B. 479, p. 496). The story is undoubtedly apocryphal, but the

theme of Turkey and its art forms runs throughout Larionov's work, and his

interest may well have been stimulated whilst at The Moscow School. The two

paintings which he exhibited at "The Donkey's Tail", however, "Turk" (ill. 25) and

"Mistress and Maidservant" (ill. 26), both sub-titled "From an Imaginary Voyage

to Turkey", date from 1911 or early 1912.

A third group of Larionov's paintings which were shown for the first time at the

exhibition, indicates his growing interest in the relationship between photography

and art, and in the visual qualities of the photographic image and their artistic

application. Such works included: "Photographic Study from Nature of a City

Street", "Instantaneous Photograph", and "Photographic Study of Spring Snow Melt".

The painting "Scene-The Cinema" (ill. 27) points to a keen interest in cinematography

also.

A fourth trend was exemplified by works such as "Study of a Woman" (ill. 28) and
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"Soldier's Headt' (iii. 29) which represent Larionov's first tentative steps

towards the development of rayist painting. Both of these works employ for

the first time black ray-lines which are used to outline and delineate the heads

and to create ambiguous spatial planes around them. Although these two

paintings are not fully rayist works they seem to have acted as preparatory

studies for Larionov's first rayist portrait, "Portrait of a Fool" executed later

in the year, and they can be regarded as Larionov's first response to the painterly

trends initiated by Cubism.

The reviewers of "The Donkey's Tail" exhibition were openly hostile to such

paintings, perhaps the only exception was Maksimilian Voloshin who wrote an

entertaining, explanatory and descriptive review, which stands out from the rest

by virtue of its informative and fair criticism. Voloshin compared Larionov and

Goncharova to the mischievous "Kriksui-Varaksui", fictional characters from a

story by Aleksei Remizov, who burst into a priest's kitchen garden and wreak

all kinds of havoc. As to the exhibition itself, he found the titles in the catalogue

to be more alluring than the paintings, which were:

"... broad, sketchy, often talented works, yet always casual and
failing to conceal within themselves a sneer at the audience.
Besides that, one can observe a particular predilection amongst
all the exhibitors of "The Donkey's Tail" for depicting the soldier's
life, camps, hairdressers, prostitutes and chiropodists

we discover much of both interest and talent at the exhibition.
"The Donkey's Tail" do not seek or follow a definite path - they
experiment. And they exhibit all their experiments. In expressiveness
there are some very successful ones amongst these, such as
"Icebreakers" and "Storm" by Goncharova, "Sonya the Camp Follower"
and "Bathing Soldiers" by Larionov, and almost all the drawings by
Bart."

(Voloshin, 1912, B. 435, pp. 105-106)

The exhibition ended on April 8th, but not before an incident with the police.

The Public Censor took the 'tail' of the donkey to be an allusion to another part

of its anatomy, and advised the police to confiscate an entire row of religious

paintings by Goncharova, on the grounds that to show them in an exhibition with

such a title was blasphemous.
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Despite Larionov's outcry against "Munich decadence" and his refusal to allow

artists working abroad, with the exception of Chagall, to exhibit at "The Donkey's

Tail", both he and Goncharova were prepared to exhibit their work in Munich in

February 1912 (New Style Calendar) at the "Zweite Ausstellung Der Blaue Reiter",

which was restricted to graphic work. Larionov contributed a drawing entitled

"Soldier's Head", and Goncharova exhibited, amongst others, "Grape Harvest",

which she allowed Kandinsky and Marc to reproduce in their forthcoming

almanach Der Blaue Pelter of May 1912.

Larionov also maintained a close relationship with "The Union of Youth" in

St. Petersburg, and following the closure of "The Donkey's Tail" arranged for a

selection of the paintings to be shown in a special section of "The Union of Youth"

exhibition of May 1912. To accompany the exhibition the "Union" decided to

publish an almanach entitled The Society of Artists "The Union of Youth" No. 1

(Obshchestvo Khudozhnikov "Soyuz Molodezhi" 1). The almanach was similar in

conception to that of Kandinsky and Marc, which was published in the same

month. It contained articles on Chinese poetry, Persian art, contemporary Russian

painting and an essay by the art critic Vladimir Markov (the pseudonym of Waldemar

Matvejs). A second almanach with the same title was published by the "Union" in

June in which the themes of the first almanach were continued. Paintings by

"The Union of Youth" members were reproduced and two Italian Futurist manifestos

were translated into Russian (see p. 211).

The involvement of "Union of Youth" artists in publishing was not an entirely

new sphere of activity. Already in 1910 Nikolai Kul'bin had published The

Impressionists' Studio (Studiya Impressionistov), to accompany the exhibition of

that name, in which he published poetry by David Burlyuk, Khlebnikov and himself,

as well as an article on "Free Art as the Basis of Life" ("Svobodnoe Iskusstvo

kak Osnova Zhizni"), a monodrama by the theatrical writer and director, Evreinov,
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and an article on Javanese puppets. Shortly after this, in May 1910, David

Burlyuk, Khlebnikov, Guro and Kamensky published an almanach of their poems,

with illustrations by Vladimir Burlyuk in a volume entitled A Hatchery of Judges

(Sadok Sudei). These collective art publications were the precursors of a vast

body of works now known as Russian futurist books, the majority of which were

published between 1912 and 1916. During this period Larionov played an important

role in the illustration and production of Russian futurist books, and as each book

had to be approved by the Public Censor before release onto the market, and then

listed in a fortnightly review, The Book Chronicle (Knizhnaya Letopis') (B. 564),

we can obtain accurate dates for Larionov's stylistic development during this

period.

Larionov's first publishing activity took place in collaboration with the poet

Aleksei Kruchenuikh. Kruchenuikh was born near Kherson and had become a

secondary school art teacher there when he first met the Burlyuks. It was

through their influence that he moved to Moscow, was introduced to the avant-

garde and gave up painting for poetry. As a poet his name became associated

with that of Khlebnikov, with whom he developed a new poetical language

called "Zaum" ('za' = beyond, 'urn' = the mind). "Zaum" utilized vowels,

consonants, syllables and part-words, which conveyed no conventional meaning

whatsoever, and of which only the sounds were important. Kruchenuikh was also

an avid publisher, and during 1912 and 1913 wrote and published many works which

were illustrated by Larionov and Goncharovci.

Their first venture took place in the summer of 1912, when Kruchenuikh published

a series of "Donkey's Tail" postcards with designs by Larionov, his brother Ivan,

Goncharova, Tatlin and Shevchenko. Larionov supplied about 12 different drawings

for reproduction most of which were based upon his recent paintings such as

"Bread" (iii. 22), "Resting Soldier" (ill. 23), "Self Portrait" (ill. 74), "Mistress and
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Maidservant" (iii. 26). All but two of the postcards were designed in a crude

neo-primitive style. "Sonya the Bitch" (ill. 30) for example, combines the

device of disproportionate limbs forcefully outlined in bold black contours and

arranged in an unnaturalistic manner, with ugly striations and child-like grafitti

letters incorporated into the composition. "The Street" and "The City" however

are more akin to the work of Delaunay and Boccioni. Delaunay's work had been

on view at the second "Jack of Diamonds" exhibition in the spring, and Italian

futurism was now becoming accessible through translations of manifestos, such

as those which had appeared in the "Union of Youth" almanach, and through

international exhibitions which were accompanied by illustrate.d catalogues.

International exhibitions not only provided opportunities for a cross-fertilisation

of ideas and stylistic techniques, but also contributed to an artist's reputation

and international standing. Consequently Larionov continued to exhibit his works

abroad whenever possible, and during the summer of 1912 was invited to contribute

to Roger Fry's "Second Post-Impressionist Exhibition". The artist Boris Anrep,

who was the organiser of the Russian section, visited Larionov and Goncharova's

studio at this time to choose the works to be shown. His final choice included

Larionov's "Soldiers" and Goncharova's "Apostles", a triptych which had been

confiscated from "The Donkey's Tail". Unfortunately, owing to a delay in

transport, the paintings did not arrive in London in time for the opening of the

exhibition in October 1912 and were exhibited alongside works by Bell, Braque,

Derain, Vlaminck, Grant, Lewis, Matisse, Picasso, Spencer and Van Dongen only

in November.

The autumn of 1912 was a particularly productive time for both Larionov and

Goncharova. They were both working in collaboration with Kruchenuikh and

Khlebnikov on the production of futurist books, and were also making a break-

through in their painting. Goncharova was illustrating Khlebnikov and Kruchenuikh's
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book A Game in Hell (Igra v Adu) (B. 2), whilst Larionov was illustrating

Old Time Love (Starinnaya Lyubov') (B. 3). Both books were published in mid-

October in a run of 300 by Kuz'min and Dolinsky, who were to become the

chief publishers of futurist books in Moscow.

A Game in Hell (Igra v Adu) told the story of a card game between the sinners

and the devils in Hell. The printed text of the poem imitated church slavonic

lettering and Goncharova's illustrations appropriately drew on the traditional

depiction of Hell and its devils in icons, church frescos and 18th Century 'lubki'.

Old Time Love (Starinnaya Lyubov') on the other hand was a collection of poems

by Kruchenuikh which parodied 19th Century romantic and provincial love poetry

- hence the title of the book. Amongst Larionov's six illustrations for Old Time

Love (ills. 31 - 33), some were executed in a totally new style - rayism.

The term rayism (luchizm) was invented by Larionov in autumn 1912 and referred

to a style of painting which was based upon a theory of perception which Larionov

elaborated principally between 1912 and 1914. At this early stage, however, the

theory was relatively simple; Larionov stated that light rays proceed from a source

of light, but when they come into contact with an object they are refracted or

reflected. Having been reflected the rays then intersect each other in such a

way that they create what Larionov calls "immaterial objects" and "intangible

spatial forms".

At first Larionov's practice of this theory in his painting and drawing took the

form of 'realistic rayism' ('realistichesky luchizm'), which represented that stage

of his theory in which objects reflect rays of light in clusters. Such clusters of

rays can first be observed in the illustrations for Old Time Love (Starinnaya Lyubov')

(ill. 33), where they spring up to fracture and obscure the image of the nude.

Larionov applied the same theory in his painting "Glass" (iii. 34) of autumn 1912,
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which is a fine example of realistic rayism. Here a variety of glass objects on

a table reflect rays of light, the wine glass, tumblers, bottles, even the table

top, throw off rays in both individual lines and clusters. These rays appear to

be responsible for certain perceptual illusions, the shattering of forms such as

the wine glass and green bottle, and the generation of secondary images, the

"immaterial objects", such as the double neck of the brown bottle.

The painting "Rayist Sausage and Mackerel" (iii. 35) also of autumn 1912, depicts

the same phenomenon. Here thick clusters of rays sprout from the ends of

sausages, from the corners of the fish tray and from nearby objects. In their

intersection the rays create ambiguous planes, which themselves intersect and

slide across the surface of the painting, creating "intangible spatial forms". These

are even more evident in the other major rayist canvas of this period, "Portrait of

a Fool" (iii. 36). In this strange self-portrait ray-lines divide the painting into

planes which seem to shift and move, and which have no representational function

other than indicating the salient features of the portrait. Whereas the clusters of

rays which spring from everyday objects, as in "Glass" and "Rayist Sausage and

Mackerel", was an innovative device, the rayism of "Portrait of a Fool" represents

a development of the devices used in earlier works such as "Study of a Woman"

(ill. 28) and "Soldier's Head" (ill. 29). In particular, the integration of the head

with its background or context, first attempted in the two early paintings by

means of extended lines, is now completed in "Portrait of a Fool" by a thorough

grid of ray-lines and planes which unites the picture plane into a mosaic of

triangles, quadrilaterals and irregular planes.

These first three rayist canvases by Larionov, "Glass", "Rayist Sausage and

Mackerel" and "Portrait of a Fool", all seem to have been completed during the

autumn of 1912, and were all exhibited for the first time in December 1912.

"Glass" was shown at the Moscow "World of Art" exhibition, which in early 1913
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toured to St. Petersburg and Kiev. "Rayist Sausage and Mackerel" and "Portrait

of a Fool" were both exhibited in the St. Petersburg "Union of Youth" show,

where many of the other members of the avant-garde such as the Burlyuks,

Malevich, Matyushin, Puni, Rozanova, Shevchenko and Tatlin were also exhibiting.

In this way Larionov publicised his new departure to the fullest extent.

The critical response to Larionov's first rayist paintings was somewhat mixed.

The art critic of Apollo (Apollon), Sergei Makovsky who wrote under the pseudonym

of Essem, claimed that it was unthinkable for the old-guard of "The World of Art",

such as Benois, who stood for "the creed of high artistic culture", to tolerate and

even exhibit with the representatives of "the new trends of art", such as Larionov.

Makovsky even advised:

'The World of Art' should continue to be yet more severe in
establishing 'boundaries', and should ban from its exhibitions of
paintings works in the manner of "Glass" by M. Larionov (rayist
method!?)."

(Essem, 1913, B. 502, p. 57)

Benois himself, however, seems to have remained unshaken by the works of his

fellow exhibitor. In his review of "The Union of Youth" exhibition, Benois was

at greater pains to point out the "nonsense" of works by Malevich and Burlyuk,

rather than the folly of rayism. When he did turn his attention to Larionov he

found "Rayist Sausage and Mackerel" to be "frankly modest" and the title of

"Portrait of a Fool" to be far more exciting than the actual painting itself.

This review by Benois, published in Discourse (Rech') on 19th December 1912

(B. 461) is of crucial importance in the dating of this "Union of Youth" exhibition,

and hence in attributing a date to the genesis of rayism. The cover of the

catalogue is ambiguously dated, suggesting the duration of the exhibition to have

been from December 1911 to January 1912. Benois' review proves beyond doubt

that a printing error occurred on the cover of the catalogue, and that the exhibition

was actually held during December 1912 to January 1913. Thus the first rayist
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paintings were all exhibited for the first time in December 1912. Taken together

with the stylistic progression that we can observe between paintings such as

"Soldier's Head" and "Portrait of a Fool", and with the first publication of rayist

drawings in Old Time Love (Starinnaya Lyubov') in October 1912, we can say that

the genesis of rayism ocurred in the autumn of 1912, and not before.

However, in later years Larionov claimed that he had executed and exhibited

his rayist paintings some years before, and as some art historians have based

their work upon his assertions, this has led to a complex chronological problem

in respect of rayism. Larionov maintained that his first rayist painting, "Glass",

had been executed in 1909 and was exhibited in that year in the "One Day

Exhibition of The Work of M.F. Larionov" in The Society of Free Aesthetics. In

fact this exhibition did not take place until December 1911, and even then a

painting by this title was not recorded either in the catalogue or described in

reviews. No previous exhibition of Larionov's work at The Society of Free

Aesthetics is known. The evidence above points to a date of 1912 for the

execution of "Glass", and until corroborative evidence can be found, Larionov's

claim to the contrary must be regarded with doubt.

Larionov also asserted that he had published an article on the subject of rayism

as early as January 1910 in the newspaper Morning of Russia (Utro Rossii) (see p. 13).

In fact a close scrutiny of this paper reveals no such article. We should also

treat with care a claim published first by Mme. Larionov and F. Daulte (in George,

1966, B. 376, p. 116) and reproduced in Loguine (1971, B. 388, pp. 18-19 and n. 24),

that during 1910 Larionov gave a lecture on rayism in the studio of the sculptor

Kraft or Kracht in the Presnya district of Moscow. At present no evidence has

been located to substantiate this claim.

Laying aside Larionov's rather dubious claims, the evidence we have points to the
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autumn of 1912 as being the period in which Larionov first began to work in his

rayist style. To date rayism to an earlier period would be stylistically unconvincing

given the development already established for Larionov's work. Furthermore, we

have the testimony of Boris Anrep that Larionov had executed no rayist paintings

by the summer of 1912. Anrep clearly remembered his visit to Larionov's studio

in order to select works for the "Second Post-Impressionist Exhibition", and later

told Mary Chamot that he had seen no rayist works there at all (Chamot, 1979,

B. 358, p. 12). Whilst Anrep's statement is not conclusive it is certainly of

importance.

During the same period Larionov also began to elaborate his neo-primitive style.

Neo-primitivism arose primarily as a reaction against academic artistic

conventions, which Larionov viewed as harmful western influences first introduced

under Peter the Great. In their place, Larionov wished to develop an art based

upon the principles of national and popular artistic traditions, which had an

immediacy and power of expression.

Although neo-primitivism as a self-conscious movement developed only in late

1912 and 1913, Larionov had already been working from traditional Russian art

forms for some years. As early as 1909 Larionov had referred to the style of

'lubki' and signboards in his painting "Walk in a Provincial Town" (iii. 15), and

since then he had become interested in the stylistic devices of icons and folk

art. More recently, however, a whole new range of such source material was

being exploited by other artists such as Kandinsky and Marc in Munich, who had

reproduced numerous illustrations of ethnic, folk and children's art forms in their

almanach Der Blaue Reiter of May 1912. In response, Larionov, during the

latter half of 1912, began.to broaden the base of his own neo-primitivism, drawing

on such disparate sources as classical mythology and shamanism for the content

and imagery of his paintings, and prehistoric, ancient and tribal, as well as
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national and popular artistic traditions for stylistic expression.

The first fruits of this new, broader conception of rieo-primitivism were the

paintings "Spring" (ill. 37), "Summer" (ill. 38) and "Bastard Russian Venus" (iii. 41)

(7), which were exhibited for the first time alongside Larionov's rayist canvases in

both the Moscow "World of Art" exhibition and the St. Petersburg "Union of Youth"

exhibition of December 1912. They are deliberately crude works in title, execution

and style, and yet are remarkable not only for their expressive qualities, but for

their common pictorial vocabulary. Pagan deities such as Venus and the goddesses

of "Spring" and "Summer", the cat, the flying bird, the strange trees, 'puti' and

the horse-like animal with smooth curved back, occur again and again throughout

Larionov's neo-primitive work of the next two years. The style of the paintings

was thoroughly eclectic, drawing upon many types of 'primitive' art, such as

'lubki', icons, tribal art, ancient and classical art which Larionov combined in

"Spring" and "Summer" to create a remarkable 'tour de force'. Even Benois was

impressed when he saw the paintings at "The Union of Youth" exhibition:

"... I am not being at all ironic when I say that I do enjoy the artistic
at such exhibitions. And, honestly, there is even something artistically
exciting by Larionov, "Spring"."

(Benois, 1912, B. 461).

During the course of the exhibition, Larionov was completing work on two other

paintings in this "Seasons" series, "Autumn" (ill. 39) and "Winter" (ill: 40). He

was also supervising the publication of another futurist book, The World Backwards

(Mir s Koritsa).

The World Backwards (Mir s Kontsa) (B. 4) was a collection of poems written by

Khlebnikov and Kruchenuikh, and illustrated by Larionov, Goncharova, and their

two "Donkey's Tail" colleagues Tatlin and Rogovin. From a typographical point

of view the book was particularly innovative. The cover was adorned with a

paper flower individually cut out by Goncharova, the texts of the poem were
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printed on odd pages, some in mimeographed handwriting, and some in letter

stamps of different sizes. The poems themselves contained deliberate

typographical errors such as spelling mistakes, irregular spaces between words,

capital letters scattered throughout the text, one poem was printed sideways,

and another was made up of letters printed in mirror image form.

The book was profusely illustrated with neo-primitive and rayist drawings.

Larionov alone contributed a rayist study of "Lady at Caf Table" (iii. 42), the

monstrous neo-primitive head of "Akhmet" (iii. 43) and "Ozz" (iii. 45), an eclectic

drawing, "Street Noises" (iii. 44) which combined cubist, futurist, rayist, and neo-

primitive elements, and two untitled neo-primitive drawings for Khlebnikov's

poem "Selenochka", one depicting some kind of procession or ritual (ill. 46) and

the other the familiar flying bird (ill. 47), an image already noted in the paintings

"Spring" and "Summer", and which Larionov would reproduce again and again in

other futurist books.

On publication of World Backwards (Mir s Koritsa) in December 1912, David Burlyuk

and his group were preparing their own book, A Slap in the Face of Public Taste

(Poshchechina Obshchestvennomu Vkusu). This anthology of poetry and prose by

Kruchenuikh, Khlebnikov, Mayakovsky, Livshits, the Burlyuks and Kandinsky,

although it was bound in coarse sack-cloth, was printed without any of the

typographical innovations that are found in World Backwards. However, the book

included a provocative manifesto which attacked and vilified Russian writers of

the past and present. When the almanach was published in January 1912, the

manifesto caused a furore, and shortly afterwards, in February, Burlyuk piled coals

on the fire by having the manifesto re-published as a leaflet with a group

photograph. The Russian avant-garde was becoming a self-conscious movement.

Concurrent with the publication of A Slap, Larionov and Goncharova were again
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collaborating with Kruchenuikh. Goncharova was drawing illustrations in rieo-

primitive style for his book Two Poems : Hermits, The Hermit Woman (Dye

Poemui Pustuinniki, Pustuinnitsa) (B. 5), which was published at the end of

January 1913, whilst Larionov was working on illustrations forHalf-Alive

(Poluzhivoi) (B. 6) and Pomade (Pomada) (B. 7), which were both published in

mid-February.

Half Alive (Poluzhivoi) was one long continuous poem written by Kruchenuikh,

the setting of which is a battle field, and in which the poet describes images

of war and violence. Some of Larionov's neo-primitive style illustrations reflect

these bloody images, whilst others portray strange and solitary elongated figures

(ill. 48). Pomade (Pomada) was a particularly important book, as it was here that

Kruchenuikh published for the first time an example of his "Zaum" poetry. The

poem "Duir Bul Shchuil" was made up of words which had no conventional

meaning, only the sounds were important, and were credited as having some kind

of international signification. To accompany this book of Kruchenuikh's poems

Larionov designed illustrations in a variety of styles. The cover featured a neo-

primitive 'putto' rubbing pomade into an enormous head (ill. 49), whilst inside

there was a portrait executed in a series of fine intersecting arcs, entitled "Woman

with Hat" (ill. 50), a flea-primitive drawing of a crouched figure entitled "The

Songstress" (ill. 51), a neo-primitive head obscured by thick ray-lines (111. 52), a cubist

acrobat, some ambiguous rayist drawings and a reproduction of the flying bird motif.

By early 1913 Larionov, Goncharova and the Burlyuks had overcome their

differences which had led to the split between them at the "Jack of Diamonds"

debate the year before. Both parties were now reconciled by virtue of their

common bonds. Kruchenuikh and Khlebnikov, for example, moved freely between

the Larionov and Burlyuk groups. Furthermore, both groups found common ground

in "The Union of Youth", both had exhibited with the "Union", and in February 1913
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were finally reconciled under its auspices. The 1 Union H had organised two

evenings of lectures and debates at the Troitsky Theatre in St. Petersburg on the

theme of new styles in painting and literature. Both Larionov and David Burlyuk

were invited to speak on the first night, and did 50 amicably. Burlyuk lectured

on "Painterly Counterpoint" ("Zhivopisnuy Kontrepunkt"), whilst Larionov delivered

a lecture on "Rayism" ("Luchizm") (8).

Another project organised at this time by the "Union of Youth" and which called

for the collaboration of Larionov, Goncharova and the Burlyuks, was the book

A Hatchery of Judges H (Sadok Sudei II) (B. 8). It was published at the end of

February under the auspices of the "Union of Youth" composer and painter

Matyushin, and comprised contributions by the majority of the literary and

painterly avant-garde. Poems by Kruchenuikh, Khlebnikov, Livshits, Mayakovsky,

David and Nikolai Burlyuk, and the "Union" poets Guro and Nizen, were printed

on the reverse side of patterned wall paper, and were illustrated by Larionov,

Goncharova, David and Vladimir Burlyuk, and Guro.

Larionov's two illustrations for the book "Portrait of the Japanese Artiste Hanako"

and "Rayist Portrait of Goncharova" (ill. 53) had little in common with the text.

They both accompanied poems by Khlebnikov such as "Shaman and Venus", which

were written in a neo-primitive manner and dealt with primitive and mythological

themes. Larionov's illustrations, however, represent a development of the style

first observed in "Woman with Hat" (ill. 50). In the "Portrait of the Japanese

Artiste Hanako" (9) the depiction of the head in terms of single and intersecting

arcs has been reduced and simplified to a mere seven curves and a few ray

clusters. In "Rayist Portrait of Goncharova" (ill. 53), the process is much more

complex, although it relies on the same approach of intersecting arcs, diagonal

lines and shaded ray clusters.
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The two drawings are particularly important as they both reflect Larionov's

interest in the East and its art forms. "Hanako" has obvious associations with

Japanese theatre, whilst the short expressive strokes which comprise "Rayist

Portrait of Goncharova" are executed in a style akin to that of ancient Chinese

calligraphy. At this point Larionov not only had an impressive collection of

Chinese prints, but he was a keen student of Chinese art, and shortly after, in

his manifesto Rayism (Luchizm), he made specific reference to the Indian ink

brushstrokes of Chinese artists. Larionov's interest was not confined just to

Chinese art forms at this time, but ranged from other Eastern art forms to

Russian 'lubki' and icons, to a wide variety of ethnic art forms. His personal

collection of nearly 500 items was representative of this wide range of interests.

In fact, during early 1913, Larionov was occupied with the organisation of a large

double exhibition, which featured his own collection as its centre-piece.

The "Exhibition of Original Icon Paintings and 'Lubki" ("Vuistavka Ikonopisnuikh

Podlinnikov i Lubkov") (B. 1 64) was an historical exhibition of popular and folk

art, designed so as to complement the "Exhibition of Paintings by the Artists'

Group 'The Target" ("Vuistavka Kartin Gruppui Khudozhnikov 'Mishen") (B. 165),

an exhibition of contemporary works by Larionov and his group. Larionov was

the organiser of both exhibitions, which opened together on 24th March 1913, on

the premises of The Artistic Salon, No. 11 Bol'shaya Dmitrovko, Moscow.

In the "Exhibition of Original Icon Paintings and 'Lubki", some 640 items were

shown, mostly from Larionov's own collection. He contributed 129 icons, 171

'lubki', 77 Japanese woodcuts, 8 Japanese prints, 39 Chinese prints, 17 Tatar

prints, 10 French 'Epinal' prints, and 1 Buryat 'lubok'. To give the exhibition

a greater breadth, however, Larionov enlisted the help of other collectors. In

particular Larionov borrowed 120 ethnic art objects from the collection of N.y.

Bogoyavlensky, an ethnographer noted principally for his book on Western China,
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and his photographs of North-Eastern Afghanistan (10). Other collectors who

offered exhibits included A.!. Pruibuilovsky who lent 7 Persian prints, N.G.

Arafelov who contributed 8 Persian watercolours, and N.M. Bocharov and I.D.

Vinogradov who lent a total of 53 Chinese prints from their collections.

The catalogue to the exhibition was particularly interesting, not only as it listed

by title every work that was exhibited, but also as it contained two articles by

Larionov and Goncharova, which were intended as an introduction to the

exhibition. Larionov in his "Foreword" ("Predislovie") (B. 73) talked generally

about the origins of the 'lubok' or print, whilst Goncharova wrote on the subject

of "The Hindu and Persian 'Lubok" ("Indussky I Persidsky Lubok"). The art

critic Tugendkhol'd was particularly fascinated by the exhibition but was

disappointed that it was so small:

"The exhibition is extremely interesting in its aim to display the
popular art of various countries, but unfortunately it is rather
sparse. The Chinese popular prints are particularly well represented,
especially interesting are the theatrical prints, as well as the
collection of Turkish-Tator 'lubki' which are also good. However,
in the Japanese section there are too few prints of the 'tJkiyo-e'
school, and in the French too few of the old 'Epinal' prints. In the
Russian section the old ritual 'lubki' from the collection of Rogoviri
are interesting - but there are just so few of all of these exhibits."

(Tugendkhol'd, 1913, B. 429, p. 58)

The critics were not as indulgent, however, when they turned their attention

to the accompanying "Target" exhibition, which included recent paintings not

only by Larionov and Goncharova, but also by their "Donkey's Tail" friends

Romanovich, Levkievsky, Le- Dantyu, Shevchenko, Kirill Zdanevich, Chagall,

Ivan Larionov, Malevich, Rogovin, Anissimov and Bart : A significant omission,

though, was Tatlin. Many young students from The Moscow School of Painting

Sculpture and Architecture as well as ordinary house painters with artistic

aspirations were also invited, and took the opportunity to exhibit with the group.

These included Abramov, Bogomazov, Mikhailov, Belyaev, Ermilov, Novikov,

Olgina, Kseneva, Lipa, Ruchevskaya and Yatsimirskaya.
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A majority of the works on show at the "Target exhibition were executed in

a neo-primitive style which was based principally upon a study of 'lubki' and

icons, such as the fine examples located in the exhibition next door. However,

to emphasise the correspondance between their own work and popular art forms,

Larionov and Goncharova integrated into the "Target" a whole range of 'naive'

paintings and drawings. The work of the two Georgian 'naive' painters,

Paviuchenko and Niko Pirosmanishvili, was exhibited here for the first time,

the "Second Corporation of Sign Board Painters" were invited to show six sign

boards, Shevchenko exhibited 27 childrens' drawings from his own collection and

9 from that of I.D. Vinogradov, and the exhibition also included 20 anonymous

drawings.

Larionov's own exhibits comprised his recent neo-primitive and rayist works,

which must have added to the somewhat motley aspect of the entire exhibition.

The cycle of "Seasons" paintings was now completed and the four paintings

"Spring", "Summer", "Autumn" and "Winter" (ills. 37-40) were joined together

and exhibited as one large panel. Other neo-primitive works of late 1912 and

early 1913 included a series of "Venus" paintings and sketches (iii. 54), such as

"Jewish Venus" and "Moldavian Venus". Larionov's first three rayist paintings:

"Glass", "Rayist Sausage and Mackerel", and "Portrait of a Fool" were once again

exhibited, and for the first time the painting "Head of a Bull" (ill. 55) was shown,

a peculiar hybrid of rayist and neo-primitive styles, where a leering bull's head

sprouts not only horns but thick and ungainly bunches of rays.

In order to celebrate the opening of the two exhibitions and to gain maximum

publicity, Larionov and Goncharova organised a public debate on comternporary

art on the first night. They even invited a 'guest-star' to perform for them, a

certain actor from St. Petersburg named Zhdanov (11). Unfortunately the

evening ended in uproar and reached the front pages of the following day's
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newspapers such as Discourse (Rech') which carried the headline: "Scandal at

Meeting" and described the events:

Zhdanov explained about the new beauty, which introduces futurism
into art. He illustrated his talk by all sorts of tricks: on the screen
was projected Venus de Milo. Then Zhdanov in a variety act
demonstrated a shabby boot of American style and tried to prove
that the boot was superior to the Venus de Milo. The end of the
debate was marked by an immense scandal. The presiding chairman
Mr. Lorionov deprived one of the critics of the right to speak. The
audience protested, surrounding the stage. Running up, Larionov
threw an electric light bulb into the audience, then the water
decanter. Someone from the presidium hurled a chair into the
audience and made off. A student shouted that he had caught the
man who threw the chair into the crowd and boxed his ears. A
genuine fight began. The police were brought into the hail and the
meeting was terminated."

(Rech', 1913, B. 409)

Inevitably, the events of the first night coloured the public's attitude toward

the two exhibitions, and the critics became even more hostile. In particular the

press now began to refer to the Russian avant-garde as 'futurists' ('futuristui'),

not only because of the chaos which inevitably accompanied their debates, and

which had characterised the Italian futurist cabaret evenings of 1910, but also

because of a genuine interest on the part of some Russians, such as Zdanevich,

in Italian futurism (see pp. 211-212). In fact the attempt to prove that an

American shoe was more beautiful than the Venus de Milo, at the opening night

of "The Target", was clearly inspired by Marinetti's "The Founding and Manifesto

of Futurism", published in Le Figaro in 1909, in which he declared:

"... a roaring car that seems to ride on grape shot is more beautiful
than the Victory of Samothrace."

(Marinetti, 1909, in Apollonio, 1973, B. 444, p. 21)

Consequently, from early 1913 onwards the press began to identify the Russian

avant-garde with their Italian contemporaries, and in fact, throughout 1913 and

1914, both the Larionov and Burlyuk groups referred to themselves as futurists.

The art critic Tugendkhol'd, writing for Apollo (Apollon) found the opening evening

of "The Target" to be "deplorable", and certain sections of the exhibition itself,
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such as Malevich's contribution, to resemble "a chaos of steam-boilers and

cylinders". Tugendkhol'd was however one of the more objective critics, and

apart from a few jokes at Larionov's expense, he found time in his review to

discuss rayism at some length. He presented its basic theory, compared it with

neo-impressionism (as both movements, he said, attempted to reduce the natural

world to its scientific fundamentals), and discussed the rayist paintings on

exhibition at "The Target" in a favourable light. And when discussing the neo-

primitive aspirations of the group, Tugendkhol'd almost became their apologist:

"It's very good that Larionov collects original icons and 'lubki' with
such love ... original icon paintings, eastern and Russian 'lubki', popular
toys, and exhibits such as sighboards and the works of house painters
are representative of the collective tastes of "The Target", of their
love of folklore. This is a highly gratifying circumstance, indicating
that our young artists are not terribly satisfied with either false
individual pride or the neat aestheticism of the Francophiles, but are
seeking some objective ground on which they can stand in our
cosmopolitan and anarchistic times."

(Tugendkhol'd, 1913, B. 430, p. 58)

Larionov and Goncharova's study of Ancient, Eastern and popular Russian art

forms did not preclude the development of rayism; indeed both artists believed

rayism to be an indispensable corollary of these art forms and of their neo-

primitive style. It was during early 1913 that Larionov's ideas about rayism began

to develop. He elaborated them in a booklet entitled Raysim (Luchizm) (B. 9),

which was published in the last week of April by Tsezar Myunster, in an edition

of 1,000 copies. The booklet is written in a complex manner, after the first

few pages there are no apparent links between the paragraphs or the themes which

Larionov discusses. One has to piece his concepts together and at some points one

feels that Larionov himself becomes confused. The text opens with a discussion of

the concept of style, in which Larionov cites a wide range of artistic movements

and periods from the Stone Age to impressionism and from locations as diverse

as Africa, Australasia, China and Europe. He then gives a resumé of the

development of European Art since impressionism and describes cubism, futurism
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and orphism at some length, which allows him to discuss the growing interest of

artists in the purely painterly aspects of their art such as structure, colour, line

and texture.

Larionov then proceeds to present an argument for non-objective art, although he

does not actually use the terms 'non-objective' ('bespredmetnuy') or 'abstract'

('abstraktnuy'). He uses the example of an art collector who buys the paintings

of one artist, not because he values the content of the picture or what is

depicted, but because he values the distinctive and unique way in which that

particular artist manipulates colour and line. This, Larionov says, is why a

collector prefers the work of one artist to that of another, even though both

artists may have painted the same subject. He then justifies non-objective

painting by explaining:

"... the majority of dilettanti would think it very strange if objects
as such were to disappear completely from a picture. Although all
that they appreciate would still remain - colour, the painted surface,
the structure of the painted masses, texture."

(Larionov, 1913 in Bowlt, 1976, B. 49, p. 96)

Rayism, he continues, introduces painting to such purely painterly problems as

structuring the colour, surface texture and line of the painting so as to provoke

a sensation within the viewer.

At this point however, Larionov does not follow this course to its logical

conclusion. Art, he maintains, must in some way relate to everyday 'concrete'

life. Thus, rayism combines the purely painterly concerns of the artist with a

new rayist perception of the world. Larionov reminds us that our visual faculties

are not accurate, in that when we see an object, it is not the object itself which

we see, only the light rays which it reflects. Larionov suggests that we correct

this by adopting a scientific approach in depicting what we see, an approach based

on certain tenets, such as "the doctrine of luminosity", and our knowledge of

radioactive rays, ultra-violet rays and reflectivity. If we paint what we know we
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see, as opposed to the incorrect images which we experience, we must paint not

only the sum of reflected light rays from an object but all the reflex rays from

nearby objects too. This, Larionov declares, is realistic rayism, and represents

"the most complete reality of the object". Czanne was a precursor in this

respect. He noticed the reflex rubbing of part of one object against the reflected

rays of another, hence the displacement of objects in his work.

Finally, Larionov proceeds to dispense with objects of this world altogether and

advocates that we should concern ourselves only with the reflected rays themselves.

If we do this, Larionov says, we con 'build' a picture by painting the forms which

are 'constructed' in the space between objects by the intersection of the reflected

light rays. Paintings such as these still have their basis in 'concrete' life even if

they do not depict it, and everything that the art connoisseur looks for in a painting

will still be present. The colouration of these paintings is extremely important as

the density, texture, inter-relationship and "pressure intensity of dominant colours"

contribute to the "significance and expressiveness" of these new spatial forms.

Consequently the sensation that the picture evokes will be extraordinary, in fact

Larionov associates it with a sensation of the fourth dimension. He triumphantly

concludes:

"Hence the natural downfall of all existing styles and forms in all the
art of the past - for they, like life, are merely objects for rayist
perception and pictorial construction.

With this begins the true liberation of painting, and its own life
according to its own rules."

(Larionov, 1913 in Bowlt, 1976, B. 469, pp. 99-100)

The six reproductions which follow the text of Rayism (Luchizm) are meant to

illustrate certain points; for example "Rayist Sausage and Mackerel" (iii. 35)

illustrated what Larionov had referred to as realistic rayism, as it depicted not

only the clusters of rays, but the fish which reflected them. "Rayist Construction

of a Street" (iii. 56) on the other hand, represented the stage of rayist theory in
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which the reflecting object was ignored in favour of the spatial form created by

the intersection of its reflected rays in space. Here any reference to a street

has been omitted from the drawing and the only subject appears to be the ray-

lines which have been reflected from walls, windows and pavements. "Rayist

Construction of a Street", which was probably executed in early 1913, and a

drawing of clusters of rays by Goncharova, entitled "Rayist Construction", which

was also reproduced, have the distinction of being two of the very first non-

objective works in Russian art.

The publication of Rayism (Luchizm) is an event of great significance in the

history of modern Russian art. The document represents the first published

discussion in Russian of what was to become known as 'non-objective' painting,

or as Larionov put it, painting in which objects completely "disappear" from the

picture. As such it must have had an important impact upon Malevich at this

time, as well as upon the post-Revolutionary work of Popova and Rodchenko,

in fact many of their gouoches and paintings after 1917 bear a distinct similarity

to "Rayist Construction of a Street". The other important feature of the booklet

is Larionov's emphasis on the idea of 'constructing' or 'building' a painting

according to a specific method. Again it represents the first publication in

Russian of such an idea, and although Larionov uses the word 'postroenie'

('construction') as opposed to 'konstruktsiya' ('construction'), the idea was of

undoubted importance in the development of constructivism (konstruktivizm) in

Russia in the early 1920's, and may well have been transmitted through Tatlin.

Following the publication of Rayism (Luchizm), Larionov and his "Target" group

grew further away from Burlyuk's group which now called itself "Hylaea", and

also from "The Union of Youth". During the organisation of Larionov's two

recent exhibitions, the "Hylaea" group had published another anthology entitled

Prayer Book of the Three (Trebnikh Troikh) (12) and had also collaborated with
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"The Union of Youth" on the production of a third "Union" book entitled Union

of Youth 3 (Soyuz Molodezhi 3) published in March 1913. However, unlike the

Hatchery of Judges 11 (Sadok Sudei II), Larionov and Goncharova were not invited

to participate. Larionov had also forsaken the publishers Kuz'min and Dolinsky,

perhaps because of their work for "Hylaea", and approached Myunster, who was

now to become his regular publisher. Also, the fruitful few months of collaboration.

with Kruchenuikh had come to an end; Kruchenuikh had married the artist Ol'ga

Rozanova, and they had moved to St. Petersburg, where now she, Malevich and

Nikolai Kul'bin became the chief illustrators of his books, works such as A Forestly

Rapid (Bukh Lesinnuy), Let's Grumble (Vozropshchem), and Explodity (Vzorval'),

(B. 10), all of which were published in early June. Although Goncharovo

contributed one illustration to Explodity, this was to be her last collaboration

with Kruchenuikh, and Larionov, after illustrating Half-Alive (Poluzhivoi) and

Pomade (Pomada) earlier in the year, was never to work with him again.

Larionov and his group however, were themselves occupied with the publication of

two of their own books: the monograph Nataliya Goncharova, Mikhail Larionov

(B. 12) written by Il'ya Zdanevich under the pseudonym of Eli Eganbyuri, and a

large anthology The Donkey's Tail and Target (Oslinuy Khvost r Mishen') (B. 13),

which were published simultaneously by Myunster in Moscow in the last week of

July, in an edition of 525 copies each.

Eganbyuri's monograph on Larionov and Goncharovo (see p. 41, ri. 6) represents

the most informative account we possess of their lives and careers as painters

up to 1913. The text of the monograph begins with an historical account of

Russian culture, which Eganbyuri believes is rooted in the Mongol invasions.

Peter the Great he says was a fervent enemy of Russian national traditions, and

since his time, traditional Russian art forms have fallen into decline and have

been dismissed and ignored. The work of Larionov and Goncharova, however, is
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of historic importance, as it represents the first serious consideration of and

return to national artistic traditions. Larionov and Goncharova are heralded

as the discoverers of true Russian art. An account of their lives and work follows,

which is not always accurate, after which are 22 reproductions of works by

Goncharova and 24 by Larionov. As Larionov wanted toappear as modern and

as daring as possible, he only reproduced works which had been painted since 1909,

such as the neo-primitive style "Bread" (ill. 22), "Self Portrait" (ill. 74), hairdresser

and soldier paintings. Rayist works, already reproduced, were illustrated yet again,

with the exception of "Woman's Portrait (Before Rayist Construction)" and

"Drawing" (ill. 57), both of which could have been executed in 1912. Following

the reproductions were a series of tipped-in lithographs by Larionov and Goncharova,

which had been left over from the production of Hermits (Pustuinniki) and Half-

Alive (Poluzhivoi), apart from Larionov's "Reclining Soldier" (iii. 58) which had

not been published before. The monograph concluded with a 21 page chronological

table which gave the dates, titles and buyers of Larionov and Goncharova's paintings

from 1898-1913.

The Donkey's Tail and Target (OslinuyKhvost i Mishen')(B. 13), on the other hand,

was an almanach to which various members of Larionov's group contributed. The

first item was a 7 page manifesto entitled "Rayists and Futurepeople : Manifesto"

("Luchistui I Budushchniki : Manifest") (B. 75), which was signed by Larionov,

Goncharova, Ivan Larionov, Shevchenko, Romanovich, Levkievsky, Bogomazov,

Kirill Zdanevich, and two new-corners, Obolensky and Morits Fabbri. The word

'Futurepeople' ('Budushchniki') was a neologism invented by Larionov to distinguish

his own group from that of David Burlyuk, who from time to time referred to

themselves as "Men of the Future" ("Budetlyane"), a neologism invented by

Khlebnikov. Lcirionov and five of his "Budushchniki" were pictured at the start

of the manifesto in a group photograph which had been taken at the "Target"

exhibition, and which was provocatively inscribed "We do not demand the attention
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of the public, and ask that they do not demand it from us."

It was a polemical and bold manifesto, full of rodomontade, threats, sneers,

and with a strong bias against Western art and the Russian avant-garde itself:

"We, Rayists and Futurepeople, do not wish to speak about new or old
art, and even less about modern Western art ... We, artists of art's
future paths, stretch out our hand to the futurists, inspite of all their
mistakes, but express our utmost scorn for the so-called ego-futurists,
and neo-futurists, talentless, banal people, the same as the members
of the 'Jack of Diamonds', 'Slap in the Face of Public Taste' and
'Union of Youth' groups."

(Larionov et a!., 1913, in Bowlt, 1976, B. 469, pp. 87-89)

Nonetheless, Larionov was still eager to collaborate whenever possible with the

leaders of "modern Western art", and shortly before the publication of the

manifesto, had sent a letter to Kandinsky in Munich, offering to collaborate with

him on a proposed second volume of the almanach Der Blaue Reiter (13).

Furthermore, the deliberately provocative tone of the manifesto in relation to

other art groups was paradoxically contradicted when Lario'riov and his "budu-

shchniki" declared in the same manifesto:

"We acknowledge all styles as suitable for the expression of our art,
styles existing both yesterday and today - for example cubism, futurism,
orphism, and their synthesis rayism ..."

(Larionov et a!., 1913, in Bowlt, 1976, B. 469, p. 20)

This concept of all artistic styles being permissible became an important tenet

for the Larionov group at this time, and it was named "everythingism" (vsechestvo").

Shevchenko, a principal member of the Larionov group, wrote a book at this time

based on the concept: Principles of Cubism and of Other Contemporary Tendencies

in the Painting of all Times and Nations (Printsipui Kubizma i Drugikh Sovrernennuikh

Techenli v Zhivopisi Vsekh Vremen i Narodov) (B. 1 6), which Larionov and Goncharova

'endorsed' by supplying some illustrations of their work. And in November I1'ya

Zdanevich lectured on the idea in Moscow (see pp. 89 & 105, n. 15).
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Following the publication of "Rayists and Futurepeople A Manifesto" ("Luchistui

i Budushchniki Manifest") in The Doneky's Tail and Target (Oslinuy Khvost i

Mishen') almanach, each member of the group reproduced one of their latest

works, Larionov chose to illustrate "Portrait of a Fool" once again. There then

followed an article entitled "The Donkey's Tail and Target" ("Oslinuy Khvost I

Mishen") (B. 398), written by Varsanofy Parkin, which described the work of

the group and was illustrated throughout with Larionov's designs for Half-Alive

(Poluzhivoi) and Pomade (Pomada).

A second manifesto entitled "Rayist Painting" ("Luchistskaya Zhivopis") (B.76)

followed the article by Parkin. The text of this manifesto was virtually the

same as that of the booklet Rayism (Luchizm), but now Larionov had added

some introductory verses, the poem "Beginners" and the first lines of "I hear it

was charged against me", both from Walt Whitman's Leaves of Grass, as well as

a new concluding paragraph, which stated Larionov's next intentions concerning

rayism. The next stage of development, he said, was 'pneumo-rayism' ('pnevmo-

luchizm'), which was concerned with presenting the spatial forms created by the

reflected roy-lines, within a sectional rayist context, created by joining extraneous

elements together into general masses. The obscure word 'pneumo' ('pnevmo'), by

which Larionov chose to designate this new development in rayist theory, most

probably relates to the Ancient Greek theory of 'pneumatism' and to the concept

of the 'pneunia' in Stoic philosophy (see pp. 87 & 254).

The almanach ended with an article written by S. Khudakov entitled "Literary

Artistic Criticism : Debates and Lectures" ("Literatura Khudozhestvennaya Kritika

Disputui I Dokladui") (B. 384). In it the author dismisses the majority of Russian

avant-garde poets, calling them "renovated decadents". The term was applied to

Khlebnikov, Kul'bin, Mayakovsky, and Kruchenuikh, who, in addition, was

accused of stealing Larionov's ideas. Another avant-garde literary group of the
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time, the "Ego Futurists" ("Ego-Futuristui") of St. Petersburg, led by Severyanin

and Ignat'ev, and their Muscovite ally Shershenevich, who was about to found the

literary group "The Mezzanine of Poetry" ("Mezonin Poezii") were similarly

dismissed.

On the other hand the unknown poet Anton Lotov and his book of poems

The Record (Rekord), supposedly illustrated by Goncharova, was highly praised,

but the book was stated to be sold out (14). The pbet Sergei Bobrov and his

group "Centrifuge" ("Tsentrifuga") were tactfully omitted from the article as,

a week prior to the publication of The Donkey's Tail and Target (Oslinuy Khvost

i Mishen'), a book of poetry by Bobrov called Gardeners over the Vines

(Vertogradari nad Lozami) (B. 11), was published with colour lithographs by

Goncharova, and a post-script by Bobrov which stated the importance of

Goncharova's art in modern book design. Furthermore the critic Khudakov was

complimentary about the poetry of Konstantin Bol'shakov, presumably because,

at the time of publication, Larionov, Goncharova and Bol'shakov were collaborating

on the book Le Futur (B. 14).

Although Bol'shakov had written the poem "Le Futur" in 1912, Larionov and

Goncharova only made the designs for the publication of the poem in book form

in August 1913 - a note to this effect was printed in the back of the book. The

note is important in the dating of the illustrations, as there is no reference to

the publication date of Le Futur in The Book Chronicle (Knizhnaya Letopis'),

due to its confiscation by the police on account of the pornographic imagery of

the poem. The main episode, for example, dealt with a naked woman who stalks

through the city; she arouses what Bol'shakov calls "the Ancient Adam" amongst

the male population, who die either through sexual frustration or exhaustion.

The next day reveals the city littered with corpses.
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Larionov and Goncharova's illustrations fallow the action of the poem quite

closely. Goncharova contributed a geometricised sunset, which accompanied

the poetical similie of the woman's body being like a "triangular sunset".

Larionov illustrated the nude herself, as well as one of the prostitutes of the

poem, who haunt the city at night. This illustration (ill. 59) is particularly

interesting, it comprises a woman's head with the image of a bicycle on her cheek

and the witty inscription "3 Roubles" ("3 P (u) blya"), in which "blya" also

signified the Russian "whore" ("blyad"). A dominant image throughout the poem

is that of the grey, gloomy, boulevards, squares and streets, which are inhabited

by "stray couettes", and "colourless people", and in Larionov's illustration of such

a city street (ill. 60), the human figures are depicted as mere shadows, indicated

only by their outlines. Their bodies and outer clothes which are "colourless" and

drab, are conceived by Larionov as being transparent, which allows him to indulge

his bawdy sense of humour by revealing their underwear.

During the summer of 1913 Larionov continued to experiment with rayism, and

began to apply his theory of pneumo-rayism in several paintings including "Sea

Beach and Woman" (ill. 61). The reduction of the human figure to a mere

indication of its outline in the Le Futur street scene (ill. 60) is taken a stage further

in this painting. Here the outline is fractured and in some places is non-existent,

the only references to the woman being a few ray-lines and ray-clusters which

the silhouette of her body reflects. Her body itself, like those in the street

scene, has been dematerialised as it were, but has also been totally integrated

with the rayist context, created by shifting and intersecting planes of colour

which the beach generates by its reflectivity. Larionov's ray-lines and planes

thus function like the medium of Ancient Greek 'pneuma' in which all things were

related and became one. They unify and integrate the body of the bather with

the world she inhabits (see p. 254).
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"Sea Beach and Woman" represented Larionov's most advanced work at that

point and he exhibited the painting at the earliest opportunity, alongside "Salvo"

and "Autumn", at the "First German Autumn Salon 'Der Sturm' : International

Painting Exhibition" (B. 1 67), organised by Herwarth Walden in Berlin from

September to December 1913.

The exhibition was particularly important as it brought together nearly every

leading member of the European and American avant-garde. The Italian futurists

were represented by Balla, Boccioni, Carr?i, Russolo, Severini, and Soffici;

Robert and Sonya Delaunay exhibited their simultanist works, and the Central

European cubists Filla, Gutfreund and Prochazkci showed their paintings along

with those of their French counterparts Gleizes, L4ger, Marcoussis, and Metzinger.

The Russians were there in force : Larionov, Goncharova, the Burlyuks, Kul'bin,

Mogilevsky, and from Paris Archipenko, Chagall, Yakulov. Artists working in

Germany, Switzerland and Austria were also prominent, including: Kandinsky,

Marc, Baumeister, Bekhteev, Campendonck, Feininger, Helbig, Yavlensky, Klee,

Kokoshka, Macke, MJnter and Verefkina. The exhibition also included Marsden

Hartley from New York, future members of the Dada and surrealist movements,

Picabia, Arp, Ernst, works by Mondrian and Henri Rousseau. Rather like the

"Target" exhibition earlier in the year, the "Autumn Salon" included examples of

Eastern art forms, such as two Indian paintings, a Turkish painting, and five

Japanese and Chinese quill paintings owned by Kandinsky, who, like Larionov and

Goncharova, had an important collection of folk art and Eastern art forms.

The exhibition thus provided a forum for international contacts to be made, and

for artists to become thoroughly acquainted with contemporary movements and

personalities, and in this respect was important for Larionov (see p. 222).

During the late summer of 1913, Larionov was also helping Goncharova with the
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organisation of her remarkable one-woman exhibition, which opened in Moscow

from October to November, at The Artistic Salon on Bol'shaya Dmitrovka, the

same venue as "The Target". The exhibition was a huge retrospective of nearly

800 works from all periods of Goncharova's career, and was accompanied by a

catalogue which contained a preface written by Goncharova herself, in a tone

similar to that of the "Rayists and Futurepeople" ("Luchistui i Budushchniki")

manifesto. She criticised and rejected the West with all its cultural influences

and stated her intention to turn toward the East and embrace its culture. The

provocative manifesto and the size of the exhibition caused a great amount of

interest as well as a good deal of criticism. Numerous reviews were published

(see B. 352, 431, 432) and one critic even resorted to publishing his own pamphlet

of criticism entitled: On the Exhibition of Paintings by Nataliya Goncharova

(0 Vuistavke Kartin Natalil Goncharovoi) (Songaillo, 1913, B. 422). The exhibition

continued to excite the public even to its closing day on November 5th, when

Il'ya Zdanevich gave a lecture in the Salon on the subject of "everythingism"

("vsechestvo") (15).

During the autumn of 1913 the Russian avant-garde began to turn their attention

to unconventional forms of theatrical activity. This was a phenomenon which had

developed out of the "Jack of Diamonds", "Union of Youth" and "Target" debates

of 1912-13, and was given an impetus by the success of the cabaret culture of the

symbolists, typified by "The Stray Dog" ("Brodyachaya Sobaka") in St. Petersburg

(16). By October 1913 the members of both the "Union of Youth" and "Hylaea"

were particularly active in unusual theatrical projects. Mayakovsky was performing

a kind of street theatre, by walking through Moscow wearing an outlandish black

and yellow striped jacket, which attracted large crowds. October 13th saw "The

Evening of The Speech Creators" ("Vecher Rechetvortsev") in Moscow, which

featured Mayakovsky, Livshits and Kruchenuikh who read their poetry and

delivered abusive lectures in front of painted backdrops by Malevich, Zheguin,
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and Chekruigin. The autumn of 1913 also witnessed preparations by "Hylaea" and

"The Union of Youth" for their two major theatrical productions, "Vladimir

Mayakovsky : A Tragedy" ("Vladimir Mayakovsky : Tragediya") and "Victory over

the Sun" ("Pobeda nod Solntsem"). The fcrmer was written and performed by

Mayakovsky himself with decor by Shkol'nik and Filonôv and was presented on

alternate evenings with the latter, an opera written by Khlebnikov and

Kruchenuikh, with a score by Matyushin and lighting and decor by Malevich (17).

Larionov and Goncharova's contributions to Russian avant-garde theatre were

highly original and developed alongside the various types of performance adopted

by "Hylaea" and the "Union of Youth". Already in September 1913 Larionov had

shocked the Moscow public by appearing on the Kuznetsky Bridge with a painted

face! This was the first of many such appearances by Larionov and his group of

"budushchniki", in which they dressed in strange combinations of clothes, and with

their painted faces, paraded the Moscow streets attracting attention, sometimes

disturbing the peace in a manner that demanded police intervention (18). Several

contemporary photographs still exist which portray Larionov and his group proudly

sporting rayist designs and significant letters on their cheeks and foreheads (iii. 62).

Larionov's face-painting caused a furore. David Burlyuk and his "Hylaea" group

began to adopt the idea, and the painted face became the latest novelty in Moscow.

News of this unusual practice even spread to Paris, when Diaghilev described

Goncharova to the writer Michel Georges-Michel:

"This woman has all St. Petersburg and all Moscow at her feet. And
you will be interested to know that she has imitators not only of her
paintings but of her person. She has started a fashion of nightdress-
frocks in black and white, blue and orange. But that is nothing. She
has painted flowers on her face. And soon the nobility and Bohemia
will be driving out in sledges, with horses and houses drawn and painted
on their cheeks, foreheads and necks."

(Diaghilev, 1913, in Georges-Michel, 1920, B. 517, pp. 68-69)

Larionov was even approached by the editor of the staid magazine Argus, to
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write a manifesto about face-painting, and together with I1'ya Zdanevich wrote

"Why We Paint Ourselves : A Futurist's Manifesto" ("Pochemu Mui Raskrashivaemsya

Manifest Futuristov") (B. 17).

The manifesto was published in the Christmas issue of Argus along with four

photographs of Larionov, Goncharova, I1'ya Zdanevich and Le-Dantyu each with

painted faces. The manifesto also included illustrations of suggested rayist

designs with which readers could decorate their own faces or even their breasts!

The manifesto itself is a fast moving piece of writing in which painted faces

are associated with all manner of modern achievements, "the frenzied-city of

arc lamps", "the screech of the trolley", "the drunken sounds of the great tango",

"a projector of experiences", "a newsman and a decorator", "a telescope". The

ideas follow pell-mell and the actual writing of the manifesto emulates the speed

and rapid change of sensations whidh both the Russian and Italian futurists

accepted as the quintessence of modern life.

Larionov and Goncharova also took part in their own futurist cabaret and

lecture evenings, which were not dissimilar to those organised by "Hylaea", in

which the audience were entertained and abused in all manner of ways. One

such evening, and the best documented, took place on 19th October 1913, when

the cabaret "The Pink Lantern" ("Rozovuy Fonar") on Mamovsky Pereulok in.

Moscow decided to celebrate its opening night by inviting Larionov, Goncharova,

Mayakovsky and the symbolist poet Bal'mont to perform. The two artists

appeared with painted faces and gave an insulting address to the audience, in

which Larionov referred to them as "the jack-asses of the present day". Bal'mont

added fuel to the fire by declaring: "Long live Larionovl Long live all the idiots

who have sat in front of him!" - a remarkable outburst for a symbolist poet.

These acts were followed by Mayakovsky who gave a public reading of his

insulting poem "Take This" ("Nate"), in response to which the audience rioted,
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Goncharova slapped the face of an army officer and the police were called.

Following the incident "The Pink Lantern" was closed down, but this can in no

way have disappointed Larionov, Goncharova and Mayakovsky, who attracted

maximum publicity for themselves and Russian futurism, in the many reports

of the incident in the Moscow press (19).

By December 1913 Larionov and Goncharova's antics had attracted the attention

of the film director Vladimir Kas'yanov, who approahed them both with the

suggestion of making a futurist film. The cinema was something which had

interested Larionov as early as 1912, when he exhibited the painting "Scene -

The Cinema" (iii. 27) in "The Donkey's Tail" exhibition. More recently Mayakovsky

had been exploring the links between futurism and the cinema in three articles

which he wrote for the film magazine Cine-Journal (Kine-Zhurnal) (20). Moreover,

apart from the exciting creative possibilities that film offered, it represented a

major propaganda weapon, with which whole audiences could be scandalised and

Russian futurism propagated.

Larionov and Goncharova readily agreed to star in the film, to invent a plot, and

to design the decor, which was painted with rayist symbols. The film also starred

the ddncer El'ster, the actress Rtishcheva, and a futurist by the name of

Maksimovich. Mayakovsky, for all his writing on futurism and cinema had no

part in the film, nor had David Burlyuk, both of whom made their debut in the

film "Creation Can't Be Bought", four years later in 1918.

Larionov, Goncharova and Kas'yankov produced the film in the premises of the

small firm of Toporkov and Winkler, which when completed was about 431 metres

long. It was released in January 1914 under the title "Drama in the Futurist's

cabaret No. 13" ("Drama v Kabare Futuristov No. 13"). No print of the film now

survives, only one still has been preserved and reproduced (ill. 63) which depicts
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Larionov and Maksimovich, with painted face and breast, shortly after 'the drama'

has taken place. Fortunately Kas'yanov recorded the action of the film in his

memoirs (21) which provides an important insight into the first futurist film,

indeed the first film in which the avant-garde of the 20th Century directly

collaborated. It may be that Marinetti saw the film shortly after its release,

during his lecture tour of Moscow and St. Petersburg in January and February

914, and that it had some impact on the production of the Italian futurist film

"Vita Futurista" in 1916.

"Drama in Cabaret No. 13" opens with a sequence showing the premises of the

cabaret, the artists are painting each others faces in preparation for the evening's

entertainment. A caption appears: "13 hours has struck. The futurists assemble

for the evening". There then follows a series of sequences which depict futurist

cabaret numbers, a poet declaims a poem, El'ster dances "the futurist tango", and

Goncharova performs a tap dance. These short sequences pave the way for the

central event of the futurist's evening in the cabaret, and what is to prove to be

the real 'drama' of the film ... "the futuredance of death", during which one of

the partners has to murder the other. The futurists draw lots, and Larionov and

Maksimovich are chosen to perform the dance on a table. Both are given a curved

knife and the "futuredance" begins. Larionov throws Maksimovich from one arm

to the other and then strikes her with the hilt, she in retaliation strikes him,

finally he plunges the blade into her, killing her on the spot.

The caption "futureburial" appears on the screen. Larionov takes the corpse out

of the cabaret (see the surviving still, ill. 63) and with a companion, loads it into

the car, drives off, and deposits the corpse in a snow drift. Before returning to

the cabaret, Larionov stoops to kiss his victim. On his return the futurists in

the cabaret are enraged to discover that Larionov has kissed the corpse of

Maksimovich, and they sentence him to excommunication from the futurist ranks.
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Unable to bear such a punishment, Larionov drinks poison and drops dead outside

the door of the cabaret. The evening at the cabaret ends and the futurists leave.

Demonstrating their contempt of death, they indifferently step over Larionov's

corpse. The last of them bends down and attaches a note to the corpse, which

reads "expelled from futurism". The final sequence returns to the corpse of

Maksimovich, lying in the snow and ends with the caption ... "a victim of

futurism!".

The plot was evidently designed 'pour pater le bourgeois', to horrify the

audience and unnerve them, by the depiction of violent death and bizarre events,

and to proclaim Russian futurism as an anarchic force in contemporary society.

The film was not received as such however, Kas'yanov records that the audience

kept laughing, and indeed the film seems to have had little success. Any other

meaning behind the film or its production is unclear. The "futuredance of death"

may be a parody of the tango, which was just becoming popular, although Ginzburg

(1963, B. 520, pp. 233-234) disputes this. Leyda (1960, B. 577, p. 61) describes

it as a parody of the prevalent genre of film-guignol. Gray (1962, B. 527, p. 115-

11 6), whose discussion of the film is inaccurate, does however advance an

interesting hypothesis, that the film, along with the rest of the avant-garde's

public clowning, was an attempt to restore the artist to his place in ordinary

life, to become an active citizen. This she sees as being a development of the

tradition of the "social conscience" in Russian art. Gray may be correct, for

at the time the film was being made, Larionov in "Why We Paint Ourselves"

("Pochemu Mui Raskrashivaemsya") boldly declared:

"We have joined art to life. After the long isolation of artists, we
have loudly summoned life and life has invaded art, it is time for
art to invade life. The painting of our faces is the beginning of the
invasion ... We decorate life."

(Larionov & Zdanevich, 1913, B. 17, p. 115)
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Larionov had not forsaken the art of painting on canvas at this time, and at the

"World of Art" ("Mir Iskusstva") exhibition in December 1913, he showed one of

his most recent works, "Boulevard Venus" (iii. 64). The picture would appear to

have been painted after September, when Larionov had seen a reproduction of

Balla's "Dynamism of a Dog on a Leash" in the exhibition catalogue of the 'Der

Sturm' "Autumn Salon", which suggested the device of the reproduced image of

the leg to indicate movement. In the painting, Larionov also developed the device

of transparency, which had first been used in the street scene for Le Futur (ill. 60),

here, not only is the underwear seen in detail, but Larionov even indicates the

bone of venus' left leg as she lifts it out of the right hand side of the picture.

The interest that Larionov showed at this time in Italian futurism is interesting

in the light of his reaction to Marinetti's visit to Moscow and St. Petersburg in

January 1914. Marinetti had been invited to give a lecture tour in Russia by

the art critic Tasteven, and he duly arrived in Moscow on January 26th, and was

met at the station by Tasteven, Tolstoi, and Shershenevich. The latter was an

enthusiastic supporter of Marinetti in Moscow, and had recently published a book

entitled Futurism without a Mask (Futurizm bez Maski), in which he analysed

Italian futurism as found in Marinetti's poetry, and compared it with what he saw

as the mediocre achievements of the Russians.

Two days before Marinetti's arrival, however, Shershenevich had been shocked

to read in the Moscow Evening News (Vechernie Izvestiya) of an interview between

a journalist called Pikard and Larionov, in which, when asked about his reactions

to Marinetti's impending visit, Larionov declared:

"Marinetti has betrayed the principles of futurism, and this is why
we for whom futurism is precious, are going to pelt this renegade
with rotton eggs, and bath him in yoghourt."

(Larionov, in Pikard, 1914, B. 402)
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The article led to a huge scandal and an apparent split in the ranks of the

Russian avant-garde. A long tussle followed in the newspaper Virgin Soil (Nov')1

in which the poet Shershenevich and the painter Malevich attacked Larionov. The

first attack against him by Shershenevich was published in Virgin Soil on the day

of Marinetti's arrival (B. 419). Shortly after, Malevich publicly disassociated

himself from Larionov in the same paper (B. 392). On January 27th and 28th

Marinetti gave his first two lectures. Following these events, on the morning of

January 29th, Larionov published a long reply to Shershenevich in the columns

of Virgin Soil (B. 80). Here Larionov explained that what he had said about

Marinetti, should only be taken figuratively, but then went on to declare:

"... Marinetti does merit rotten eggs from the futurists of today
Personally 1 consider the ideas of Marinetti to be of little interest,
and long since out.of date ... The futurism propagated by Marinetti
is accepted by the masses, but the people who have really turned
towards the future, amongst whom are myself, N. Goncharova, Le-
Dantyu, K. Zdanevich, Lotov, I. Zdanevich and others declare it out
of date and useless."

(Larionov, 1914, B. 80)

In the same letter Larionov attacked Shershenevich and his poetry, Tasteven, and

Malevich. Inevitably Shershenevich answered Larionov's attack the following day

in Virgin Soil (Nov') (B. 420). Then, as Marinetti prepared to leave Moscow for

St. Petersburg on January 31st, Larionov sent to the newspapera curt abusive

reply, denouncing Marinetti and the Russians who had taken his side:

"In response to all the letters, declarations and objections directed
against me, I declare in a completely open manner: Mr. Marinetti
who preaches a lot of old nonsense, is banal and vulgar, he is only
fit for an audience of mediocrities, and grovellers of limited
intelligence.

I think that what I have said well defines my point of view on the
'futurism' of Marinetti and those who synipathise with him."

(Larionov, 1914, B. 81)

For the moment the debate ended in Moscow, whilst Marinetti gave two lectures

in St. Petersburg, on February 1st and 4th, where Livshits and Khlebnikov
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published an attack on him in the form of a leaflet which they distributed

before his lectures. Whilst Marinetti. was in St. Petersburg, David Burlyuk,

Kamerisky, and Mayakovsky returned from their own lecture tour of the Russian

provinces (22), and they too now entered the newspaper debate, sending a letter

to the editor of Virgin Soil, putting their own point of view. On the 9th February

Marinetti returned to Moscow, where he gave his final lecture on the 1 3th. The

leaders of the Russian avant-garde attended, and on discovering that the events

of the evening were to be conducted in French, not- Russian, (what Mayakovsky

afterwards called "a public muzzling of the Russian futurists"), they threw the

evening into chaos. As a Moscow newspaper reported the following day:

"On February 13th, during the literary-artistic circle reading of one
of the papers about the futurists, a serious scandal ensued, requiring
the intervention of the police. The Moscow futurists Larionov, Burlyuk,
and Mayakovsky outraged the public with their verbal assaults, and their
audience began to whistle and demand their withdrawal, Burlyuk appeared
that evening with a painted face."

(1914, in Proffer, 1980, B. 626, p. 407)

At this time, when Russian futurism was at its height, the Russian public were

both scandalised and excited by the daring actions that the futurists perpetrated.

There were several Russian futurist hoaxes, the most famous of which was the

publication of an almanach entitled Neo-Futurism : A Challenge to Public Taste

(Neo-Futirizm : Vuizov Obshchestvennuim Vkusam : Sbornik), in which appeared

a satyrical manifesto "To the Few Who Will Understand Us", and caricatures of

rayist, cubo-futurist and neo-primitive paintings. The newspapers were full of

witty and amusing anecdotes about futurism, such as thePetersburg Gazette

(Peterburgskaya Gazeta), which told the story of a drunk who broke a shop window

with his walking stick, who when taken to the police station and charged, pleaded

that he was a futurist! The gazette concluded that it didn't much matter whether

or not he really was a futurist because: "Hooligans and futurists are one and the

same!" (23).
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The leading choreographer of Diaghilev's 11 Ballets Russes", Mikhail Fokine, was

consequently very disturbed when in January 1914 Diaghilev suggested they pay

a visit to Goncharova, with a view of asking her to produce designs for their

forthcoming ballet "Le Coq d'Or". In his autobiography Fokine recalled:

I had heard that she and Michel Larionov, who worked with her,
belonged to a set of 'Moscow Futurists' who painted their faces,
organised violent lectures on 'new art' and 'the art of the future',
and that at these lectures, as the strongest argument, pitchers full
of water were tossed into the audience. I was apprehensive of staging
a Rinisky-Korsakov opera with such collaborators.

Diaghilev suggested we take a trip to Moscow to get acquainted
with Goncharova, Larionov and their art ... I remember my first
impression of Goncharova and Larionov. After all the horrors I
had heard about the 'Moscow Futurists', I found myself in the
company of the most charming people, modest and serious. I recall
the degree of admiration with which Larionov described the beauty
of Japanese art, with which he was greatly absorbed at the time.

And I recall the thoroughness with which Goncharova discussed
each detail of the forthcoming production - how quietly dedicated,
sincere, and concentrated she was in all her conversation
Towards the end of the evening I felt thoroughly convinced that
Goncharova would produce something unexpected, beautifully coloured,
exceedingly natural and at the same time fantastic. As soon as we
had left Goncharova, I voted in her favour. I never regretted this.
Goncharova not only produced marvellous scenery and costume sketches,
but also displayed an unbelievably fantastic devotion to work on
'Le Coq d'Or'."

(Fokirie, B. 505, pp. 227-228)

While Diaghilev made arrangements for Larionov and Goncharova to visit Paris

for the premire of "Le Coq d'Or" at the Opera in May, Goncharova began her

preparatory work for the designs, in which she was helped by Larionov. "Le Coq

d'Or" represents Larionov and Goncharova's first identifiable work for the

conventional theatre, as well as a new activity and direction in their careers.

From this point on, their theatre design began to eclipse their painting, and in

the West their reputations were to be built on their artistic achievements in

ballet and theatre.

Before their departure for Paris, Larionov organised another exhibition of paintings

by his group. The "Exhibition of Paintings No. 4 : Futurists, Rayists, Primitives"
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("Vuistavka Kartin No. 4 : Futuristui, Luchistui, Primitiv"), opened at The Artistic

Salon on Bol'shaya Dmitrovka, in March and closed in April. A number of the

"Target" exhibitors from the year before took part including Goncharova,

Bogomazov, Kirill Zdanevich, Levkievsky, Le-Dantyu, Pavlyuchenko, Romanovich

and Shevchenko. However, Larionov seems to have lost the support of Chagall,

Malevich and a number of the less well-known artists who had exhibited at the

"Target". But there was no shortage of new recruits to the Larionov group.

New exhibitors to the "Exhibition of Paintings No. 4" included Ivan Firsov, a close

friend of Larionov since August 1913, when Firsov had hand-written the text of

the poem "Le Futur" for reproduction in book form; Vasily Chekruigin who was to

become a leading artist of the early 1920's, and the founder of the Makovets

Group, and a follower of his, Labundskaya. Larionov also welcomed many young

artists such as Bobkov, Vaidin, Barichnikov, Gurvich-Gursky, Golts, Lopatin,

Podgaevsky, and Ostofiev. An unexpected and important contributor to the

exhibition included the "Hylaea" poet Kamensky, who showed some of his

"ferro-concrete" poems, in which a sheet of paper was divided into irregular

geometrical shapes, these were then filled in with words and letters in different

type-faces, which related to specific themes such as "The Picture Palace of

Shchukin" or "Constantinople".

Larionov's exhibits included "Sea Beach and Woman" (ill. 61), which was reproduced

in the catalogue with the sub-title "pneumo-rayism", as well as "Boulevard Venus"

(ill. 64) and "Glass" (iii. 34). Larionov also showed a new series of works painted

in late 1913 and early 1914 which were based on the idea of structure. They

included the now unidentifiable "Sea Beach (Colourful Structure)", "Sunny Day

(Pneumo-Rayist Colourful Structure)", and three works with the title "Structural

Construction". These later works were undoubtedly non-objective paintings,

similar perhaps to "Rayist Composition Domination of Red" (ill. 66), and "Pneumo-
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Rayist Colourful Structure" (ill. 65) where there appears to be no reference

to the external world whatever, not even in the titles.

These works represent the conclusion of Larionov's rayist development but the

introduction of new possibilities for a younger generation, who after the

Revolution would base their new aesthetics of constructivism upon Larionov's

pioneering research. The peculiar titles which Larionov assigned to his non-

objective paintings of 1913-14 such as "colourful structure" ("krasochnaya struktura")

and "structural construction" ("strukturnoe postroenie"), indicate a new emphasis,

that of constructing a painting from marks of coloured pigment on the canvas.

After Larionov had left Russia in 1915, the concept was developed by the

constructivists, and it is interesting to note that when Medunetsky and the two

Stenberg brothers exhibited as "constructivists" ("konstruktivistui") in Moscow in

January 1921, they exhibited amongst other works, "colour-constructions" (24).

During the course of "The Exhibition of Paintings No. 4", Larionov and Goncharova

finalised arrangements for a smaller one-woman exhibition of Goncharova's works,

which would travel to St. Petersburg. The exhibition containing 249 paintings

opened at The Artistic Bureau of N.E. Dobuichina in early April and closed on

the 20th. Despite its short duration the exhibition attracted over 2,000 people,

and was reviewed in Apollo (Apollon) (B. 413). A number of the events were

organised around this exhibition by Il'ya Zdanevich, which both Lcirionov and

Goncharova in all probability attended. Before the opening of the exhibition on

March 31st, Zdanevich gave a lecture at the Petropavlovsk School in St. Petersburg

entitled "On Nataliya Goncharova" ("0 Natalii Goncharovoi"), which was accompanied

by lantern slides of her work. Following the lecture a public debate took place,

which was particularly interesting as it included contributions on Goncharova's

art by Livshits, Le-Dantyu, the composer Louri4, the one time Ego-Futurist poet

Georgy Ivanov and Osip Mandelstamm (25).
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Having closed both the "Exhibition of Paintings No. 4" and the St. Petersburg

exhibition, Larionov and Goncharova began to prepare for their journey to the

West. The past four years had been ones of phenomenal activity on the parts

of Larionov and Goncharova, and in later years Larionov declared that in the

years before the First World War, he had worked harder than at any other period

in his life. He had initiated the new styles of neo-primitivism and rayism, had

organised exhibitions, had theorized and published widely, and had collaborated

with colleagues in the fields of literature, film and cabaret. The journey which

he now undertook with Goncharova to Paris was to mark the end of this immensely

inventive and productive period of his career, in which he had become the leader

of the painterly avant-garde in Russia, but the beginning of a new and long

association with Diaghilev and the ballet.



- 102 -

CHAPTER 2 - NOTES

1. Following this article many different opinions and views concerning the

matter were published in Burlington Magazine, they include:

Vergo: "Letter : Larionov's Early Work", in September 1972, Vol. CXIV,

No. 834, p. 634.

Bowit: "The Chronology of Larionov's Early Work", letter in October 1972,

Vol. CXIV, No. 835, pp. 719-720.	 -

Hutton Galleries: "The Chronology of Larionov's Early Work", letter, in

October 1972, Vol. CXIV, No. 835, p. 720.

Vergo: "The Chronology of Larionov's Early Work", reply, in October 1972,

Vol. CXIV, No. 835, p. 720.

Rudenstine: "The Chronology of Larionov's Early Work", letter in December

1972, Vol. CXIV, No. 837, p. 874.

2. I am grateful to Susan Compton for providing this information.

3. Conversation with Mary Chamot of 13 January 1983, who in turn heard this

from Eugene Mollo.

4. The painting is now lost or unidentifiable. It may have been related to the

painting "Hairdresser" (iii. 17) where the client is dressed in a blue corset.

Illustrated advertisements for corsets frequently appeared in the Russian

press at the time, for some particularly fine examples see The Stock News

(Birzhevuiya Vedomosti) (B. 465).

5. See: Transactions of the All Russian Congress of Artists 1911-1912, 3 Vols.,

Trudui Vserossyskogo S'ezda Khudozhnikov 1911-1912), Tom I, II, III, Golike

I Vilborg, Petrograd, 1914. Kandinsky's essay "Concerning the Spiritual in
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Art" ("0 Dukhovnom v Iskusstve") was published in Vol. 1, PP. 47-76, and

Bobrov's lecture "The Foundations of New Russian Painting" (Osnovui Novoi

Russkoi Zhivopisi") in Vol. 1, pp. 41-46.

6. Various sources give various dates for this event:

Loguine, 1971, B. 388, pp. 19-20 cites Viktor Shklovsky, who in turn gives

1910. Nigel Gosling, on the other hand, in The Adventurous World of Paris

1900-1914, Morrow & Co., New York, 1978, p. 83, gives the date as 1905.

7. The title which Larionov uses for "Bastard Russian Venus" is "Katsapskaya

Venera". "Katsap" is a Ukrainian term of abuse for Great Russians.

8. See A. Rostislavov: "Lectures and Debates" ("Dokiadul i Disputui"), in

Discourse (Rech'), 17 February 1913, p. 6.

9. Hanako had also been the subject of a sculpture by Rodin, who executed a

bronze head of her in 1908.

10. N.V. Bogoyavlensky: Western China Beyond the Wall : Its Past, Present State,

and Relationship to Our Russian Subjects (Zapadnuy Zastennuy Kitai : Ego

Proshloe, Nastoyashchee Sostoyanie i Polozhenie v Nem Russkikh Poddannuikh),

A.S. Suvorin, St. Petersburg, 1906.

Count A.A. Bobrinsky: The Highlanders of the Upper Pyandzh, The Wakhan and

Ishkashim People ... with Photographs by N.V. Bogoyavlensky (Gortsui Verkhov'ev

Pyandzha, Vakhantsui i Ishkashimtsui ... so Snimkov N.V. Bogoyavlenskago),

Moscow, 1908. Graf Aleksei Alekseevich Bobrinsky was an authority on folk

arts and crafts, had published widely on the subject, and had an impressive

collection himself.
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11. The name Zhdanov was undoubtedly a pseudonym for U'ya Zdanevich. In

later years Zdanevich himself admitted that it was he who had claimed the

American shoe to be more beautiful than Venus de Milo, and remembered

that he had borrowed the American shoes from his friend, the painter Boris

Lopatinsky (see Iliazd, Centre Georges Pompidou, Paris, 1978, p. 48).

12. Prayer Book of the Three (Trebnikh Troikh), Kuz'min & Dolinsky, April 1913,

was illustrated by the poets themselves, as well as Tatlin, who, given his

absence at the time from "The Target" exhibition, would seem to have

temporarily broken with the Larionov group.

13. In a letter of 5 June 1913, concerning plans for a second volume of the

almanach, Kandinsky wrote:

"Up till now I have received offers from Busse, Reuber (Berlin),
Larionov. I asked them all to send manuscripts but did not
promise anything."

(Kandinsky, 1913, in 1974, B. 553, p. 31)

14. Both Anton Lotov and his book The Record (Rekord), with illustrations by

Goncharova, are something of a puzzle. In this article in The Donkey's Tail

and Target (Oslinuy Khvost i Mishen'), Khudakov states that the book appeared

in an edition of only 40 copies and was completely sold out. However, as

Markov states in 1968, B. 595, p. 184, & p. 403, n. 4, no library or private

collection seems to possess a copy, nor is the book referred to in The Book

Chronicle (Knizhnaya Letopis'). The Soviet scholar Khardzhiev believed that

Lotov was a pseudonym for Il'ya Zdanevich (see 1940, B. 557, p. 375). However,

when Markov challenged Zdanevich on this point in a letter, Zdanevich denied

the claim and even denied knowing any Lotov. Khardzhiev has since admitted

that his source for this information was erroneous and suggested that the

pseudonym is that of BoI'shakov instead (1976, B. 559, p. 80, n. 114). Markov
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suggests that The Record did not in fact exist, and that Lotov was a

pseudonym for Larionov. Either, of these suggestions may be correct, but

Larionov did once refer to Lotov publicly as though he were a real person,

and a member of the "Target" group, in his letter to the newspaper Virgin

Soil (Nov') of 29 January 1914, see p. 96. Goncharova made a reference

to both the author and the book in a list of notes in a sketchbook, in the

Print Room, Victoria & Albert Museum, London, where she records:

"Anton Lotov: The Records: Rayist Poetry" (Salmina-Haskell, 1972, B. 653,

p. 51). The problem is further compounded as in a list of Larionov's

illustrated books in Eganbyuri, 1913, B. 12, p. xxi, there is a reference to

Verses (Stikhi) by S. Lotov.

15. The lecture was entitled "Everythingism and Reactionary Futurism" ("Vsechestvo

i Retrograd Futurizm"), in which Zdanevich discussed the following points:

the essence of art, aesthetic and form, methods and criticism, the new and the

old, the basic theses of futurism and their uselessness, evolution and originality,

lack of artistic value in futurism, the present according to everythingism and

the present according to futurism, the abolition of futurism. (see Khardzhiev,

1940, B. 557, p. 371).

1 6. The Stray Dog (Brodyachaya Sobaka) was a cabaret and night-club which was

founded by Evreinov, Kul'bin and Boris Pronin in late 1911. It opened on

31 December 1911 and closed in spring 1915. During its life Boris Pronin

was its compre and host, and a wide variety of cultural personalities passed

through its doors. Those who visited or performed at The Stray Dog included:

Marinetti, Karsavina, Paul Fort, Artur Louri, the mystic Ouspensky, Yakulov,

Mayakovsky, Livshits, Viktor Shklovsky and ii'ya Zdanevich. Habitus of

The Stray Dog included: the artists Sudeikin, who had designed the dcor,

Boris Grigor'ev and Kruglikova, the poets Mikhail Kuz'min, who had composed
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The Stray Dog's 'anthem', Gumilev, Akhmatova, and Georgy Ivanov.

Many of the above gave lectures there and there was always a wide ranging

programme including: 'Musical Mondays', a 'Caucasian Week', a banquet for

the Moscow Art Theatre, an exhibition of Persian miniatures, majolicas and

fabrics, a talk on travels in the Fergana Mountains and Zaravshansky Chain,

lectures on "The Thedtre of the Word and the Theatre of Movement" by the

critic Pyast and in December 1913 Aleksandr Smirnov, a private docent at

the University, lectured on simultanism and discussed Blaise Cendrars and

Sonya Delaunay's illustrated scroll La Prose du Transsibrien. The Stray Dog

occasionally included the Russian avant-garde in its activities, but was

essentially a symbolist phenomenon. Livshits records that Boris Pronin

generally fought shy of the avant-garde "from whom you could always expect

unpleasant surprises". Nonetheless, in the personalities it attracted, and in

the events it organised, The Stray Dog played a crucial role in the history

of the Russian avant-garde. For further details and references see Livshits,

1933, in 1977, B. 582, pp. 214-233.

17. "Vladimir Mayakovsky: A Tragedy" ("Vladimir Mayakovsky: Tragediya") was

performed at the Luna-Park Theatre in St. Petersburg on 2 and 4 December

1913. "Victory over the Sun" ("Pobeda nad Solntsem") was performed there

on 3 and 5 December 1913. Both the play and the opera have been preserved

in the form of Russian futurist books, and have been discussed at length in

Livshits, 1933, B. 580; Compton, 1978, B. 483; Douglas: "Birth of a Royal

Infant: Malevich and Victory over the Sun", in Art in America, March-April

1974, pp. 45-51; V. & J.C. Marcad4: La Victoire sur le Soleil, I'Age d'Homrne -

La Cit4, Lausanne, 1 976; Bartos and Kirby: "Victory over the Sun", in

Drama Review, Fall 1971, pp. 96-124; and Parton, 1980, B. 619, pp. 34-52.

The Luna-Park Theatre had recently been equipped with some of the most
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advanced lighting apparatus, which allowed Malevich to adopt a stunning

play of lights. Livshits described it as follows:

"Out of the primordial night the tentacles of projectors seized on
parts now of this object, now of that, and saturating it with colour
gave it life ... These figures were cut up by the blades of lights
and were deprived alternately of hands, legs, head, etc., because
for Malevich, they were merely geometric bodies subject not only
to disintegration into their component parts, but also to total
dissolution in painterly space."

(Livshits, 1933, in 1977, B. 582, pp. 163-164)

Livshits' description suggests certain affinities with Larionov's rayism,

especially in Malevich's use of 'blades of light' cf. Larionov's rays of light,

and his attempt to dissolve the bodies in painterly spacecf. Larionov's "Sea

Beach and Woman". In fact at the time when Malevich, Matyushin, Khlebnikov,

and Kruchenuikh were planning their opera, Larionov was threatening to 'up

stage' them all by organising an example of rayist theatre. Khardzhiev (in

his article "Iz Materialov o Mayakovskom", in 30 Dnei (Moscow), 1939, No. 7,

pp. 82-85) published a letter of 1 September 1913 from Malevich to Matyushin,

in which Malevich exhorts his colleagues to hurry with the final preparations

of the opera, for fear of Larionov stealing their thunder with his rayist

theatre. Larionov's plans, however, were never realised.

18. Mikhail Le-Dantyu was actually arrested and taken to court over an incident

involving the painting of his face. A note about the proceedings was published

in the magazine Life and Court (Zhizn' i Sud) (St. Petersburg). John Bowit

in 1976, B. 469, p. 79, cites the date as being 9 May 1912. The date was

obtained from Mme. Larionov and may be incorrect given that face pointing

only fully developed in autumn 1913.

19. See for example: The Moscow Gazette (Moskovskaya Gazeta) (Moscow),

21 October 1913; The Helm (Rul'), 21 October 1913; The Russian Record

(Russkie Vedomosti), 22 October 1913; Talk of the Capital (Stolichnaya Molva),

21 October 1913, et aL
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20. Mayakovsky's articles were as follows:

"Theatre, Cinema, Futurism (Teatr, Kinernotograf, Futurizm"), in Cine-

Journal (Kine-Zhurnal) (Moscow), 27 July 1913, No. 14.

"The Destruction of the Theatre by the Cinema as a Sign of the Renaissance

of Theatrical Art" ("Unichtozhenie Kinematografom 'Teatra' kak Priznak

Vozrozhdeniya Teatral'nogo Iskusstva"), in Cine-Journal, 24 August 1913,

No. 16.

"The Relationship of Contemporary Theatre and Cinema to Art" ("Otnoshenie

Segodnyashnego Teatra I Kinematografa k Iskusstvu"), in Cine-Journal, 18

September 1913, No. 17. They are reprinted in Mayakovsky, 1955, B. 598.

21. The manuscript of Kas'yanov's memoirs is located in the archives of

Gosfil'mfond in Moscow. Kas'yanov is chiefly noted as the director of the

film "Underground" of 1918 and the 'agit-prop' film "For the Red Banner"

of 1919.

22. Their lecture tour had begun in Khar'kov on 14 December 1913 and during

January 1914 the group visited Simferopol', Sevastopol', Kerch', Odessa,

Kishinev, Nikolaev, Kiev finally ending in Minsk on 11 February 1914.

23. See "Escapade of a 'Futurist" ("Prodelka Futurista"), in the Petersburg

Gazette (Peterburgskaya Gazeta) (B. 620), 11 February 1914, No. 41, p. 5.

24. See Mimer, 1983, B. 601, p. 191. It is interesting that certain statements

by leading constructivists also reflect a knowledge of Larionov's polemics.

In particular, that by Rodchenko of February 1921 in which he states

"Constructive life is the art of the future. It is time for art to flow into

the organisation of life" (Milner, 1983, B. 601, p. 193) is not dissimilar to

the statements of Larionov in the manifesto "Why We Paint Ourselves"

("Pochemu Mui Raskrashivaemsya"), see p. 94.
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25. A few days later on 9 April 1914, Zdanevich gave another lecture related

to Larionov and Goncharova, this time at the Stray Dog (Brodyachaya Sobaka),

on the subject of "The Painting of the Face" ("Roskraska Litsa"). I am

grateful to Mme. Iliazd-Zdanevich for drawing my attention to these two

lectures.



- 110 -

CHAPTER 3

THE FOLK ART AND NAIVE ART SOURCES OF LARIONOV'S

NEO-PRIMITIVISM 1909-1914

"The word neo-primitivism on the one hand testifies to our point
of departure, and on the other - with the prefix neo - reminds us
also of its involvement in the painterly traditions of our age."

(Shevchenko, 1913, B. 664)

The term 'neo-primitivisrn' first appeared in print in the title of Aleksandr

Shevchenko's book Neo-Priniitivisrri: Its Theory, Its Potentials, Its Achievements

(Neo-Primitivizm: Ego Teoriya, Ego Vozrnozhnosti, Ego Dostizheniya) (B. 664) of

November 1913. Here it was used as a term which denoted a style of Russian

avant-garde painting which incorporated the stylistic devices and conventions of

artistically untutored people, such as peasants, children and naive artists.

Shevchenko was a member of Larionov's "Target" group, and so initially the

term 'neo-primitivism' referred specifically to the paintings of Larionov and

other members of the group. Only subsequently has the term been used by art

historians to denote a stylistic phenomenon applicable to the whole Russian

avant-garde, which is held to equate loosely with German Expressionism.

The neo-primitivism of Larionov's group developed not only because of the impact

of French fauvism and German expressionism, which promoted a crude style of

painting and referred to a variety of primitive art forms, but also because of

their view of the history of Russian culture. As Eganbyuri stated in the

introduction to his monograph Nataliya Goncharova Mikhail Larionov (B. 1 2), the

group believed that Russian culture, typified by the work of the icon painters,

had suffered a decline after the accession of Peter the Great, who introduced

European standards of culture and art in the early 18th Century. This was

seen by Lorionov's group as being a particularly harmful trend, which had
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impoverished Russian culture, with the result that it had now become a mere

reflection of European developments, and that indigenous Russian art forms had

now become greatly despised and were considered boorish and disgusting. Larionov's

group wanted to reverse this trend and aimed at a return to what they considered

to be original or indigenous Russian culture, a return to the creativity of the

Russian people themselves and a rediscovery of their own national artistic

origins and traditions. Consequently the group rejected and spurned the European

fine art traditions of representation which were tayght in the art schools.

The sources of neo-primitivism were many and varied. Larionov and his group

drew upon virtually any art form which provided them with alternative artistic

conventions to those of the fine art tradition. Several sources, or "points of

departure" as Shevchenko called them, were exhibited by Larionov in the "Exhibition

of Original Icon Paintings and 'Lubki" of March 1913. They included icons, 'lubki',

Chinese and Japanese prints, Persian miniatures and archaeological items. In fact

this particular exhibition was designed to compliment the neo-primitive works of

Larionov and his group which were on display in the "Target" exhibition in the

rooms next door. In the "Target" exhibition itself, other sources were exhibited,

such as children's drawings and painted shop signboards. Also on display were the

works of the naive painter Niko Pirosmanishvili, who had been co-opted into the

"Target" group. Even the title of the exhibition had a special significance; it

referred to the popular peasant activity of painting shooting targets (1).

In the present chapter, it is proposed to investigate something of the importance

of such folk art and naive traditions for Larionov's neo-primitive work. The

following two chapters provide an insight into the impact of ancient art, tribal

art, classical mythology and shamanism upon his neo-primitivism.

The interest of Larionov's "Target" group in national folk art forms as an



- 112 -

inspiration and source for their own work, represented a development of the

Russian symbolist position. In the early 1880's the railway magnate Savva

Mamontov had founded an artist's colony on his estate of Abramtsevo outside

Moscow, and a decade later Princess Tenisheva had organised a similar centre

at Talashkino near Smolensk. At both estates cottage industries were revived,

wood carving, pottery and embroidery workshops were set up, and leading artists

of the day came to work at both centres. Isaak Levitan, Konstantin Korovin,

Mikhail Vrubel', Valentin Serov, Aleksandr Golovin,.Sergei Malyutin, Nikolai

Rerikh, and the Vasnetsov brothers all met and worked together at either

Talashkino or Abramtsevo.

Both colonies were heavily publicised in Diaghilev's magazine The World of Art

(Mir Iskusstva) of 1898-1904. Indeed, both Tenisheva and Mamontov were at one

time patrons of the magazine, and many of the artists who worked at the two

colonies formed the core of the "World of Art" group. The first "World of Art"

exhibition in 1899 included pottery and embroidery from Abramtsevo and the

theme of Russian arts and crafts was central to the "World of Art" group.

Larionov would have been aware of these ideas of a revival of peasant arts and

crafts, early in his career, whilst still a student at The Moscow School, as two

of his teachers Serov and Korovin were both Abramtsevo artists. Larionov's

friendship with Diaghilev would also have been important in this respect, and

so by 1906 at the latest, when Larionov exhibited in Diaghilev's Russian art

section at the "Salon d'Automne", he would have been aware of the emphasis

placed by these artists on the peasant arts and crafts, especially as the exhibition

featured 26 icon paintings. It was in this atmosphere that Larionov 1 s own interest

in the peasant arts and crafts originated and developed.

Following the demise of "The World of Art", the magazine The Golden Fleece

(Zolotoe Runo) continued the tradition of publishing articles about peasant arts
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and crafts. In 1906 alone important illustrated articles appeared on the subjects

of old and contemporary Russian embroideries and old Russian icons of the 15th-

18th Centuries. The author of the former article was in fact Pavel Kuznetsov,

a fellow student and friend of Larionov's from The Moscow Art School (2). Once

Larionov had become an editor of the magazine in 1908 he would again have been

meeting with "World of Art" friends such as Benois, Bakst, Vrubel', Golovin, Korovin,

Lanceray, Malyutin, Rerikh and Serov, who were Talashkino and Abramtsevo artists

as well as fellow editors of The Golden Fleece. Larionov was also involved in the

organisation of the third "Exhibition of 'The Golden Fleece" of December 1909,

which showed a selection of lace, 'lubki', icons and gingerbread moulds (Markov,

1969, B. 595, p. 35).

Apart from this intellectual interest in the artistic qualities of peasant arts and

crafts which had sprung up amongst progressive artists, Larionov would also have

been interested in folk art from a personal and practical point of view. In his

home town of Tiraspol in the Ukraine, to which he returned every summer whilst

at art school, he would have observed peasant craftsmen and painters. He would

have seen folk art in the making. Objects such as painted trays, icons, biscuit

moulds, lubki, embroideries and carved gables of peasant huts, had all formed

part of his everyday experience as a child. In fact the peasant tradition

represented the complete integration of art with life, which deeply impressed

Larionov, and later in 1913, shaped the thinking behind some of his manifestos (3).

Larionov's first use of the stylistic conventions of folk art sources occurred during

the summer of 1909 in a series of paintings which were first exhibited at the third

"Golden Fleece" exhibition in December. The paintings included "Walk in a

Provincial Town" (ill. 15) with its accompanying still life and figure studies:

"Tavern Still Life" (ill. 18), "Provincial Coquette", "Provincial Dandy" (ill. 14),

and the first three paintings of a 'professions' series, which included "Dough
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Kneaders" (iii. 16), "Hairdresser" (iii. 17) and "Water Seller" (ill. 19). All these

paintings in their style and subject matter represented a definite break with the

symbolist and post-impressionist works with which his name had been associated

up to that point. Exactly why this breakthrough should have been made at this

point in time is uncertain, but it was almost certainly linked with a renewed study

and appreciation of 'lubki'.

The 'Lubok'

Of all the naive and folk art sources, 'lubki' had perhaps the most profound effect

upon Larionov's art. The 'lubki' or popular Russian prints were introduced into

Russia in the 16th Century by German merchants, and were first indigenously

printed in the Ukraine in the early 17th Century by the Orthodox Church as a

weapon against Polish Catholicism. By the mid-l7th Century the printing of 'lubki'

had spread to Moscow, and their production continued into the early 20th Century.

At first the wooden blocks for the printing of the 'lubki' were cut by hand, and

the outlines were then printed on a simple press, using, for ink, soot and burnt

sienna mixed with boiled linseed-oil. Once the outline had been printed on the

moist paper it was then passed to a team of women for flat-washing by hand in

red, yellow, purple and green. Following the death of Peter the Great, many

professional engravers who had been in his employment now turned to executing

'lubki', and through their work western influences from Germany and France

gained ground in the art of the 'lubok', the style became more detailed as copper

engravings were increasingly used, and new subjects were introduced.

'Lubki' can be classified according to their subjects and themes, which were dictated

by contemporary events, and the changing whims and tastes of the time. The

reign of Peter the Great gave rise to the barber series (ill. 67). Peter, who was

intent on introducing European manners and customs into Russia, declared that

all beards should be shaven - an action viewed by the Church as being heretical.
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In the barber series then, Old Believers are depicted having their beards forcibly

removed. The Old Believers retaliated with a series entitled "The Cat of Kazan"

(iii. 68). here Peter the Great was satyrised as a huge cat with neatly groomed

whiskers, and to ensure that they would have the last laugh, after his death, they

produced an immensely successful and popular 'lubok' showing "How the Mice

Buried the Cat"!

At the end of the 17th Century, educational 'lubki'.were also printed, the most

important being a calendar with figures depicting the seasons and months, a

huge 'lubok' made out of nine sheets. The introduction into Russia of a Jacques

Callot "Punch and Judy" engraving led to a series of 'lubki' in the first half of

the 18th Century which depicted Russian mountebanks and fools. Specific

characters in this series recur again and again, such as "Foma, Paramoshka and

Erema" all of whom have beaked noses and are usually depicted in a tavern.

The accompanying texts to these 'lubki' are also extremely vulgar. The 1740's

witnessed a series of comic and amusing 'lubki' which dealt with popular

festivities: "The Bear and the Nanny Goat" was a popular form of entertainment

at festival time, as were wrestling matches and fist-fights, which also found

their way into 'lubki'. Soldiers and military themes occur throughout the

second half of the 18th Century, following Russia's defeat of Prussia in 1759

and the war with Turkey 1768-1774. A whole series of 'lubki' were printed

throughout the Century on the styles, fashions and beauty aids of the aristocracy;

these were usually copper engravings and were bought by merchants and the

middle classes. A whole series also existed at this time around legendary folk

heroes such as Il'ya Muromets and Bova Korolevich. Finally from the 1820's

onwards 'lubki' were produced lithographically and were of a religious or Biblical

nature, many imitating icons.

By 1913 Larionov had managed to build up his own personal collection of 170
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Russian 'lubki', which he exhibited in the "Exhibition of Original Icons and 'lubki".

Larionov's collection was certainly representative of the history of 'lubki'. For

example it contained several 'lubki' of Peter the Great and two educational

'lubki': "The Twelve Calendar Months" and "The New Russian Alphabet". He

also possessed several 'lubki' of mountebanks and fools: "Paramonshka, Foma and

Erema", "The Tavern", "The Debauchees", and "The Big Nose and the Keen Frost".

There were 'lubki' representative of popular festivities such as "Fisticuffs" and

"Shrove-tide Revelries", and a number of soldier and military 'lubki' referring to

Russian wars in Siberia and Turkey: "Ermak Timofeevich Subjugator of Siberia",

"Envoy of the Ottoman Porte Haul Pasha", "Suvorov's Story", and to the Crimean

War 1854-1856: "Attack from Sevastopol", "The English Attack on the Solovestsky

Monastery". Larionov also possessed a great many 'lubki' on religious and

Biblical themes, as well as several which dealt with Russian legendary characters

and heroes such as "The Strong and Famous Hero Anika" and "Bova Korolevich".

A series of 'lubki' recording Russian peasant songs and reproduced by copper

etching also formed part of Larionov's collection.

Apart from collecting 'lubki' it is important to note that Larionov himself made

'lubki' during 1915, before his departure for the West. A review of an exhibition

of 'lubki' in the Trakhtenberg collection, pubilshed in Apollo (Apollon), refers to:

"attempts by Sharleman, Narbut and Mitrokhin to revive popular
'lubki' ... and originals by Leritulov, Goncharova, Larionov,
Mayakovsky and Pasternak."

(Z. Ashkinazi: "Na Vuistavkakh", in Apollon, 1915, No. 2, pp. 70-72)

Unfortunately none of these 'lubki' by Larionov have recently come to light, and

so it is impossible to know what subjects he took and in which style he worked

(see p. 278 & p. 321, n. 9 ). Goncharova's 'lubki' may well have been similar

to her album of 14 lithographs, War (Voina), published in late 1914. Larionov

also became an historian of 'lubki', writing his own six page introduction to the

subject in the catalogue to the "Exhibition of Original Icon Paintings and 'Lubki"
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in 1913, in which he discussed their methods of production and referred his

readers to the major reference work, on the. subject by Rovinsky (4).

In what ways, then, were 'lubki' important for Larionov's neo-primitive work?

In the choice of subject matter, Larionov seems to have borrowed from certain

series of 'lubki'. The most obvious borrowing is from the series of 'lubki' issued

under Peter the Great concerning the shaving of beards by barbers and hairdressers,

and these can be directly related to Larionov's own series of barber and hairdresser

paintings. The idea of the picture calendar as found in the educational 'lubki'

of the early 18th Century, may well have been one of the factors taken into

account when Larionov painted his seasons series. Baking bread is another common

'lubok' subject, fashionable in the latter half of the 18th Century in a series

called "Please Leave Me Alone" (iii. 69). Larionov too uses this subject in "Dough

Kneaders" (ill. 16) and "Baker". Then there are Larionov's numerous soldier

paintings, and although the major inspiration for these was derived from his own

experience in the Russian army, we should not forget that the depiction of soldiers

in 'lubki' enjoyed great popularity from the mid-l8th Century onwards. The series

of 'lubki' dealing with Russian heroes such as "Eruslan Lazarevich" (ill. 70) are

comparable in both subject and style to paintings by Larionov such as "Soldier on

a Horse" (iii. 71).

Larionov's painting imitates 'lubok' techniques quite faithfully. The subject of

a soldier on a galioprng horse is the same, as is the depiction of the horse. The

mane which falls to one side of the neck and the wide tail are both borrowed

from the 'lubok' horse. The stiff prancing posture is similar, and the same format

for the drawing of the horse has been adopted. For example, the line of the

lower jaw extends beyond the line of the neck, and from this point the line

delineating the neck and chest of the horse is executed in a firm sweeping stroke.

A similar format is adopted by Larionov where the underbelly joins the hind legs.
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The eye, observed as an oval enclosed by two arcs, and the almost monochromatic

colouring of the horse, both contribute to the same flat, two dimensional effect

which is created in the 'lubok'. Like the 'lubok', Larionov finishes the composition

off with stylised references to grass and trees.

The sarcastic wit of certain series of 'lubki', such as those subsidised by the

Old Believers under the reign of Peter the Great, was also important in Larionov's

art. The spirit of these 'lubki' can be traced in "Walk in a Provincial Town"

(ill. 15), where the smart and elegant inhabitants are compared with a pig, who

equally smartly saunters down the street! Humour such as this is firmly in the

tradition of the early 'lubki', and this was an important element for Larionov at

the time, especially as many of his works were painted for the sheer humour

inherent in the image. His painting "The Blue Pig" also derives its humour from

'lubki', and in the intellectual atmosphere of the Muse d'Art Moderne in the

Centre Georges Pompidou in Paris, it is the only painting which still imparts

its humour to the audience, causing children to giggle with joy and parents to

smirk surreptitiously.

Various devices which are found in 'lubki', also find their way into Larionov's

paintings. Perhaps the most obvious of these is the cat. Apart from existing as

an image in its own right in the series which satirise Peter the Great, the cat

also occurs as a decorative device in many other 'lubki'. In the baker series

"Please Leave Me Alone" (iii. 69), for example, it sits on the hearth shelf.

Similarly Larionov uses the cat in his series of paintings "The Four Seasons".

In "Winter" (iii. 40), for example, a cat stares out from a crouched position

under the tree. The same cat is the almost constant companion of Venus, in

Larionov's Venus drawings. Sometimes Larionov draws the tail as a spiral as in

'lubki' and he always uses the characteristic 'lubok' device of indicating the fur

by a preponderance of short straight lines.
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Another device which Larionov borrows from 'lubki' to use in his paintings is

the text which appears either at the, top or bottom of 'lubki' from the early

18th Century onwards. Larionov's most obvious use of this device occurs in his

series "The Four Seasons" (ills. 37-40), where in the bottom corner of each painting

there is a short descriptive verse concerning the relevant season. The bizarre

combination of long hand and capital letters evokes something of the crudeness

of the 'lubki' texts themselves. An important characteristic of these texts is

that they abound in all kinds of mistakes, such as omissions, spelling mistakes,

and phonetic spellings like 'shto' for 'chto' the equivalent of the English 'wot'

for 'what'. Lorionov himself deliberately imitates these mistakes in his own

texts in the seasons, when he writes in "Summer" (ill. 38): "s zreluim khebom"

("with ripe weat") instead of "s zreluim khebom" ("with ripe wheat").

Sometimes in 'lubki' the text, instead of being separated from the image, invades

it. This is so in the series on the three Russian fools "Foma, Paramoshka and

Erema", where the picture of each fool is accompanied by his name, so that at

a glance it is quite clear to the reader exactly who they are. A similar 'naming'

procedure is employed by Larionov in many of his neo-primitive works. In the

painting "Soldiers" (ill. 72) various images are named: "Pivo" - "Beer", "Soldat" -

"Soldier", "Sablya" - "Sabres". The same process is employed in the 'Sonya/Kurva

Manya' series (ills. 82 & 96), where the image of the naked woman is identified

by the accompanying words of "Sonya" or "Manya", and sometimes by the

correlative of "the whore" ("blyad") or "the bitch" ( "kurva").

A second feature of the depiction of the human body which is very striking in

18th Century 'lubki', is the black outline of the figure. This is a device which

L.arionov used to delineate his figures in "Walk in a Provincial Town" (ill. 15) and

later in "Soldiers" (iii. 72). The black outline was of course an equally important

feature of German expressionist painting, which drew on similar source material.
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Then there is a rather odd stylistic convention which Larionov copies from 'lubki'.

Sometimes the feet of women in 'lubki' are only slightly if at all indicated, and

combined with a tendency not to locate the feet of other figures firmly in relation

to the floor, this leads to a sensation of the figure floating in space. This

sensation is particularly strong in "Walk in a Provincial Town", where the coquette

is deprived of her feet and seems to float against the ill defined background. The

use of a flat, almost monochrome background in "Soldiers" adds to this peculiar

floating effect, especially as objects such as the bottles are painted at different

angles to what we assume to be the floor. As in 'lubki', people and objects in

Larionov's paintings have an arbitrary relationship amongst themselves and with

their context.

Perspectival distortion is also a constant feature of 'lubki'. Tiled floors are

observed from the vertical, and create confusion when combined with a profile

view of those who dance upon them. Tea tables are always depicted from a

heightened viewpoint and the objects upon them in profile, which creates the

effect of the table tipping towards the viewer and about to spill its contents onto

the floor. The latter device particularly occurs in Larionov's paintings. The tea

table in "Walk in a Provincial Town" (iii. 15) duplicates this 'lubok' effect exactly,

and it was an effect which Larionov practised in his studies for the painting, such

as "Tavern Still Life" (ill. 18). Here one looks down upon the table top, yet the

gloss, samovar and crockery is observed in profile and is thickly outlined in block.

Another form of distortion which regularly occurs in 'lubki' is the distortion of the

human body. Iri relation to the whole, some parts of the body appear to be

ludicrously small, others ridiculously large and the relation of arms and legs to

the torso usually leads to extremely unnaturalistic results. Again Larionov first

used these techniques to great effect in the portrait of the coquette in "Walk in

a Provincial Town" (iii. 15). Here her right arm is out of all proportion to her
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body and its crude articulation to the shoulder, so that it looks disjointed and

hangs behind her like an appendage, is directly inspired by 'lubok' equivalents.

Her body above the waist is also peculiarly twisted in relation to her long dress

which is painted in profile. The same characteristics are also emphasised in at

least three individual portrait studies which Larionov made in preparation for the

painting.

Similar distortions occur in some of the hairdresser paintings. In IlHairdresseru

(ill. 73), for example, the barber is a tall elongated figure with one leg observed

in profile and the other from the front. The left shoulder has been extended, and

the left arm, like that of the coquette, has been crudely joined on to it. The

right arm offers an even more startling effect, with only a small hand and wrist

protruding from the shoulder. Often in 'lubki', objects loom larger than life. In

the barber 'lubki' the hairdresser waves an outsize pair of scissors which look like

shears, and the scissors which Larionov's barber uses are similarly huge.

Distortion of the body continues to occur in the soldiers series. In "Resting

Soldier" (ill. 23), for example, certain parts of the body appear to be totally

unrelated to others. The awkward shape of the short right arm is cit odds with

the head, chest and left arm on which the soldier reclines. The waist which is

hidden by a blanket or wrap appears as a horizontal attachment to the right hand

side of the chest, with the result that the legs do not appear to belong to the

same torso. Finally there is a deliberate ambiguity where the legs cross. Is the

left leg bent underneath the right one, or is the right resting upon the left?

Effects such as these, and the odd postures adopted by the figures in "Soldiers"

are all inspired by and derived from 'lubki'.

Finally Larionov developed from 'lubki' his characteristic schema for depicting

the human face in his neo-primitive work. In 18th Century 'lubki' a continuous
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'S' shaped line indicates one eye brow, the nose and the nostril. The rest of the

face was then depicted with an arc for the remaining eye brow, two elipses with

dots in the centre for the eyes, and an elipse with horizontal line through the

middle to indicate the mouth. It is exactly this schema for the face which

Larionov began to use for figures such as that of the goddess in "Autumn" (iii. 39),

and which he developed in the monstrous head which appears on the title page of

Eganbyuri's monograph or in paintings such as "Spring 1912" (ill. 165).

The choice of colours used in the flat washing of the 'lubki' once they had been

printed may also be traced in Larionov's colouring, for the traditional green 1 red,

yellow and purple is not far removed from the colours employed in "Soldiers"

green, red, yellow and violet.

The importance of 'lubki' for the Russian avant-garde, however, went beyond

painting, and perhaps the most important influence of 'lubki' was felt in the

design and production of Russian futurist books. The printing techniques that

artists like Larionov and poets like Kruchenuikh used to make their books was

directly inspired by old Russian chapbook publication. The chapbooks were in

effect a series of 'lubki' which told a story, and were bound together into a

booklet. However, the chapbooks were usually printed on one large sheet of

paper which was coloured and then cut into pages and assembled. Exactly the

same technique was used in the printing of Worldbackwards (Mir s Kontsa) (B. 4)

the blocks were all printed on to one sheet which was then cut up and assembled.

We can tell this because the signatures of some of the drawings have evidently

been clipped off in the cutting process, and consequently appear on the tops of

some of the other pages.

The very concept of the combination of word and image in 'lubki' was an important

inspiration for the collaboration of the Russian avant-garde painters and poets in
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their own futurist books. As Mary Charnot pointed out (1973, B. 479, p. 494),

the artistic unity of word and image was one of the most pleasing qualities of

'lubki' which charmed the artists and poets. The poems themselves were also to

a certain extent inspired by 'lubki'. In his memoirs (1928, B. 571, p. 24),

Kruchenuikh himself states that the poem "A Game in Hell" ("Igra v Adu") was

in fact begun in the style of 'lubki', and the actual typography used in printing

the book of the same title, which was illustrated by Goncharova, resembled the

woodcut letters of 17th and 18th Century 'lubki'. The poetry of Khlebnikov at

this time is also filled with lapses, incorrect spelling, wrong word transfers, and

spaces and gaps which are all to some degree derived from the texts of 'lubki'.

It should be emphasised here that the illustrations for the futurist books, although

they might incorporate 'lubok' devices and stylistic techniques, were not in fact

woodcuts. Both the poems and drawings were printed bya hand transfer lithographic

process (5).

Other old forms of printing also seem to have interested Larionov and influenced

his style. Old packs of playing cards and Tarot cards, which were rather similar

to 'lubki', were obviously in his mind when he chose the title of the "Jack of

Diamonds exhibition" (6). He was also keen on newspaper advertisements, and it

is a great pity that the painting "Woman in a Blue Corset (Newspaper Advertisement)"

is now no longer identifiable (see p. 53, & p. 102, n. 4).

The Icon

Apart from 'lubki', a source that was important for the whole Russian avant-garde

was icon painting. Already at the close of the 19th Century icons were being

collected, catalogued and exhibited. Four of the most important collections to

be formed were those of Pavel Tret'yakov, Il'ya Ostroukhov, Stefan Ryabushinsky

and Nikolai Likhachev. Major artists of the time, such as Vrubel', began to

investigate and paint in the tradition of the church icon and fresco artists. Vrubel'
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in fact worked closely with Adrian Prakhov in the mid 1880's to restore the

decorations of the 12th Century Church of St. Kirill in Kiev.

It was only c.1910 however, that icons began to be cleaned, and following this they

were widely appreciated for their rich colours by the Russian avant-garde and by

leading artists from abroad such as Matisse, who saw items from Ostroukhov's

collection during his visit to Moscow in Autumn 1911 (see p. 55 & B. 645).

Amongst Larionov's generation, however, four artists stand out as being particularly

impressed by the icon, and the traditions of icon painting, namely Petrov-Vodkin,

Malevich, Tatlin and Goncharova.

Petrov-Vodkin actually received a commission to paint church icons from Pavel

Kharitonenko during 1911-1912, and in addition, in 1911 and 1913 executed frescoes

in churches. This had important repercussions on his easel paintings, such as

"Bathing of the Red Horse" 1912, "Mother" 1912-1913, and "Petrogracl 1918"

painted in 1920, (see Betz, 1977, B. 464). A little closer to Larionov is the work

of Malevich. His paintings of 1911 already reflect a deep study of icon painting

and the application of its principles and stylistic devices in works such as "Woman

in Church" and "The Orthodox". The importance of the icon in his painting and

theory can be traced up to 1915, when he hung his famous "Black Square" across

the corner of the room at the "0.10" exhibition (see Simmons, 1978, B. 669). Tatlin

also practised as an icon painter in a traditional studio near the Kremlin in his

early years, and the impact of his study and painting of icons can be traced in

works such as "Fishmonger" of 1911 (see Mimer, 1983, B. 601). Actually in

connection with Tatlin, the critic Nikolai Punin is noted for commenting:

"The influence of Russian icons on Tatlin was immeasurably greater
than Czanne's and Picasso's influence on him."

(Punin in Betz, 1977, B. 464, p. 41)
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A major figure behind this avant-garde interest in the icon was undoubtedly

Goncharova, who painted many very beautiful easel paintings whose subjects were

taken directly from the repertoire of icon paintings: "Archangel", "Adoration of

the Virgin", "Archangel Michael", "The Trinity", "Virgin and Child : Triptych",

"Ascension of the Virgin", and "St. Panteleimon". Each painting duplicates the

rich draperies and their careful yet bold folds, the gentle but strong curves of

bodies and limbs, and the postures and startling colours found in icons. In fact

it becomes clear that Goncharova was attempting to develop icon painting in a

new direction, by applying the old subjects, principles and devices to easel

painting. Whether or not she had actually painted icons, like Tatlin, is unknown,

but there were plans for her to decorate the interior of a Moscow church, although

these were never carried out (Chamot, 1979, B. 358, p. 15).

Larionov's own love of icons is demonstrated by his rich collection of them,

exhibited with his collection of 'lubki' in the "Exhibition of Original Icon paintings

and 'Lubki" of 1913. Although Larionov showed 129 icons1he dates of their

execution and their styles are unknown, but their titles, recorded in the catalogue,

shows that the collection extended from Old Testament images of "The Three

Angels with Abraham" and "The Taking of Elijah into Heaven", to over 20 icons

of the Virgin Mary. The majority, though, depicted New Testament themes, such

as "The Adoration of the Magi", "The Saviour in the Temple", "The Washing of

Feet", "The Entry into Jerusalem", "Christ before Pilate", "The Mocking of Jesus",

"The Stages of the Cross", "The Crucifixion", "The Resurrection" and "The Ascension".

There were also some icons on Apochryphal themes; "The Assumption of the Virgin",

and "St. George", for example. From the point of view of the subject matter then,

the collection was extensive and representative. It is also of interest to note that

Larionov was keen to emphasise the actual means of making icons in the 1913

exhibition, as he exhibited two stencils used in icon production, and six drawings.
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As with 'lubki', Larionov was a keen historian of icon painting. His library

contained an important work by the collector N.P. Likhachev: The Tsar's 'Painter'

losif and his Icons (Tsarsky 'Izograf' Josif I Ego Ikonui), St. Petersburg 1897, as

well as two copies of The Stroganov Icon Painters' Guide to the End of the 16th

and Beginning of the 17th Centuries (Stroganovsky Ikonpis'nuy Litsevoi Podlinnik,

Kontsa XVI i Nachala XVII Stoletii), Moscow, 1869 (7). Apart from reading about

icons, Larionov also wrote about them, first in the introduction to the catalogue

of the "Exhibition of Original Icon Paintings and 'lubki" in 1913, and later in a

manuscript written in Paris in the 1920's or 1930's entitled "The Icons" and

published posthumously (Larionov, 1978, B. 117 C).

Unlike the influence of 'lubki' upon his work, the influence and importance of the

icon for Larionov is more difficult to define. There are, for example, no paintings

by Larionov on Christian themes, in which he might, like Goncharova, have used

the stylistic conventions of icon painting. In fact only a few direct comparisons

can be made.

The most obvious use of Larionov's borrowing from the icon tradition is in his

"Self Portrait" (iii. 74), where he used the familiar pose of a frontal head and

shoulders view, as used in icons of "St. Nicholas" and "Christ Pantocrotor" (ill. 75).

Like the images of Christ and the Saint, Larionov's self portrait is a large, dominant

image which fills the entire picture space, the width of the canvas compressing the

arms and shoulders, and the crown of the head extending right to the top of the

canvas. One can remark other similarities too. For example, the crude play

between the ochre and white verticals of the shirt deliberately parody the stylised

folds and shadows of the draperies of icons. The sharp stylised edges of the shirt

collar perform a similar function to that of the stole around the necks of saints.

The writing at the right hand side of the painting, which identifies the work as

a "Self Portrait of Lorionov", occupies the place where a similar attribution to
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the Saint or Saviour would appear in icons. The symmetrical balancing of the

background in icons is also a feature which Larionov uses here, by balancing the

inscription with three white feathers on the left hand side, the place reserved in

icons of saints for a representation of Christ. A certain elongation of Larionov's

torso, neck and head is reminiscent of similar conventions in icon portraiture.

Finally, there is the use of ochres and browns to depict the flesh, as is found in

icons, and to suggest the effect of a wooden panel as opposed to canvas, upon

which the self portrait has been painted. The thick . dark outline around Larionov's

head also suggests a halo. In fact, given this comparison, Larionov's "Self Portrait"

appears as an extensively subversive work, unlike the works of Goncharova, which

are painterly reproductions and reinterpretations of icon subjects, conventions and

styles. One suspects that Larionov substituted devices and parodied the style o

icons, removing their holy and mystical aura and replacing them with a grinning

face and bare chest, in order to shock and horrify his audience. This is an

approach similar to that of Gauguin in paintings such as "The Yellow Christ" of

1889, where Gauguin paints himself in place of Christ upon the cross. There may,

however, be a deeper significance to this cultural subversion, for as John Hous&

has recently pointed out, the subversion of traditional culture is a prerequisite to

the evocation of naivete in art (8).

The seasons paintings present another interesting case of the subversion by

Larionov of the icon tradition. The goddess of "Autumn" (ill. 39), painted in a

frontal position with her forearms raised, imitates the posture of "The Mother of

God of the Sign" series of icons, where the Virgin holds her hands up in blessing.

A posture then which is only appropriate to the richly dressed Madonna of

Christianity, is applied by Larionov to a nude and pagan goddess. Furthermore,

the assemblage of the four seasons paintings into what appears to be one large

panel, at the 1913 "Target" exhibition, may well parody an iconostasis.
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Apart from Larionov's subversion of the icon tradition in his art, perhaps the only

painting which represents a 'positive' influence of icon painting upon him, is

"Still Life" (iii. 76), in which the clarity of outline of the fruit bowl and the fine

drawing and colouration are comparable with the still life in Andrei Rublev's

famous "Holy Trinity" 1422-1427.

To set the contribution of icons to Larionov's work in its context, it is instructive

to cite those qualities and stylistic devices which Larionov does vw-t use in his

work. There are the flowing contours of the figures for example, which Larionov

never uses. His figures are lumpy or schematised in the manner of 'lubki'. The

stylised landscapes and buildings which occur in icons such as "The Holy Trinity"

and "The Pokrov" never occur in Lorionov's paintings. Likewise, the inverted

perspective of icons, which prevents the spectator from entering and profaning

their holy pictorial space, is never used by Larionov. The characteristic depiction

of tiny full length figures alongside the large head and shoulders of the Virgin or

saint, Larionov never resorts to, despite the fact that this is a frequent device

found in Goncharova, e.g. "Haymaking" 1910-1911. Finally creases and folds in

the drapes and the elongation of the body, apart from their brief appearance in

the "Self Portrait", are never used, and the beautiful tapering limbs and fingers

are disregarded.

So Laroinov used icons in a subversive way, seldom if at all resorting to their

stylistic conventions. Yet he obviously had a deep love for icons, and if their

influence is not directly manifested in his paintings, it may well have shaped his

theorectical position at the time. The 1920-1930's document "The Icons",

succinctly summonses the importance of icon painting for Larionov and may

indicate something of what he felt about them at the time of flea-primitivism

and rayism:
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"The painters of the Russian icons were ... strongly led towards an
important abstraction. This abstraction manifested itself in the
use of schemas, pre-established formulas and were related to a
determined style ... they expressed the abstract and mystical sense
of life. It is through the nuances of colour and the finesse of
the graphic forms that the religious and mystical state we experience
when contemplating icons manifests itself ... the icons of the Russian
schools are distinguished from those Greco-Byzantine ones by graphic
form, and especially by their colours, very clear and delicate, by
their nuances and flat application which make the surface vibrate,
and confer on the Russian icon an infinite profundity. The Byzantine
and Greek saints are not devoid of flesh and blood, whereas the
Russian ones are deprived. They are the abstract symbols of another
life ... The beauty and finesse of the drawing of these stylised forms
and the fascinating abstract harmony of their colouration aspire to
render the world of the beyond ... it is a kind of spiritual realism

you are really able to believe that they concern another life."

(Larionov, c. 1920-1930 in 1978, B. 117 C, pp. 131-133)

The argument here is that icons play an important role in reflecting the spirituat

through their abstracted forms and colours, and although it is not wholly convincing

to relate ideas in a document written after the event back to the practice of at

least ten years before, it may well be that Larionov's study and appreciation of

icons was an important factor in the formulation of the theoretical basis of rayism.

For example, in the 1914 manifesto "Le Rayonnisme Pictural" (B. 83), Larionov

addresses the importance of colouration in rayist works in a similar way to his

discussion of the colouring of icons, referring to a blue spread evenly over the

canvas which vibrates with less intensity than the same blue applied more thickly.

Then, of course, the spirituality and mysticism, which for Larionov is evoked by

the abstraction in icons as well as by their colouration, is a central feature of

the manifesto "Why We Paint Ourselves" ("Pochemu Mul Raskrashivaemsya") (B. 17),

and of all the rayist manifestos under the guise of the fourth dimension.

Therefore, the icon exerted a pervasive influence upon Larionov's theory and

practice, which is less easy to define than that of 'lubki'.

Peasant Arts and Crafts

Other sources which shaped the development of Larionov's neo-primitivism included



- 130 -

a whole range of peasant arts and crafts. The rich traditions of peasant wood

carving attracted Larionov. The beautifully carved panels and the carved gables

of peasant cottages made a profound impact upon him, and would appear in later

theatre designs, as would decorated tiles, children's toys, and traditional Ukrainian

folk decoration (see pp. 286-289 & 337). Larionov even planned to write a book

on these subjects in 1913 entitled: Russian Art : Stone Grannies, Fretwork, Dough,

Moulding, the 'Lubok', Fresco, the Icon, Sighboards, Old and Young Artists (Russkoe

Iskusstvo i Kamennuie Babui, Rez'ba, Testo, Lit'e, Lubok, Freska, Ikona, Vuiveski,

Staruie i Novuie Khudozhniki). It was advertised in The Donkey's Tail and Target

(Oslinuy Khvost I Mishen') almanach, but was never published.

Of more relevance to the neo-primitive paintings was peasant embroidery. This

was a craft which had long been appreciated by the avant-garde. Examples of

lace had been exhibited at the third "Golden Fleece" exhibition in Moscow in

December 1909. Larionov evidently had an interest in the subject, as he possessed

in his library an eight page reprint of an article by K.A. lnostrantsev "From the

History of Old Textiles" ("Iz Istorii Starinnuikh Tkanei") published in St. Petersburg

in 1901 (9). He must also have mentioned something of its importance to Gray,

who in 1961 made the sweeping generalisation, "The Seasons is based on Siberian

embroidery" (Gray, 1961, B. 275, No. 40). Certainly something of the style and

design of embroideries is found in these paintings, especially in the two trees

in "Autumn" (ill. 39) and in the execution of the cat in "Winter" (ill. 40). Similarly

the two cats in "Venus with Cats" and "Bastard Russian Venus" (ill. 41) imitate the

effect of embroidery stitches, the former being decorated with small multicoloured

chevrons which overlie each other.

Painted trays were another form of folk art which attracted the avant-garde.

David Burlyuk had a large collection of such trays (Markov, 1969, B. 595, p. 35).

As objects, the trays occur in paintings by Larionov. "Still Life with Crayfish",
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(iii. 77), for example, features a fine painted tray, decorated with peasant huts.

In this context it should be noted that the influence of peasant and folk art forms

is not restricted to stylistic considerations, for folk art objects often appear in

Larionov's paintings as objects in their own right, which he appreciates for their

intrinsic qualities. Thus decorated pottery and a gorgeous Chinese embroidery

appear in "Still Life with Plate and Swans". The very same decorated earthenware

wine jug occurs in several still life paintings such as "Still Life with Radishes".

"Seashells" is set against the background of a folk art rug, as is "Still Life with

Teapot". Finally the painted tray itself in "Still Life with Crayfish" rests against

a crudely printed and coloured wallpaper.

One particular folk art form which certainly interested Larionov was that of

Friendly Society Pole Heads. The source for Larionov's knowledge of these was

an illustrated article which appeared in the Christmas Extra Number of The

Connoisseur, by Sir S. Ponsonby Fane entitled "Somerset Friendly Society Pole

Heads" (10). Eighteen such pole heads were illustrated, most of them being two

dimensional images cut out of brass and fixed onto a pole to be carried in processions.

These exciting two dimensional profile images depicted animals, ships, anchors,

stars, crowns, and human figures in the act of shaking hands. Unless Larionov

already had knowledge of pole heads, the article would have been published too

late to have been of any important impact upon the neo-primitive paintings,

despite the fact that some of the animals and human figures in the seasons

paintings resemble them. However, the article well exemplifies the lengths to

which Larionov went to investigate as many different kinds of folk art as possible.

Signboards

Signboards which hung outside shops and were painted by untutored artists, also

attracted the avant-garde. In 1913 Mayakovsky wrote a poem entitled "To

Signboards" ("Vuiveskam") (in Mayakovsky, 1955, B. 598, p. 41) and by 1914 David
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Burlyuk had gathered a splendid collection of them (see Livshits, 1933 in 1977,

B. 582, P. 53). As early as 1909, though Larionov was aware of the artistic

possibilities of the signboard, when he incorporated the image of a signboard for

a hat shop into his painting "Walk in a Provincial Town" (ill. 15), and another one

into the study "Provincial Dandy" (ill. 14). His painting "Bread" (ill. 22) of 1910

reveals his study of signboards for bakers' shops (iii. 78). What particularly

fascinates Larionov is the conglomeration of different stylised shapes and colours

and the method of structuring them. Some are balanced one on top of the other,

and some are propped up, as in the signboard. John Bowit (1974, B. 468, p. 138)

has also drawn attention to the contrasts in mass, which convey the effect of the

weight and 'objectness' of the bread in Larionov's painting, the same quality which

is found in signboard painting. Later in 1913, the Larionov group became particilarly

enthusiastic about signboards, and even invited "The Second Corporation of Signboard

Painters" to exhibit 6 of their pointed signboards at the "Target" exhibition.

Naive Artists

Larionov's interest in signboards developed partly because they were a popular art

form outside the fine art tradition, and partly out of an enthusiasm for the 'naive'

and untutored artists who painted them, such as Niko Pirosmanishvili. Pirosmanishvili

was the great 'discovery' of the Larionov group and during 1912-1914 was

monopolised by them. This was not the first time that a group of artists had

championed an adult painter with no fine art background. The first naive artist

to achieve wide recognition amongst the avant-garde was the 'Douanier' Rousseau

in Paris, when in 1908 Picasso, Laurencin, Apollinaire, Delaunay and Lger

organised a banquet in his honour. He was further acclaimed by Western artists

in 1909, when Apollinaire commissioned a double portrait of himself and Marie

Laurencin entitled "The Muse Inspiring the Poet", and in 1912, when Kandinsky

illustrated seven of Rousseau's paintings in the alanianach Der Blaue Reiter (B. 553),

and described him as the author of the "new, greater reality".
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The acclaim accorded to Rousseau in the West, served as a model for the

Russians. In 1908 Nikolai Kul'bin showed the works of a blind painter at his

exhibition "The Impressionist's Studio" ("Studiya Impressionistov"). In 1910 the

Buriyuk brothers gave canvas, brushes and paints to the untutored Petr Kovalenko,

who worked on one of the estates at Chernyanka, and according to Livshits

(1933 in 1977, B. 582, p. 53) "made him into a second Rousseau". Larionov would

have known of Kovalenko not only through his own visit to Chernyanka in the

summer of 1910, but also because the Burlyuks exhibited Kovalenko's paintings

in "The Triangle" ("Treugol'nik"), and "Wreath Stefanos" ("Venok Stefanos")

exhibitions in St. Petersburg, and Izdebsky's "Salon II" at Odessa throughout 1910.

The propagandist zeal of the Larionov group, however, made much more of

Pirosmanishvili than Kul'bin made of his blind man, or the Burlyuks of Kovalenko,

and they rocketed the obscure Georgian sign painter to fame within a year.

It was actually the Zdanevich brothers and Mikhail Le-Dantyu who first

appreciated the signboards and paintings of Pirosmanishvili in the Summer of 1912,

when they returned to Tiflis for their vacation (11). Having met the artist and

talked to him, they then spent the summer recording as many of his signboards,

paintings and murals as they could find in Tiflis. On their return to St. Petersburg

they stopped in Moscow, where Le-Dantyu gave a lecture on Pirosmanishvili and

showed two of his paintings. As Le-Dantyu was a close friend of Larionov and

Goncharova, they probably first heard of Pirosmanishvili at this lecture in the

Autumn of 1912, and decided to incorporate his works into the forthcoming

"Target" exhibition. This was probably effected through Il'ya Zdanevich who

in January 1913 was back in Tiflis having his portrait painted by Pirosmanishvili,

emulating the portrait of Apollinaire by Rousseau, which had been acquired by

Sergei Shchukin. Consequently it was Larionov who was responsible for the first

exhibition of works by Pirosmanishvili in Moscow, and shortly after the "Target"

exhibition Larionov wrote to Il'ya Zdanevich in praise of Pirosmanishvili's work:
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'Dear Ii 'ya Mikhailovich, We are publishing an anthology about the
last two years exhibitions in Moscow and the artists participating
in them. I beg you to give me an article about the new painting
of Goncharova and Niko Pirosmanishvili. I am asking you because
I know that you have the materials, we also need your poetry and
photographs with the paintings of Kirill Mikhailovich and Niko
Pirosmanishvili ... I particularly want to ask you to send the pictures
of your brother as well as the wonderful and unusual Niko Pirosrnanishvili
a little larger (we have grown so fond of him), as well as his remarkable
signboards."

(Larionov, 1913, in Zdanevich, 1965, B. 713, p. 30)

This letter indicates something of Larionov's feelings about the work of

Pirosmanishvili, and according to Kirill Zdanevich, Larionov even organised a one

man exhibition of the work of Pirosmanishvili in Moscow in October 1913 (12).

Given such a strong interest on Larionov's part for the iork of Pirosmanishvili,

the question arises, what were the repercussions of Pirosmanishvili's art upon that

of Larionov? Nothing specific can be noted in reply. A comparison of Pirosmanishvili's

"The Actress Margarita" (iii. 79) with Larionov's goddess in "Autumn" (ill. 39)

reveals a similar flat, two dimensional monochromatic treatment of the human

figure and 'doll-like' stiffness of posture with uneven outline. But the works of

Pirosmanishvili always tend towards a form of naturalism; as Kirill Zdanevich

points out, people understood what his paintings depicted. In this respect

Larionov in 1913 was already far removed from Pirosmanishvili. The actress

Margarita is set against a fairly naturalistic background of blue sky, tree stumps

and grasses, but Larionov's goddess is far more radical, being painted onto a plain

blue background. Similarly Pirosmanishvili's birds, which attend the actress, although

naively painted, none the less occupy a recognisable flying position and are naturalistic.

Not so Larionov's birds which are painted in plan and are schematically represented.

The same could be said for the trees in Larionov's work which are represented in

a highly si-ylised form with individual branches, twigs and berries being depicted.

Pirosmanishvili, however, makes a far more logical attempt at the bunch of flowers

which his actress holds, with none of the stylised precision of Larionov. If anything,

Pirosmanishvili's importance to Larionov was not in the field of artistic practice, but



- 135 -

more as an important substantiating factor in the theoretical bases of Larionov's

neo-primitivism. The discovery of Pirosmanishvili, whilst tremendously exciting

for Larionov, occurred perhaps too late to have a significant effect upon his

painting, which by 1913 had reached its most advanced point.

Other naive painters, however, may well have had an impact upon Larionov's work.

The untutored Greek painter, Theophilos, is extremely close in subject, style and

spirit to Larionov. Theophilos (1870-1935) was a naive artist in many ways similar

to Pirosmanishvili. He was poor, scorned, little known, self taught and painted

many signboards. However, he was a more independent and self-willed artist

than Pirosmanishvili. Kirill Zdanevich records that Pirosmanishvili complained

that his art was spoiled because he always had to compromise with the customer -

a factor which contributed to the naturalism of his paintings. Theophilos never

did this, and once, when painting a picture of a baker's shop, the baker objected

that loaves arranged as they were in the painting would fall down. Theophilos

replied: "Only real loaves fall down; painted ones stay where you put them".

Consequently the works of Theophilos are cruder and more willfully distorted

than those of Pirosmanishvili, and are extremely similar to 'lubki'.

Theophilos is best known for his numerous paintings of battles between the Greeks

and the Turks in the wars of independence, e.g. "The Hero Miltiadis Giataganas"

(ill. 80). Although there is no direct evidence to pointto Larionov's knowledge

of the work of Theophilos, given his Greek connections (his grandmother and

friendship with the Milioti brothers), and his interest at the time in the two themes

of Turkey, and Soldiers, a comparison is instructive.

The disproportion in scale between human beings and the landscape is characteristic

of Theophilos' work, as are the contorted postures of the soldiers. The treatment

of the figures as flat two dimensional playing card shapes with dark outlines drawn
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in a free style is also notable. There is always a text in Greek script which

often extends over the painted surface, as in 'lubki', which names events, objects,

and people. Often there is also an element of humour in his painting, such as the

three Turks who are blown sky-high as an explosion occurs in their fort. Theophilos

always uses a simple range of colours too. All these devices and stylistic qualities

can be found in Larionov's soldier paintings, and have already been noted in

connection with 'lubki'. Freely and crudely drawn objects are common to both

artists, as is the technique to distribute the figures arbitrarily across the plane.

Sp Larionov's soldier paintings are generally comparable to those of the naive painter

Theophilos.

Both Pirosmanishvili and Theophilos executed murals; it was also a popular form

of external decoration amongst the peasantry, and still is (ill. 81). Larionov

claimed to have tried his hand at mural painting when he was on his military

service and some of his paintings duplicate the devices found in peasant murals.

In "Soldier on a Horse" (ill. 71) it has already been noted that the schematic

representation of the horse is directly taken from 'lubki', but the distinctly

profile view of the soldier is close to that adopted by peasant muralists. The

simplified outline and composition of the body from boot, thigh, waistcoat and

single bent arm is characteristic. The disproportionate limbs, such as the large

hand in the Larionov, are matched in the Polish mural by the ridiculously small

legs of the soldier.

Graffiti

Of especial importance was another kind of popular art appearing on walls -

graffiti. Larionov probably first became interested in graffiti when he was

engaged on his military service, and observed the soldiers in his unit scribbling

comments and drawing pictures on the barrack walls. Following this experience,

Larionov started to include graffiti in many of his soldiers painting, such as
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"Soldiers" (ill. 72), where a horse and comments are scribbled on the wooden wall,

and "Resting Soldier" (ill. 23), where the wall is again decorated with a horse, a

pornographic drawing of a woman, and various comments about the dates and

periods of service. The style and subject matter of Larionov's graffiti accurately

resembles that produced by soldiers in the barracks (13).

Larionov's use of graffiti may also occur outside his soldier paintings. For example,

in pochoir 12 of An Imaginary Voyage to Turkey (ilL 87), Larionov may well have

been inspired by pornographic graffiti drawings. Similarly, the entire "Kurva Manya"

series (ill. 96) may have its origin in the graffiti-style armless woman which occurs

in "Resting Soldier" (ill. 23). A related drawing to the "Kurva Manya" series, (ill. 82),

is not only sexually explicit in the manner of pornography, but is also inscribed

"Blad", which is a popular graffiti mis-spelling of "Blyad" - "Whore" (14).

Pornographic graffiti in the form of images and words seems to have particularly

attracted Larionov, and as a subject of study, graffiti continued to excite him in

the mid-1920's. Michel Andreenko remembered:

"Larionov made many stops in the area far from the Buttes-Chaumont
where my studio was located. He used to sketch some of the drawings
scribbled on the walls by naughty children. They attracted him because
the execution of them was lively, natural and without set rules."

(Andreenko, in Loguine, 1971, B. 388, p. 140)

Children's Art

Andreenko's recollections also testify to a life long interest on Larionov's part in

the art of children. By 1912 many of the Western avant-garde had begun to

appreciate and study children's art. The Italian futurists had exhibited children's

drawings and paintings along side their own work in the "Mostra d'Arte Libera"

exhibition, in Milan in May 1911. Kandinsky and Marc had included reproductions

of children's drawings in their almanach Der Blaue Reiter (B. 553), and in his

essay "Masks", which was published in the almanach, Marc asked: "Are not
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children, who conceive directly and from their secret feelings, more creative

than those who imitate Greek Art?". The cubists were also interested in the

subject. Maurice Raynal, for example, in his article "Conception and Vision" of

1912 stated:

"The cave-man carved, on the walls of his home, figures of animals
he had seen. The child, as soon as he is old enough to do so, executes
portraits, 'just like daddy', or gives a lethal imitation (as his father
and mother have done) of some rich old maid."

(Raynal, 1912 in Fry, 1966, B. 509, p. 94)

In Russia, the appreciation of children's art, by artists, had begun somewhat

earlier than in the West. Nikolai Kul'bin, in 1 908, advocated his own biogenetic

view of children's art (15) when in his article "Free Art as the Basis of Ufe"

("Svobodnoe Iskusstvo kak Osnova Zhizni") he stated:

"Not everyone has the gift of reading the rudiments of the art
created by the most beautiful of animals - prehistoric man and
our children."

(Kul'bin, 1908, in Markov, 1969, B. 595, p. 35)

By 1909 a number of artists had become interested in child art. Bakst wrote a

short article on children's drawings for the December 1909 issue of Apollo (pollon).

Izdebsky exhibited the works of four children at his "Salon" of December 1909 -

July 1910, which Larionov would have seen, being an exhibitor (see p. 34). A

year later in 1911 the art critic Tugendkhol'd wrote an important article in

Northern Notes (Severnuie Zapiski) on "Childrens Drawings and their Relationship

to Adult Art" ("0 Detskikh Risunkakh i ikh Vzaimodeistvii s Iskusstvom Vzroluikh").

Then, in 1913, following the lead of their Western counterparts, the Russian avant-

garde began to promote and study both the art and poetry of children. Two poems

by a 13 year old girl, Militsa, from the Ukraine, were published at the insistence

of Khlebnikov in A Hatchery of Judges II (Sadok Sudei II). Just a year later

Kruchenuikh published a book entitled: Real Stories and Drawings by Children

(Sobstvennuie Razskazui i Risunki Detei) (16), which claimed to present the work

of 7-11 year olds, but some or all of which may hove been the work of Kruchenuikh
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himself. We should remember in this respect that he was a high school art

teacher in Kherson, before meeting the Burlyuks in 1907 (17).

At the same time a number of people were building up their own collections of

children's art. According to Markov (1969, B. 595, p. 36), Kamensky collected

children's drawings, and we know that Shevchenko and LD. Vinogradov had

collections of them too. Shevchenko reproduced one example in his book The

Principles of Cubism (Printsipui Kubizma) (B. 1 6) along with works by Larionov

and Goncharova. Also, Larionov exhibited 27 items from Shevchenko's collection

and 9 from that of Vinogradov in the "Target" exhibition of 1913 (18). A further

connection between Larionov and children's art was stated in 1912 by David

Burlyuk, who in his essay "Cubism" ("Kubizm"), published in A Slap in the Face of

Public Taste (Poshchechina Obshchestvennomu Vkusu), states an equivalence

between "free drawing" as found in the art of children and the work of the avant-

garde:

"In contrast to the Academic Canon, which sees drawing as a definite
dimension, we con now establish the canon - of Free drawing. (The
fascination of children's drawings lies precisely in the full exposition in
such works of this principle). The pictures and drawings of V.V. Kandinsky.
The drawings of V. Burlyuk. The portraits of P. Konchalovsky and
I. Mashkov, the Soldier Pictures of M. Larionov are the best example of
Free drawing."

(D. Burlyuk, 1912, in Bowit, 1976, B. 469, p.. 77)

Based upon this, it is all too easy to make sweeping generalisations about the

influence of child art upon Larionov, but care must be exercised, for some paintings

and graphic works which look 'child-like' are actually based on other sources and

use other conventions. An important consideration also is that the art of a child

rapidly and radically alters as it grows older, so there is no set standard with which

we can compare Larionov's works. Only certain devices can be compared with those

used by children of certain age groups, and others can be rejected as having nothing

to do with child art.
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"Soldier on a Horse" (ill. 71) utilises some features which are child like. The

painting is similar to that of a 14 year old, especially in the articulation of the

horses legs, the stiff pose of the rider, and the awkward positioning of the tree.

However, these are also features which are similar to adult peasant art, e.g.

'lubki', and so do not represent a specific influence. Apart from these factors,

the painting is really too sophisticated to imitate the work of a child. The tail

is handled too realistically, and the intersecting planes of the belly and legs of

the horse are beyond the child. The foreshortening of the tree stump, the elipse,

and the schema which is used to depict the stump, are also very sophisticated

devices which one might expect from an adolescent, but certainly not from a

young child of primary school age.

Another Larionov work which looks 'child like' is the lithograph "Resting Soldier"

(ill. 58). Yet once again there is nothing here which relates specifically to

children's art. The drawing uses a built in sophisticated schema for depicting the

soldier. The conscious overlapping of the limbs is a wilful distortion which would

not be practiced by a child, and similarly, as children are often wedded to symmetry,

such an intersection of the legs would be foreign to them. Furthermore, the

animal is certainly not child like, as all its characteristics have been smoothed

away until only a basic schema is left.

So works which at first sight appear to be 'child like' have little or no resemblance

to children's art. However, one of the major subjects of Larionov's neo-primitive

work, the flying bird (ill. 47), can be directly related to the art of a 7 or 8 year

old. There is nothing in this simple schema which a child of this age could not

attempt. The combination of plan and elevation views, the use of symmetry in

the limbs, and the depiction of the eye is genuinely child like. The bird may be

a survival from Larionov's own childhood, or he may have observed it in one of

the children's drawings which were on exhibition. Another genuinely childish
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schema which Larionov adopts is that of the boat which appears in some of his

"Birth of Venus" drawings (e.g. B. 313, pl. 118). This again is something which

most of us would retain from our childhood. The figure of Venus, however is

too sophisticated to be child like. The breasts would never occur in child art,

as in children's art there is little distinction made between mole and female; if

there is any differentiation, it is made by dress, and without recourse to sexual

references. The integration of the sea into this series is also beyond the child

(19).

Caricature

Apart from an interest in and use of motifs and schemas from genuine children's

art, Larionov was also fascinated by adult attempts to copy the art of children,

and in particular in the work of Gyp. Gyp was the pseudonym of the Comtesse

de Martel de Janville, who, during the 1880's and l820's wrote a series of

satyrical novels about society life, seen through the eyes of a little eight year

old boy called "Petit Bob". Some of the novels are illustrated with satyrical

drawings which are supposed to have been made by "Petit Bob", but which were

in fact done by Gyp and bear no resemblance to children's art whatsoever, despite

posing as such. Two of these novels: Les Gens Chics: Images en Couleurs par Bob,

(Paris 1895) and Ohs! Les Dirigeants! Images Colories du Petit Bob (Paris, 1896),

Larionov possessed in his library (20) and they seem to have made a certain

contribution to his work.

The sharply satyricol view of Parisian society as encountered and drawn, ostensibly

by Bob, is similar to Larionov's attitude to Painting Russian provincial life in

"Walk in a Provincial Town" (ill. 15). Characters from Larionov's painting, such

as the rich man, the dandy, and the rich woman, bear an interesting likeness in

both subject matter and style to "the rich man", "the old boy", and "the pretty

woman" in Oh! Les Dirigeants! (ill. 83). The figure drawing here is similar to
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that found in 'lubki', the characters appear as flat, two dimensional shapes, with

black outlines, and there is a flat, even application of colour without any tonal

modulations. Caricature is an essential device in these drawings, so the faces are

often distorted, but so too are parts of the body, and the relationship of one limb

to another. Notice the twisted right leg and foot of "the old boy", and his right

arm, which appears as an abstract shape, a mere appendage. All these devices

occur in Larionov's work, and especially in "Walk in a Provincial Town". The

most important elementin Larionov's painting is of cpurse the pig, and the use of

an animal for satyrical ends may well have been suggested by Bob, whose favourite

technique is to use repulsive dogs who reflect the characters of their owners.

The work of Gyp is also anti-semitic, and she includes a number of caricatures

by Bob of wealthy Jews. It is the stereotyped image presented by Gyp which

Larionov draws upon in his own caricature "Akhmet" (ill. 43). There is the bald

dome surrounded with curly hair, the large nose and thick lips, the large appended

ears and the ornate suit and collar, as found in Bob's caricatures.

In Les Gens Chics the subject was riding in the Bois de Boulogne, and for this

Bob made a centre-fold illustration of a French soldier on a Horse. This of

course invites an obvious comparison with Larionov's "Soldier on a. Horse" (ill. 71).

Larionov's painting is a much cruder work, though the tree at the left hand side

of the picture bears some similarity to the trees of the Bois de Boulogne as drawn

by Bob, through which the French soldier rides.

The major problem encountered when dealing with the sources of Larionov's neo-

primitive work is perhaps best exemplified by the picture "Soldier on a Horse":

namely that the many traditions and conventions of depiction outside the fine

art sphere, tend to share common characteristics. Thus it becomes possible to

compare a single painting, and the various devices which compose it, to perhaps
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as many as five different sources, "Soldier on a Horse" for example has already

been compared with 'lubki', folk murals, adolescent art, and satyrical drawing.

Ultimately it becomes impossible to talk about specific source material. Larionov's

neo-primitivism lies in many different forms of popular art, and art forms existing

outside the fine art context. To keep an open mind, and to recognise that the

style and subject of a single painting has many such origins, is to grasp the

fundamental nature of Larionov's neo-primitive work, that he is working with

visual elements which have a popular or universal appeal and application - his

neo-primitive works are the distilled essence of popular, naive and folk art forms,

a visual alphabet for a universal pictorial language.
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CHAPTER 3 - NOTES

1. The painting and decoration of shooting targets took place throughout

Europe amongst companies of archers at the time of a festival, or at

an important point in the life of a company. The targets were painted

either by the archers themselves, or by their friends, and often depicted

St. Sebastian, the patron saint of archers. The "Muse National des Arts

et Traditions Populaires" in Paris have a fine collection of such targets.

2. The following articles appeared in the 1906 volumes of The Golden Fleece

(Zolotoe Runo):

"Broderies Anciennes. 15 Reproductions", in 1906, No. 3, pp. 23-30.

Paul Kuznetzov: "Broderie Moderne", in 1906, No. 3, p. 30.

Alexandre Sredine: "Broderies Anciennes", in 1906, No. 3, pp. 88-93.

A.!. Ouspensky: "L'lconographie en Russie jusqu' la seconde moiti du XVIII S.

(23 Reproductions d'Ic6nes)", in 1906, Nos. 7-9, pp. 5-32.

A.!. Ouspensky: "Fresques du Parvis de Ia Cathdrale de l'Annonciation

Moscou (6 Reproductions)", in 1906, Nos. 7-9, pp. 33-48.

3. See for example his comments in the manifesto "Why We Paint Ourselves"

("Pochemu Mui Raskrashivaemsy&') p. 94. Also the manifesto "Rayists

and Futurepeople" ("Luchistui i Budushchniki") where he declared:

"Art for life ... We march hand in hand with our ordinary house
painters. We demand a knowledge of painterly craftsmanship."

(Larionov et al., 1913, in Bowlt, 1976, B. 469, pp. 89-90)

4. D.A. Rovinsky: Russian Popular Prints (Russkiya Narodnuiya Kartinki), 5 Vols.

Text, 4 Vols. Plates, (5 Knig Texta, 4 Toma Atlasa), St. Petersburg, 1881.

An abridged version in two volumes was published by R. Golike, in St.

Petersburg in 1900. Rovinsky's work still remains the best authority on 'lubki'.
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5. The actual techniques used to print the books are discussed in Compton,

1978, B. 483, Chapter 4: "Graphic Design".

6. Other members of the Russian avant-garde shared an interest in the artistic

qualities of playing cards, notably Ol'ga Rozanova, who in 1913 illustrated the

second edition of Kruchenuikh and Khlebnikov's book A Game in Hell (Igra

v Ado) with playing card imagery. Later in 1916 she made a series of

coloured lino-cuts based on playing card figures and imagery for The Zaum Book

(Zaumnaya Gniga), a book of "zaum" poetry by Kruchenuikh and Alyagrov (the

pseudonym of Roman Jakobson).

7. Larionov's personal copies of these works are now located in the National

Art Library, Victoria & Albert Museum, London.

8. In his paper: "Manet: Naivete Reinvented" presented at the Xth Conference

of the Association of Art Historians, Edinburgh 1984, John House argued

that the 'naivete' of Manet's paintings was conditioned by his subversion

of French academic conventions and culture, and that each society cultivates

its own naivete based upon the subversion of traditions within its knowledge

and experience.

9. K.A. Inostrantsev: From the History of Old Textiles (Iz Istoril Starinnuikh

Tkanei). Reprint from Transactions of the Eastern Section of the Imperial

Russian Archaeological Society (Zapiski Vostochnago Otdeleniya Imperatorskogo

Arkheologicheskago Obshchestva), XIII, St. Petersburg, 1901. The pamphlet

was located in the National Art Library, Victoria & Albert Museum, London,

but has since been lost.
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10. Sir S. Ponsonby Fane: "Somerset Friendly Society Pole Heads", in The

Connoisseur, Christmas Extra Number 1913, pp. 61-70. Larionov's copy of

the magazine was donated to the Bibliothque of the Muse d'Art Moderne,

Centre Georges Pompidou, Paris, by Mme. Larionov.

11. The discovery of Pirosmanishvili is charmingly described by Kin!! Zdanevich

himself in B. 713.

12. Currently evidence is lacking to support the existence of this exhibition. It

could be that Zdanevich is confused with the "Target" exhibition, but this

would seem strange as he himself was a participator.

13. A series of recently discovered smoke drawings made by soldiers in

Ravensdowne Barracks in Berwick in the 18th Century reveal some interesting

similarities to Larionov's use of graffiti. The drawings include simplified

animal and human shapes, comments written in long-hand, citing soldier's

names and periods of service, as well as vulgar words.

14. 1 am indebted to the artist Kirill Sokolov for his observations concerning the

relationship of Larionov's work to pornographic graffiti.

15. The biogenetic law which was widely accepted at the turn of the century,

stated that the development of the child reproduces in microcosm the

development of the human race, ontogenesis repeated phylogenesis, and so

it was held that the art of a small child was comparable to that of prehistoric

man. Because of the biogenetic law an interest in children's art necessitated

an interest in prehistoric art, and vice-versa. Both fields of study thus

became related, as in both quotes on p. 138 by Raynal and Kul'bin, until

the discovery of the Lascaux cave paintings, which were of course naturalistic,
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and from this point on the biogenetic law lost its impact.

16. Aleksei Kruchenuikh: Real Stories and Drawings by Children (Sobstvennuie

Razskazui I Risunki Detei), "EUY", St. Petersburg, 1914. A copy was

recently illustrated and advertised for sale in B. 503, item 125.

17. Kruchenuikh also collaborated with an 11 year old girl, Zina V., on his book

Piglets (Parosyata), "EUY", St. Petersburg, 1913, although Markov (1969,

B. 595, p. 203) believes this to have been a hoax, and Kruchenuikh to have

been the sole author.

There are further instances of the interest of avant-garde poets in children's

writing. Elena Guro was attracted to writing about the inner processes of

a child's life, and according to Markov, both she and Kamensky preached

the preservation of the child in. adult life. Khlebnikov in his poetry often

used infantilism as a poetical method, and tried to build some of his poems

on a child's vocabulary.

18. "Children's Drawings from the Collection of A.V. Shevchenk&', Nos. 153-180.

"Anonymous Drawings", Nos. 181-200.

"Children's Drawings from the Collection of I.D. Vinogradov", Nos. 201-209.

19. I wish to express a particular debt of thanks to Mr. Scott Campbell of

Newcastle University for introducing me to the study of children's art, and

for his valuable help concerning the use of child art by Larionov.

20. Gyp (pseudonym for Sibyle Gabrielle Marie Antoinette de Riquetti de Mirabeau,

La Comtesse de Martel de Janville): Les Gens Chics : Images Colories de Bob,

Charpentier et Fasquelle Editeurs, Paris 1895.

Gyp (pseudonym of La Comtesse de Martel de Janville): Ohs! Les Dirigeants!



- 148 -

Images Co1ories du Petit Bob, Lion Chailley Editeur, Paris, 1896.

Both books are now located in the National Art Library, the Victoria &

Albert Museum, London.
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CHAPTER 4

ARCHAEOLOGY AND ETHNOGRAPHY IN LARIONOV'S NEO-PRIMITIVE

WORK : TOWARDS A UNIVERSAL PICTORIAL LANGUAGE

The social science of archaeology, which began in the early 18th Century with

the foundation of the first archaeological societies and the formation of the first

collections of artifacts, developed with rapidity only during the mid 19th Century.

From societies of amateur status and rudimentary means such as "The Society of

Antiquaries" in London (1717) and its counterparts in America and France (1812 &

1814) there developed a widespread interest throughout Europe in classical and

indigenous archaeology as well as in excavation. This interest became manifest

particularly in the period 1840-1880 when the formation of professional bodies

such as "The British Archaeological Association" (1840) began to regularise

procedures of study along more scientific lines.

It was during this period too that many ethnographical associations and societies,

with their own publications, were founded throughout . Europe. Although ethnography

did not have such old and distinguished origins as archaeology, (the American and

British Ethnographical Associations were founded only in the early l840's) the

scientific study of the subject progressed at an equal speed, with the result that

by 1880 there were scholarly ethnographical societies in France, Russia, Switzerland,

Sweden, Germany, Italy and Austria. As early as 1866 archaeology and ethnography

were seen to be linked together, and an international framework created for their

discussion, when the first "Congrs International d'Anthropologie et d'Archologie

Prhistorique" was held at Neuchtel.

The development of these two social sciences in Russia was similar to their

development in Europe. In 1716 Peter the Great became interested in the golden
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antiquities and works of art of the ancient cultures of Russia, particularly of.

those which dwelt in Siberia. During 1716-1718 Peter received from Toboisk

over 200 gold and silver pieces which had been bought by the chancellery of the

Governor of Siberia, from "mound men" who plundered ancient barrows. Then in

1718 the Tsar published an edict requiring that unusual antiquities should be

collected and drawn, and that any one found to have concealed or melted down

such objects would be liable to severe penalties. Further developments were

made in the 1720's. The first official 'excavation' took place, of a Tagar barrow

on the Yenisei. The Russian Academy of Sciences was founded and began an

archaeological and ethnographical exploration of Siberia, and Russia's first public

museum, the Kunstkammer, was opened which displayed the Tsar's collection of

ancient gold and silver. Following the Tsar's death, the historian G.F. Miller,

on an expedition to Kamchatka during 1733-1743, acquired a collection of Tagar

culture bronze finials decorated with animal figures. Then during the early

19th Century P.K. Frolov collected wooden and bone antiquities which had been

stolen from barrows in the Altai.

The period 1840-1880 in Russia, as in Europe, witnessed the rapid development

of both archaeology and ethnography. "The Archaeological Society of St. Petersburg"

was founded in 1843, and in 1859 an "Imperial Archaeological Commission" under the

presidency of S.G. Stroganov undertook excavations, and instituted the Hermitage,

to which the Kunstkammer collection was transferred. In 1863 the "Imperial Society

of the Friends of Natural Science, Anthropology and Ethnography" ("Imperatorskoe

Obshchestvo Lyubitelei Estestvoznaniya, Antropologii, Etnografii") was founded in

Moscow, and shortly afterwards an "Imperial Russian Geographical Society" with

an important ethnographic section, in St. Petersburg. Also in 1863 V.V. Radlov

began his excavations of Togor sites, and two years later, whilst excavating two

large barrows in the High Altai, discovered that permafrost had formed under the
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stone cairns, resulting in the preservation of fur clothes, wooden and birch bark

objects. These items, along with the enormous collection of 2,000 bronze items

of the Tagar culture, collected at the same time by the mining engineer

l.A. Lopatin from the Krasnoyarsk region, were put on display in the Hermitage.

An interest in the Russian Paleolithic era grew from 1871 onwards when two

Paleolithic camping sites were discovered at Poltava and Irkutsk, proving, contrary

to European scholastic opinion, that Russia had been inhabited at that time.

Following this and up to the time of the Revolution another 10 Poleolithic sites

were discovered. It was also during the 1870's that the ethnographical sections

of the anthropological and geographical societies began to investigate and

describe the social and religious life of primitive tribes which still existed between

Siberia and the Mongolian border. Attention was particularly focussed on the

Buryat,the Yakut, the Samoyed and the Tungus. Some archaeologists even

combined their work with the ethnographical study of these tribes. The archaeologist

Radlov, for instance, is equally well known for his 10 volume work, published in

St. Petersburg between 1866-1907, on Selections of Folk Literature of the Southern

Siberian Tribes.

Finally during the 1890's an upsurge of interest in bronze and art objects from

Western Siberia and the Yenisei Valley led not only to excavations by A. V. Adrianov

of Tagar sites, but to the development in Russia of a classification system for

Bronze and Iron Age material. The 1890's was an important period too for the

dissemination of archaeological and ethnographical knowledge in the form of

publications. A whole genre of scholastic studies came into being in books and

periodicals on the subject of shamanism and the Buryat, Yakut, and Goldi tribes

in Siberia. The Transactions (Trudui) of the ethnographic section of "The Imperial

Society of the Friends of Natural Science, Anthropology, and Ethnography" were

into their 60th volume. In 1894 Radlov published his Siberian Antiquities (Sibirskie
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Drevnosti), and two epic series of books were in the middle of publication. These

were Russian Antiquities in Monuments and Art (Russkiya Drevnosti v Pamyatnikakh

i lskusstva) (1889-1899) by Count 1.1. Tolstoi and N. Kondakov, published in

St. Petersburg in 6 volumes, a set of which Larionov possessed in his library (1)

and l'Histoire de l'Art dans 1'Antiquit by Perrot and Chipiez, published in Paris

in 8 volumes, which immediately became an international reference work.

The response to these developments in archaeology and ethnography was felt

particularly strongly in the arts in Russia. Poets and painters of the symbolist

generation as well as members of Diaghilev's "World of Art" were the first to

be attracted to study of these subjects, and to apply their findings in their

respective arts. As Larionov began his artistic career as a symbolist these spheres

of study necessarily attracted him too.

From an early age Larionov would have been aware of the rich traditions of

ancient history and classical mythology concerning the area around his birth place.

There were for example "Kamennuie Babui", the stone sculptures which were

believed to have been made in Pre-Historic times, and still littered the Ukrainian

landscape (ill. 84). The influence of the Ancient Greeks had led to the foundation

of a settlement called Odessus, which had existed near Odessa, and the Black Sea

Coast itself had played an important role in Greek Mythology, not least in the myth

of Jason and the Argonauts (see p. 16 ). Tiraspol and Odessa were also close to

the Crimea and southern Russian steppes which had been inhabited by the Scythians.

From the point of view of ethnography, Larionov's childhood in Tiraspol would have

introduced him to numerous different races and their customs: his grandmother was

Greek, 25% of the town's population was Jewish, Gypsies passed through Tiraspol

as did Chinese silk merchants; and on visits to Odessa Larionov would have seen

the Turks freshly disembarked from their ships.
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Larionov's first awareness of the possibilities, and uses for his art, of a study of

archaeology and ethnography, would have occurred between 1906-1908, when he

seriously began to meet and work with the symbolist painters and poets. The

artist Nikolai Rerikh, for example, was interested in archaeology. Camilla Gray

noted that he not only took part in numerous excavations from the 1890's onwards,

but published the results of these in the form of scholastic essays in various

historical magazines (Gray, 1962, B. 527, p. 43). Rerikh's archaeological work

furnished him with a great deal of first hand knowledge which he was able to

incorporate into his designs for the ballet "The Polovtsicin Dances" staged by

Diaghilev in 1909, and later for "The Rite of Spring" staged in 1913, both of

which dealt with the subject of ancient Russian tribes. There was Bakst too, who,

although his interests lay chiefly in Oriental art, also studied classical archaeology,

that of Greece, Rome and Egypt. The symbolist poet Konstaritin Bal'mont

(1867-1 943) went even further afield and studied the art and religion of the Maya

in Mexico, as well as travelling extensively in South Africa and New Zealand,

where he also made ethnographic studies, observing the lives of the primitive

tribes as well as studying the local antiquities.

Vasily Kandinsky is perhaps the most important Russian artist to cite in connection

with ethnography. In 1889, in between his law studies and before he had committed

himself to a career as an artist, Kandinsky had been sent by the "Imperial Society

of Friends of Natural Science, Anthropology and Ethnography" to the province of

Vologda. Here he studied and made a report on the peasant laws and survival of

paganism amongst the local Syryenian tribes. During the trip Kandinsky discovered

folk art in its original form and he made drawings and studies, some in a small

diary, of architecture and decoration. By his own account he was most impressed

by the painted interiors of peasant homes; he felt as though he had walked into a

pointing, an effect he later hoped to create in those who looked at his own paintings

(Grohmann, 1959, B. 529, p. 31).
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Kandinsky also published two articles in ethnographical magazines, based on this

research visit of 1889. One, written for the Transactions (Trudui) of the

"Ethnographic Section of the Imperial Society of Friends of Natural Science,

Anthropology and Ethnography", was on the subject of punishments meted out

in the regional courts of the Moscow Province for insulting behaviour (2). The

article was evidently well received as shortly afterwards Kandinsky was elected

a member of the "Imperial Society". The second article was published in The

Ethnographical Review (Etnograficheskoe Obozrenie) (B. 551), which dealt with

Kandinsky's search for traces of pagan traditions concerning national deities

amongst the Syryenian tribes. He interviewed old tribes people and discovered

that they personified the sun and moon, and believed in local goblins ("domovoi")

and the goddess of the rye ("poloznicha").

Larionov was probably fully aware of Kandinsky's ethnographical exploits through

his friendship with the Burlyuk brothers, who had worked in the same studio as

Kandinsky in Munich, that of Anton Azb, or through his friendship with Vladimir

Izdebsky, who was a member of the Neue KUnstlervereinigung, of which Kandinsky

was a prominent member. The work of Bakst, Rerikh, and BaI'mont on the other

hand would be well known to Larionov, if not at first hand, then from their

writings for magazines such as Apollo (Apollon) and Olden Times (Staruie Godui)

to which Larionov subscribed (3), and especially The Golden Fleece (Zolotoe Runo).

Bakst, Rerikh and Bal'mont all associated with The Golden Fleece; for example,

articles by Bal'mont on the history and religion of the Maya were published in

the 1906 numbers of the magazine (4). The influence of The Golden Fleece upon

Larionov was of paramount importance, from its first publication in 1906 when

Larionov's paintings were illustrated, and his work reviewed in it, to 1908 when

Larionov became a co-editor and its influence waxed even stronger.
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The actual name of The Golden Fleece (Zolotoe Runo) was taken from the

ancient Greek myth of Jason and the Argonauts and referred to an important

theme amongst the symbolists, that of Ancient Greece, and this would appear

to be the starting point for Larionov's study of archaeology and ethnography.

An interest in things Greek had firmly manifested itself in Larionov's work by

1907 when, together with the Burlyuks, Larionov organised the exhibition

"Stefanos", (see pp. 16-17) and this interest seems to have continued for many

years. A manuscript which Larionov possessed in his library, probably dating from

his years in Paris, contains the complete Greek alphabet with a guide to

pronunciation and some simple Ancient Greek words (5). An important factor to

take into account when considering this interest in Ancient Greece is that two

of Larionov's friends from The Moscow School, Nikolai and Vasily Milioti, were

both Greeks by birth.

It was a year later, in 1909, that Larionov began to study ethnography and to

apply the results in his art. His first work to indicate this was "The Gypsy"

(ill. 12). From a stylistic point of view the painting has been compared with

Gauguin's "Ea Haere Ia Oe" 1893, which Larionov would have seen in the collection

of Morozov, (Daulte, 1979, B. 365, p. 48). The subject of Larionov's painting is

equally primitive, an itinerant and ill-clothed gypsy with her child, who are passing

through Tiraspol with their caravan. The facial features and physical characteristics

which are specific to the gypsy race have been accurately observed and reproduced,

for example, the brachycephalic skull of mother and child, the strong bridge of the

nose and large eyes. The plaited black hair and dark brown skin, denoting the race's

Indian origins, are also gypsy characteristics. Larionov would also have been

attracted to this subject because of the primitive life style of the gypsy; poor,

badly clothed, uneducated, the gypsy would have invited obvious comparisons for

Larionov with Gauguin's Tahitian women.
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The painting also seems to have been created within an intellectual context

and may have been a direct result of Larionov's study of historical and

ethnographical publications on the subject of Gypsies. For example, Larionov

possessed in his library a copy of Mmoires d'Histoire et de Gographie Orientales

No. 3 : Mmoire sur les Migrations des Tsiganes Travers l'Asie, by the Dutch

orientalist and scholar of Arabic, Michael Jan de Goeje (1836-1909) (6). The book

documents the migration of the Gypsy race from North-West India to Persia, where

they remained until the time of the first Mongol invasions. As a result of these

invasions they wandered into Armenia, whence one group moved into Syria,

Palestine and Egypt, and the remainder moved through Anatolia, into Greece and

the Balkans, and thence into Europe. Although the book was published in 1903

there is no evidence to suggest whether Larionov obtained it prior to or after the

painting of "The Gypsy". It is tempting to notice the coincidence in the dates of

the death of de Goeje, and the painting of the picture, which may suggest some

kind of tribute. However his possession of the book does prove that the subject

of the history and ethnography of the Gypsies was more than a passing interest.

An active interest in ethnography can also be seen in the subject matter of

Larionov's earliest Turkish paintings from the series "An Imaginary Voyage to

Turkey" (see p. 60). "Turk" (ill. 25) of 1911, shows a study of the physical

characteristics, dress and dance of two Turks. Both wear customary Turkish

headress, the woman, a scarf twisted round a low fez and the man a turban. Both

wear pantaloons (alvar) and familiar Turkish slippers. In "Mistress and Maidservant"

(ill. 26), Larionov depicts a scene from harem life with an odalisque wearing

traditional Turkish pantaloons and jacket, and the accessories of a girdle (kuak)

and cap. Both she and her servant are barefoot - a customary alternative to

wearing slippers (çipip) - and indulge in the usual harem habits of drinking and

smoking the long Turkish pipes known as 'chibouks'. Larionov even conceived

himself as a Turk when he painted "Self Portrait with Turban" (B. 310, pl. 37).
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Larionov's interests in Turkish ethnography seem once again to have been

supplemented by reading on the subject. For example, his library contained the

important book by the French physician Jacob Spon : Voyage d'Italie, de Dalmatie,

de Grace, et du Levant, (Alberts, La Haye, 1724) (7). Greece and the Levant

at that time were part of the Turkish Empire, and the book not only described

contemporary life in these countries, but was also filled with archaeological

information. It was, for example, the first book published to contain a scientific

description of the ruins in Athens.

During the summer of 1910 Larionov probably discussed these ideas with Khlebnikov

and the Burlyuks, during his stay with them at Chernyanka in the Crimea. It seems

most likely that at this point Larionov became aware of the possibilities of the use

of archaeological sources and symbolism in his art. The Burlyuks were at that time

becoming particularly interested in the ancient history of their locale and of their

own ancient origins. The painting "My Cossack Ancestor" by David Burlyuk was

painted around this time, and only a year later, in 1911, the Burlyuks would discuss

the Scythian origins of the area around Chernyanka with Benedikt Livshits,. and

shortly after this led to the adoption of the name "Hylaea" for their futurist

literary group (see Livshits, 1933, B. 580). Furthermore, Livshits in his memoirs

states that at Chernyanka:

"In the summer months Vladimir used to surrender himself
passionately to the excavation of less ancient barrows."

(Livshits 1933, in 1976, B. 582, p. 45)

It is conceivable that as Larionov was staying with the Burlyuks in the summer

months of 1910, that he accompanied Vladimir on such an 'excavation'. Twenty

years later, when describing his first visit to Chernyanka in December 1911,

Livshits used over twenty nouns and adjectives with specific Greek references to

point up the analogy between Chernyanka and Hylaea. This of course is a literary

device used with hind-sight, but certainly Livshits would have brought some of his

classical learning to Chernyanka, as no doubt did Larionov (8).
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Shortly after his visit to Chernyanka, Larionov joined the Ekaterinoslavsky Life-

Guards and performed his military service. 1911 then was a period of gestation

for Larionov, and a period when his interest in discovering alternative pictorial

conventions, and means of representation other than the academic painterly ones

taught at The Moscow School, was confirmed by the soldiers' grafitti drawings in

the barracks. Following his demobilisation, Larionov's initial interest in Ancient

Greece and ethnography developed in three directions; towards archaeology,

classical mythology, and shamanism. These three subjects were to preoccupy him

in his art from 1912-1914, and were to be the major routes by which Larionov

approached his mature neo-primitive works of this period, as well as the

major sources of their style and symbolism.

To begin with archaeology, Larionov's interest seems to have lain in four specific

areas: the Russian Pre-Historic, the Scythian, the Ancient Aegean, and Asia-Minor.

Several artists and poets had already been interested in Russian Pre-History.

Already in 1908 Nikolai Kul'bin had referred to the art of pre-historic man

(see p. 138 ). The art critic Vladimir Markov in his essay "The Principles of the

New Art" ("Printsipui Novogo lskusstva") spoke of: "Monuments of the Stone Age,

of hunting peoples, preserved in caves ..." (Markov, 1912, in Bowlt, 1976, B. 469,

p. 32). Pre-Historic subjects were frequently used by the poets Bal'mont and Blok

as subject matter for their poems; but in particular, Russian Pre-History was the

domain of Khlebnikov. Pre-History is reflected in many of his poems such as

"Numbers" ("Chisla"), "The Hunter Usa Gali", ("Okhotnik Usa Gali"), "The Maiden's

God" ("Devy Bog"), in the historical sketch "On Roamers" ("0 Brodnikakh"), and in

the dramatic work "I and E" ("j I E"). In fact, as Markov states (1969, B. 595,

p. 36), the action of several of Khlebnikov's longer poems is set in an imaginary

"Slavic Stone Age", and several of his shorter works are reminiscent of drawings

on cave walls.
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The influence of Russian Pre-Historic art first appears in Larionov's work in

1912. Late in that year he made 17 drawings for Kruchenuikh's book Half Alive

(Poluzhivoi), and at least 3 were based upon small Pre-Historic bone statuettes

which were then on display in the Hermitage. Usually, Pre-Historic statuettes

are of women who are stout and stocky, with large stomachs and pendulous

breasts. However, those discovered at the Russian Pre-Historic site of Mal'ta

near Irkutsk are created according to different conventions, and Larionov's

drawings duplicate these. Like the MaFta statuettes (ill. 85) Larionov's drawings

(iii. 48) are thin and taper off towards the feet; in fact feet figure neither in the

statuettes nor in Larionov's drawings. Like the statuettes, the legs in the Larionov

drawing are pressed close together, divided only by a black line representing the

incision on the statuette. The arms in the drawing are straight and clasped tightly

to the sides of the body, the breasts are small and triangular, almost urinoticable,

just like those in the statuettes. Finally the features of the head like those of

the statuettes are barely indicated.

Pre-Historic statuettes of the Cucuteni and Proto-Cucuteni peoples may also have

offerred Larionov a source of inspiration. The Cucuteni were a Chalcolithic

culture (c. 5000-3500 B.C.) which inhabited the Dniestr Valley, in which present

day Tiraspol is situated. The Cucuteni site of Tripolye (the birth place of Ivan

Larionov) had in fact been excavated at the end of the 19th Century by V.V.

Khvojka, and following this, in 1909-1910, Hubert Schmidt excavated a fortified

Cucuteni settlement in Northern Moldavia (Gimbutas, 1974, B. 519, p. 33). These

excavations, which were so near home for Larionov, uncovered a particular type

of statuette which had no arms (ill. 86), diminutive breasts, buttocks which stood

out from the back at an odd angle and, like the Mal'ta statuettes, legs which

tapered together. These characteristics generally apply to the drawing of the

woman in Pochoir No. 12 of the Imaginary Voyage to Turkey (iii. 87), which

suggests that this too is based upon Larionov's study of Pre-Historic statuettes.
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The particular feature of this drawing which firmly relates it to this source, is

the depiction of the buttocks. This is a device found only in Pre-Historic

statuettes, such as those of the Cucuteni, which were known as "steatopygous

statuettes" (9).

A particularly stunning visual element of the Cucuteni statuettes is the

vocabulary of incised designs upon them, and although most of Larionov's drawings

omit this device, there is one, "The Birth of Venus" (iii. 88), in which he may

have tried to imitate the effect. Here, the face, torso, and thighs are overlaid

with curving lines. Furthermore, the two spirals made up of black and white dots

are devices reminiscent of those used by many Pre-Historic peoples on their

pottery, to symbolise the snake, a central image and concept of Pre-Historic

European culture (see Gimbutas, 1974, B. 519, pp. 93-101).

Larionov's interest in and study of ancient statuettes is further demonstrated by

his inclusion of 9 ancient Indian and Egyptian statuettes in the "Exhibition of

Original Icon Paintings and 'Lubki" in March 1913 (10).

Finally there is the importance for Larionov of Pre-Historic cave paintings. Already,

Susan Compton has suggested the use of "palaeolithic imagery" in a lithograph for

Khlebnikov's poem "Selenochka" in World Backwards (Mir s Kontsa) (ill. 46), (Compton,

1978, B. 483, p. 92). The random distribution of pictorial elements is certainly

similar to that of cave paintings and petroglyphs. One of Compton's observations

is particularly important, that the striations across the drawing represent the

incisions found across many cave paintings and petroglyphs, and this can be

verified by illustrations of numerous cave paintings and drawings which bear these

marks. A portrait drawing for Pomade (Pomada) (ill. 52) could also be interpreted

in this light, with the thick heavy slashing lines being either striations or fissures

in the rock; such portrait drawings, although rare, are not unknown.
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In this connection it is important to note that John Bowit suggests the importance

of petroglyphs from Sheremetievo in the fractured style and subject matter of

some of Filonov's paintings (11), and this would support the interpretation above.

A drawing by Rogovin for World Backwards (Mir s Kontsa) also indicates an

interest in cave art. Not only does Rogovin practice the device of random

distribution, but his depiction of people in a boat, and of a large cow, refers to

two common subjects in cave art and petroglyphs. He treats them in a similar

style, a simple and schematic profile line drawing for the people in a boat, and

a naturalistic manner for the cow.

A particularly interesting aspect of Pre-Historic cave painting is the use of the

negative image, especially that of the hand and fore-arm, created by placing the

arm against the wall and outlining it with pigment. This particular device seems

to have provided a direct source for the artist Malevich, who used it in his

symbolist painting "Woman in Childbirth" c. 1908. It may be that a device such

as this was in Larionov's mind when he painted the figure of "Autumn" (iii. 39),

where a similar negative image is used for the delineation of the body.

During 1912-1914 there was also a widespread interest amongst artists in

'Scythian' art forms, which seemed to be a necessary correlate of Pre-Historic

art, few people at the time differentiating between the two. In 1912 the word

'Scythian' was applied not only to the rich collections of gold from barrows which

were on show in The Hermitage, but also to the large stone statues which

decorated the southern Russian steppe and were known as "Kamennuie Babui" or

"Stone Grannies" (iii. 84). At the time it was generally believed that these

sculptures had been created in Pre-Historic times, although it is now known that

they were made in the Medieval period, during the 11th and 12th Centuries A.D.

The Burlyuk family actually owned a "Kamennaya Baba" and took it in tow with

them wherever they went:
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"David, his brothers and his sister all painted. They even had their
own sculpture gallery: a Scythian idol, found in a burial mound.
When David's father subsequently lost his position, the family took
this idol to Moscow ... This Scythian idol, which had travelled to
Moscow by mistake, somehow came to rest on Nastasyinsky Lane,
near a barn where students of the art school gathered."

(Shklovsky, 1974, B. 667, p. 21)

Goncharova was also a great enthusiast of "Kamennuie Babui" during the period

1910-1913. For example, she incorporated them into three of her paintings:

"Pillars of Salt (Cubist Method)", "The God of Fertility" and "Stone Woman (Still

Life)" (see Chamot, 1979, B. 358, p. 30). Also, in March 1912, Goncharova cited

"the Scythian stone women" as an example of indigenous cubism, in her speech at

the "Jack of Diamonds" debate. She cited this example in an attempt to prove

that cubism was not a new phenomenon, and it also served to suggest that cubism

was not an entirely French invention either. Actually it was probably Western

example which inspired Goncharova to paint "Kamennule Babui" in the first place.

Gauguin had incorporated Breton and Tahitian sculpture into many of his paintings.

Balearic stone and French Congo sculptures had been important sources for

Picasso's "Les Demoiselles", and the influence was clearly reflected in other works

by Picasso in the Morozov and Shchukin collections. In this connection one also

thinks of the impact upon the Russian avant-garde of several enormously powerful,

early cubist monumental figure paintings, such as "Dryad" and "Standing Woman",

again in Russian private collections. Works such as these taught the Russians to

look to their own indigenous sources of sculpture for inspiration, and this they

found in "Kamennuie Babui".

There are several evidences for Larionov's interest in "Kamennuie Babui"; for

example by July 1 913 he and Sergei Khudakov planned to write about them in

their book Russian Art (Russkoe Iskusstvo) (see p. 130). lsarlov later stated that

Larionov:
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was attracted by the old Russian masters Fedotov, Venezianov,
Ivanov, the icons and the ancient stone figures of women."

(Isarlov, 1923, B. 381, p. 2)

Even after 1927 Larionov maintained an interest in them, as a photograph of

two freshly excavated "Kamennuie Babui" exists in his photographic collection

(12). The importance of these sculptures for his art seems to lie in their bold

outline, and especially in the incorporation of the head into the body so that the

entire sculpture assumes a parabolic outline such as that used in "Spring 1912"

(ill. 1 65), or the cover design of Pomade (Pomada) (ill. 49). The schema of the

parabolic curve with a face in its centre, which is derived from "Kamennuie

Babui", was still being used by Larionov as late as 1933 when he made illustrations

for the cover of Mark Slonim's Portraits of Soviet Writers (Portretui Sovetskikh

Pisatelei) (ill. 161), and towards the end of his life, in a drawing made for Mary

Chamot. The rough, weathered appearance of "Kamennuie Babui", and the loss of

detail over the centuries, also seem to be reflected in Larionov's art; the standing

figure illustrating Gumilev's "Muzhik" (iii. 134) evokes something of these

qualities. The drawing might have been more appropriate had it accompanied a poem

by Khlebnikov, as "Kamennuie Babui" sometimes occur in his work.

The peculiar parabolic schema which Larionov adopted in the above works, also

has strong affinities with another form of ancient monumental figure sculpture,

that of the adobe "Guardians", the unique figures which surround the Pueblo

Indian cemetry at Acoma in New Mexico (ill. 88). Not only is the bold parabolic

form a common feature but the adobe cap recalls the unusual caps which adorn

the heads of several of Larionov's figures. If there is a connection here, then it

may be through David Burlyuk who was attracted to Ancient Mexican culture

(Livshits, 1933, in 1977, B. 582, p. 53). Larionov's figures also bear comparison

with a series of sculpted heads by Sergei Konenkov which were illustrated in

Apollo (Apollori), 1912, No. 2, and may have been inspired by similar sources.
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During 1912 the futurist group which comprised the poets Khlebnikov, Mayakovsky,

Kruchenuikh, Livshits, David and Nikolai Burlyuk, and their brother the painter

Vladimir, adopted the name of "Hylaea' 1 . "Hylaea" was the ancient Greek name

for the area in which Chernyanka was situated, and which used to be inhabited

by the Taurii, a Scythian tribe. The name "Hylaea" was specifically chosen by

the Burlyuk group for these very connotations, and their symbol, 'the one and a

half eyed archer' (associated with David Burlyuk, who was blind in one eye),

was borrowed from Scythian mythology. The particular source for the name

"Hylae&' was Book 4 of The Histories by the Ancient Greek writer Herodotus,

in which Herodotus discusses the land, religion and customs of the Scythians.

Apart from being well known to Burlyuk's "l-lylaeo" group, it is likely that

Larionov was also interested in Herodotus, as the Scythian tribe of the Callipidae

(also discussed by Herodotus, Book 4, 1 6-20) had inhabited the area of his own

home town of Tiraspol.

In fact, Herodotus' account of the Scythians seems to have provided Larionov with

certain source material. For example, one of the most fascinating episodes in

Herodotus' account is that of the Scythian 'vapour bath':

on a framework of three sticks, meeting at the top, they stretch
pieces of woolen cloth, taking care to get the joins as perfect as they
can, and inside this little tent they put a dish with red hot stones in
it. Then they take some hemp seed, creep into the tent, and throw
the seed onto the hot stones. At once it begins to smoke, giving off
a vapour unsurpassed by any vapour bath one could find in Greece.
The Scythians enjoy it so much that they howl with pleasure. This is
their substitute for an ordinary bath in water, which they never use.
The women grind up cypress, cedar and frankincense on a rough stone,
mix the powder into a thick paste with a little water, and plaster
it all over their bodies and faces. They leave it on for a day, and
then, when they remove it, their skin is clean, glossy and fragrant."

(Herodotus, The Histories, B. 537, Book 4, 71-76)

This episode seems to have provided Larionov with inspiration for pochoir No. 10

of the Imaginary Voyage to Turkey (ill. 90). This pochoir shows a naked woman

in a crouched posture, whose face and body are covered in a white paste (the
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actual colour of the Scythian paste was white). She has a smile on her face and

her arms are raised joyfully, which may indicate that she is intoxicated with the

hemp smoke from the vapour bath. The diagonal shading in the background could

indicate either the hemp smoke itself, or more likely howls of pleasure d, as this

is a familiar device used by Larionov to signify sound and noise (cf. ills. 51, 93).

The style of the pochoir and the posture of the body are clearly inspired by similar

conventions of depicting the human form to those found in civilizations of the Aegean

before the arrival and dominance of the Greeks (c. 1150 B.C.). The actual squatting

posture of the woman with her arms raised in the Larionov pochoir is the same as

that classified by Marija GImbutas in B. 519 as 'the birth giving goddess', a cult

image which occurs often in the icongraphy of ancient Aegean cultures, (ill. 91).

Larionov's interest in Aegean civilisation before the Greeks seems once again to

have been accompanied by diligent research on Larionov's part. Another book

which he possessed in his library was the pioneering study Les Civilisations

Prhell4nigues dans Ia Bassin de Ia Mer Egee by the scholar Rena Dussaud.

Larionov's copy is the second edition published in 1914; he may have seen the

first edition of 1912, but at least his possession of the book indicates that certain

of his interests lay in this area and that Pre-Hellenic civilisations in the Aegean

may have afforded source material for his art.

Certain comparisons support this view. A familiar device used by Larionov in his

drawing of the head, is that of the displaced ear. In the two large heads of

"Spring" (iii. 37) and the head of "Winter" (iii. 40) the ear is drawn as a simple

'C' shape sometimes with a ring in it, and it is positioned unnaturally. It begins

below the level of the eye and continues down to the chin; in fact its centre

point is horizontal with the mouth. A similar convention was used in ancient

Aegean art, for example, in the sculpted heads of Aegean funerary urns (ill. 92)

where the ear occupies a similar prominent and displaced position. The two heads
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of "Spring" also bear comparison with the depiction of heads in Mycenaean

frescos as reproduced in the 1 91 2 book on Mycenaean art by the Gilleron Brothers

(13). In fact, in this light, the dramatic change in the colouring at the base of

the necks of the two heads in "Spring" could almost be read as areas where the

paint has flaked away from the wall and has had to be consolidated.

A second point of interest is the depiction of the flying bird in Mycenaean art.

For example, Dussaud reproduces a Mycenaean gold-leaf figure with two schematic

birds flying from the shoulders. This offers at least an interesting parallel with

the composition of the square in Larionov's "Autumn" (iii. 39) where the goddess

is similarly accompanied by two birds. In fact the symmetrical framing of a

human figure by two animals or birds is a common motif in art from many different

ancient cultures (cf. Babylonian cylinder seals). The motif of the flying bird also

appears on Greek Bronze age silver ware (see E. Vermeule: Greece in the Bronze

, University of Chicago Press, 1972, plate XX A.) and here the combination

of the wings of the bird seen in plan with the profile view of the head, are

comparable to the birds of Larionov (ill. 47).

Larionov was not alone in his use of ancient Aegean art. Bakst made direct

copies of painted designs on Mycenaean pottery which had been excavated at

Salamis, on Cyprus, and used them just as they were for plays and ballets, before

his association with the "Ballets Russes" in 1 909 (14). Then there was Khlebnikov

too, who was taken with the mythology derived from the ancient Aegean and

dealt with it in his poetry, for example, "The End of Atlantis" ("Gibe!' Atlantidui").

Many different types of ancient ceramics from the Mediterranean were also

exhibited by Larionov in the "Original Icon Painting and 'Lubki" exhibition of

1913; they included ancient Roman earthenware, a statue (possibly Etruscan),

ancient Egyptian clay jugs, ceramics from Cyzicus, the Caucasus, the Dardanelles,

Athens, and from an archaeological excavation near Pozzuoli in Italy which had
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originally been the ancient Greek colony of Dicaearchia (15).

Related to his study of Ancient Aegean art one can also trace a deep interest

in the ancient empires of Asia Minor, especially those of Assyria and Babylon.

In fact in his foreword to the catalogue of the "Original Icon Paintings and

'Lubki" exhibition of 1913, Larionov stated a relationship between these two

cultures and modern art movements such as futurism:

"It is possible to compare the most surprising, the most up-to-date
doctrine, futurism, to Assyria or Babylon, and Assyria with the cult
of the goddess Astarte, the teaching of Zarathrustra, is in that which
assumes the guise of our times ... these epochs in their essence,
development and movement are equal, and to consider them from the
point of view of time, is only unfortunate narrow-mindedness."

(Larionov, 1913, B. 73, p. 6)

The principle which allowed Larionov to make this unusual connection between

futurism and Assyria and Babylon, was that of 'everythingism' ('vsechestvo'),

the idea which Larionov and his group developed during 1913, which stated an

equivalence between art movements and cultures which were divided in time

(see p. 84 ). Larionov's choice of Assyria and Babylon was particularly

significant as his friends in the Acmeist circle of poets were tapping Babylonian

literature at the time. Gumilev in particular was studying the Gilgamesh legends

which led to the publication in Petrograd in 1919 of his own translation: Gilgamesh;

A Babylonian Epic Poem: Translation by N. Gumilev (Gil'gamesh; Vavilonsky Epos:

Perevod N. Gurnileva).

The most notable art form connected with Assyria and Babylonia was of course

the cylinder seals which were being excavated in great numbers at the time. A

frequent formal device of these is to flank a representation of a divinity with

two animals which stand vertically on their two hind legs. A similar approach

can be found in Larionov's drawing "Mistress and Maidservant (From 'An Imaginary

Voyage to Turkey')" (in Eganbyuri, 1913, B. 12, p1. 30) where a lion is positioned
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vertically as a framing device. The same convention is also used by Goncharova

in her drawings of satanic demons for A Game in Hell (Igra v Adu).

Connected with the cult of Astarte in Asia Minor were many perverse sexual

practices such as ritual prostitution, etc., and Larionov evidently knew something

of this cult when he referred to it in 1913. Knowledge of the cult of Astarte

could well have been the inspiration behind the frankly sexual nature of Pochoir

No. 12 of the Imagary Voyage to Turkey (iii. 87), aswell as some of the dubious

imagery in Half Alive (Poluzhivoi). This would have added a greater depth of

meaning to the "Imaginary Voyage to Turkey" series of paintings and pàchoirs,

as Cyprus (the seat of the Astarte cult) and Asia Minor were part of the

Turkish Empire at this point.

Archaic sources and imagery then from the Russian Pre-Historic and from the

Aegean and ancient Asia Minor offered Larionov a rich visual vocabulary to

draw upon. Yet each art form of these cultures that he studied had originally

been created to depict an aspect of 'primitive' religious or spiritual belief, and

in accordance with this, the symbolism or meaning of much of Larionov's neo-

primitive work is associated with primitive mythologies and spiritual conceptions,

most of which are generally analogous to each other. The discovery that a symbol

can have a universal meaning amongst primitive and ancient cultures was also

made by Larionov during 1912-1914 when in association with this study-of

Ethnography-Archaeology he began to study classical mythology and Siberian

shamanism, and applied the results in his art.
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CHAPTER 4 - NOTES

L	 Larionov's volumes include:

Vol. II : Scythian - Sarrnatian Antiquities (Drevnosti Skifo - Sarmatskiya),

1889.

Vol. IV : Christian Antiquities of the Crimea, the Caucasus, and Kiev

(Khristianskiya Drevnosti Kruima, Kavkaza, i Kieva), 1891.

Vol. V : Burial Mound Antiquities and Treasures of the Pre-Mongol Period

(Kurgannuiya Drevnosti i Kladui Domongol'skogo Perioda), 1897.

Vol. VI: Monuments of Vladimir, Novgorod, and Pskov (Pamyatniki Viadimira,

Novgoroda, i Pskova), 1899.

They are now located in the National Art Library, Victoria & Albert Museum,

London.

2. V. Kandinsky: "On Punishments According to the Judgements of the Rural

District Courts of the Moscow Province" ("0 Nakazaniyakh pa Resheniyam

Volostnuikh Sudov Moskovskoi Gub."), in Transactions of the Ethnographical

Section of the Imperial Society of the Friends of Natural Science, Anthropology

and Ethnography (Trudui Etnograficheskogo Otdela Imperatorskogo Obshchestva.

Lyubitelei Estestvoznaniya, Antropologil, Etnografii), Moscow, 1889, Vol. LXI,

Part IX, pp. 13-19.

3. Olden Times : A Monthly for Lovers of Art and Antiques (Staruie Godul

Ezhemesyachnik dlya Lyubitelei Iskusstva i Starinui) was published in

St. Petersburg during 1909-1916. Larionov possessed several copies of the

magazine as well as a complete set of Apollo (Apollon) (B. 443). These are

now located in the National Art Library, the Victoria & Albert Musuem,

London.
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4. K.D. Balmont : "Histoire des Quichs-Mayas', (Fragment de Thogonie des

Peuples de l'Ancien Mexique)", in The Golden Fleece (Zolotoe Runo), 1906,

No. 1, pp. 78-89, and 1906, No. 2, pp. 45-57.

5. The manuscript written on English writing paper watermarked "Original

Ligat Mills" contains the entire Greek alphabet in capital and small letters,

with the Greek names written alongside in Russian. Several Greek words

follow with their Russian equivalents: e.g. Basileus = Tsar, Theos = Joy',

etc. A note on pronunciation follows and on the indefinite article. Finally

the writer ends with a short letter, and an unintelligible signature. The

manuscript is located in Box V. 36 F. in the National Art Library, the

Victoria & Albert Museum, London.

6. Michael Jan de Goeje : Mmoires d'Histoire et de Gographie Orientales

No. 3 : Mmoir stir Les Migrations des Tsiganes Travers l'Asie, Leide 1903.

Located in the National Art Library, the Victoria & Albert Museum, London.

7. Jacob Spon : Voyage d'Italie, de Dalmatie, de Grce et du Levant fait aux

Annes 1675 et 1676, R. Alberts, La Haye, 1724. Larionov actually

possessed two copies of this work, both of which are now in the Notional

Art Library, the Victoria & Albert Museum, London.

8. In his memoirs (1933 in 1977, B. 582, p. 44) Livshits refers to the Classical

philologist and mythologist Friedrich Lubker (1811-1867). It may be that

his work was read by Larionov as well as Livshits.

9. The term "steatopygous" means an excessive development of fat on the

buttocks, especially of females. Archaeologists erroneously used this term

for figurines which they thought represented a natural portrayal of women
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with abnormally large buttocks. Gimbutas proves that this is wrong.

These statuettes represent the bird goddess, and in fact the buttocks of

the figurines were often modelled around an egg, hence their odd and

distended shape. Apart from this, all these figurines are slender above

the waist, and their breasts reduced in size. Gimbutas argues against the

use of the term in relation to such bird goddess stcituettes. For further

discussion of these statuettes see Gimbutas, 1974, B. 519, pp. 106-107.

10. Nos. 348-349 : Glinyannuiya Figurki, (Clay Figurines).

No. 360 : Glinyannaya Statuetka (Indiya), (Clay Statuette) (India).

Nos. 376-377 : Glinyannuiya Figurki (Tulk.), (Clay Figurines) (Tulk. ?).

Nos. 372-373 : Nubyskiya Statuetki, (Nubian Statuettes).

No. 374 : Egipetskaya Figurka (Derevo), (Egyptian Figurine) (Wood).

No. 419 : Kukia (Nubiya), (Doll) (Nubia).

11. See his comparison in Bowit : "Pavel Filonov" in Proffer, 1980, B. 626, p. 386.

1 2. The photograph is located in the National Art Library, the Victoria &

Albert Museum, London. On the reverse is on illegible inscription part of

which reads: "... kogo Gosmuzeya/ ... aluyskogo uezda. 1927."

13. I am indebted to Professor Brian Shefton of Newcastle University for this

observation.

14. Compare his design for "Phaedre", in Sotheby, 1969, B. 674, No. 34, with

the well known design on a Mycenaean 'krater', in Gimbutas, 1974, B. 519,

p. 187. Bakst referred to Ancient Aegean art later in 1912, when he was

commissioned to make costume and dcor designs for Diaghilev's production
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of "Daphnis et Chloe" and for Ida Rubinstein's "Hlne de Sparte",

based on the 4 act tragedy by Verhaeren.

15. Nos. 375, 381-382, 390-396, 407-410, 412-413, in the exhibition calalogue,

B. 164.
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CHAPTER 5

SHAMANISM AND CLASSICAL MYTHOLOGY IN LARJONOV'S

NEO-PRIMITIVE WORK : A UNIVERSAL PICTORIAL LANGUAGE

Larionov's study and use of archaeology for his neo-primitive work was also

accompanied by a study of shamanism and classical mythology. Although these

latter two sources did add new pictorial devices to Larionov's neo-primitive style,

Larionov seems to have particularly borrowed their symbolism in order to suggest

some kind of 'primitive' content for his art. Although shamanism and classical

mythology are two radically different fields of study, they are none the less

both primitive systems of religious belief, and their ideology and symbolism often

parallel each other. For Larionov they would also represent the two great poles

of Western and Eastern paganism, the combined influence of which had played

such a great part in the shaping of the character of Russia and its people.

The subject of classical mythology is generally well known in the West, but the

subject of shamanism may need some explanation. Shamanism is a magico-

religious phenomenon of primitive societies, particularly those of Siberia and

Central Asia, and is practised by a shaman. The shaman (1) is the centre of

magic and religious life amongst tribes such as the Buryat, Yakut, Samoyed,

Tungus, Altai and many others throughout Siberia. However, the functions of

the shaman are extremely specialised and are limited to two domains: whenever

the fate of a human soul is at stake, during illness or after death; and whenever

a misfortune takes place within the tribe, or an important rite has to be performed

where direct contact with the deities is involved. In either of these two situations

the shaman is called upon to practise his technique of ecstasy, in which he falls

into a trance and acquires the attributes of 'magical flight', with which he flies

through the spirit world to locate a lost and endangered soul (held to be the
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cause of sickness), to guide it after death, or to seek the advice of spirits and

deities on important matters concerning the tribe, or sacrifices for a certain rite.

However, because his role is so limited, a great part of the religious life of the

tribe takes place without him. Shamanism is not to be confused with a religion

as such, as Eliade states:

"Shamanism always remains an ecstatic technique at the disposal of
a particular lite and represents as it were the mysticism of the
particular religion."

(Eliade, 1 964, B. 500, p. 8)

As such shamanism occurs in many different parts of the world, where it co-exists

with other forms of magic and religion. However it was in Siberia and Central

Asia that shamanism was first documented and described by early travellers, and

here that it has had its most complete manifestation.

Quite an extensive literature had developed on the subject of shamanism in

Russia by 1912. Oneof the first pioneering studies, Shamanism in Siberia

(Shamanstvo v Sibiri) by Shashkov (2) was published in 1864, but it was only in

the 1880's and 1890's that numerous books and articles began to appear which

dealt with shamanism amongst the Mongols, Buryat, Yakut and Goldi tribes. At

least 100 major studies appeared on the subject of shamanism during this period

(3). These years also marked the rise of specialists in this field of study; some,

such as M.N. Khangalov and Banzarov, who were Russian educated, but Buryats

by birth, became associated with their work on shamanism amongst their own

native tribe. Others such as Valdemar Bogoras, Jochelson, Potanin, Klementz,

Sieroszewski and Pilsudski were political exiles in Siberia and turned to the study

and ethnography of the local tribes for something to do, and in fact became

distinguished scholars in a field of study that they had not originally intended to

follow. After the turn of the century many expeditions took place to research

the history and cultures of the Siberian tribes, the most famous being the "Jessup

North Pacific Expedition" from the American Museum of Natural History. A
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number of Russian expeditions were also taking place such as that of A.V. Anokhin

during 1910-1912 to research shamanism amongst the Altai. As a result of such

expeditions, the Russian press became interested in shamanism. In particular

The Stock News (Birzhevuiya Vedomosti) (B. 465) played an important role in

popularising the subject when it serialised an essay on "Spiritism and Shamanism"

("Spiritizm I Shamanizm") by Vasily Anuchin, "a member of the Turzhansk

Expedition", during March 1910 (4).

In 1912 the Russian avant-garde were generally becoming aware of and interested

in this subject too. For example, Viktor Shklovsky recorded that at this time:

"... a shaman was brought to the Historical Museum in Moscow.
Having behind him the age old culture of the shamans, this shaman
wasn't bashful. He picked up his tambourine and cast his spells
for some professors; he saw spirits and fell into an ecstasy.

Then he left for Siberia, to cast some spells there - only this
time not for any professors."

(Shklovsky, 1971, B. 666, p. 33-34)

Also during 1912 Khlebnikov wrote a poem about the meeting of classical mythology

and Siberian shamanism, entitled "Shaman and Venus" ("Shaman i Venera") which

was published in the futurist book A Hatchery of Judges II (Sadok Sudel II) (B. 8)

in 1913.

Larionov's interest in and study of shamanism, particularly shamanism amongst

the Buryat, seems to date back to 1912 also. In this year at the latest Larionov

had managed to obtain an original sacred drawing by a Buryat, and this he proudly

displayed in a section of its own at the "Exhibition of Original Icon Paintings and

'Lubki" in March 1913, under the title "No. 614: Buryat Lubok from the Collection

of M.F. Larionov". By 1912-1913, then, Larionov knew of the Buryat tribe, and it

is most likely that at this date he obtained one of the most important studies of

shamanism amongst this tribe, by M.N. Khangalov : Memoirs on Ethnography

Materials on Shamanism amongst the Buryat (Zapiski 0 Etnograf ii Novuie

Moterialui 0 Shamanstve u Buryat, published by the East-Siberian Section of "The
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Imperial Russian Geographical Society" in 1890 (5).

This particular book by Khangalov gives a general account of the role of the

shaman in Buryat society, and details numerous chants and rites which are used.

In particular he describes the great ceremonials such as that performed by the

Balagan Buryat to the Western Khan spirits in Spring. Khangalov also cites a

number of myths which are recounted amongst the Buryat concerning their

origins, which claim descent from the divine Tengeri spirits, who are the object

of Buryat worship. Khangalov notes that there are 99 Tengeri, 54 of which are

good, white and live in the west, 44 of which are bad, black and live in the east,

and one who inhabits the border in between. The shamans are likewise divided

into good and bad, black and white, so too are another religious group of Buryat

society, the smiths, who are supposed to be descended from a special group of

heavenly spirits and are believed to have a mystical and protective power. The

book also deals with the concept of soul-borrowing amongst Buryat shamans in

healing their patients, and also details the process whereby on the death of a

good shaman his spirit becomes a "forest-mountain ancestor" and lives on in a

local forest or mountain to help the living members of his clan. Finally, at the

end of the volume there are three plates of Buryat drawings depicting Buryat

smiths at work.

Numerous aspects of Buryat shamanism appear to be reflected in Larionov's art.

Some of the Russian futurist books on which he collaborated refer to Buryat

myths and religious concepts. The image of the shaman occurs in several of

Larionov's drawings and the animal language which the shaman utters can be

related to the poetry of Larionov's group as well as to Khlebnikov and

Kruchenuikh's 'zaum' poetry. Larionov often uses shamonic imagery in his work

such as that of the bird, although this image also encompasses wider references

to primitive belief. The shaman's trance and mystical flight can be traced in



- 177 -

Larionov's paintings and pochoirs of An Imaginary Voyage to Turkey. Finally a

number of his paintings seem to relate to Khlebnikov's poem "Shaman and Venus"

("Shaman i Venera") of 1912.

The Russian futurist book Old Time Love (Starinnaya Lyubov') (B. 3), on which

Larionov collaborated, refers to Buryat shaman mythology. For example the

Buryat hold that the first shamans amongst them were infinitely more powerful

than the shamans of today. For one thing they were able to fly through the sky

on their horse or drum, performing miracles, acts which contemporary shamans

cannot repeat. In order to account for this decline in power the Buryat tell the

story of how shamanic power was restricted after the first shaman, Khara-Gyrgan,

entered into direct competition with God. Khara-Gyrgan apparently declared

that his shamanic powers were infinite, so God decided to put him to the test.

God took a girl's soul and sealed it in a bottle, sticking his own finger in the

neck so that it would not escape. The girl herself immediately fell ill and the

shaman Khara-Gyrgan was asked to find her spirit and make her well again.

Khara-Gyrgan flew through the sky on his drum, noticed the trapped spirit in the

bottle, changed himself into a spider and stung God in the face. God instantly

pulled his finger out of the bottle and the girl's spirit escaped. Afterwards God

was so furious that he reduced the powers of Khara-Gyrgan and shamans after

him.

Larionov appears to refer to this legend in his cover designs for Old Time Love

(Starinnaya Lyubov'), where the treatment of the central part of the legend is

instantly recognisable. On the front cover (ill. 31) a woman can be seen trapped

in a vase or bottle, butterflies hover overhead. Then on the back cover (ill. 32)

the action has taken place, the stopper has been removed, the vase is overturned

and the girl's spirit is free to escape. This particular legend seems to have enjoyed

great popularity in ethnographic literature, being recorded in Shashkov in 1864, and
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reproduced in subsequent accounts of shamanism such as Mikhailovsky's Shamanism

(Shamanstvo) of 1892 (see B. 599) and others, from where Larionov may easily

have obtained the story.

Another book, World Backwards (Mir s Kontsa) (B. 4), which Larionov illustrated,

also has shamanic overtones. The very title of World Backwards recalls the way

in which the people of North Asia conceive of the world after death. The next

world for these tribes is one in which everything takes place in reverse. Generally

this concept involves simple inversion. When it is night in this world it is day

in the next, when a funeral takes place, grave objects are broken so that they

will be whole in the next world. However, the other world is also one in which

events and processes actually occur 'backwards', for example, rivers in the next

world, according to the Buryat, actually flow backwards towards their sources

(Eliade, 1964, B. 500, p. 205). This is also a belief found in classical mythology.

In Ovid's Metamorphoses Medea claims to be able to make rivers run backwards

to their sources (B. 615, p. 160). Apart from the concept of the title being

generally compatible with classical and primitive north Asian belief, the poetic

and artistic content of World Backwards can also be related to these two fields

of study.

Each shaman has helping spirits, which appear to him in the form of animals.

As part of the preparation for falling into a trance, the shaman summons his

animal spirit or spirits by sounding his drum. After a while the shaman begins

to imitate the movements and noises of his animal helper, and by this means

indicates that he has taken possession of the spirit; this also aids him in falling

into an ecstasy. Often the shaman's performance amounts to much more than

simple repetition of an animal sound. The shaman has to be an expert mimic

and ventriloquist and the sounds that he utters are a secret animal language

which the shaman learns during his initiation. Castagn gave a vivid description
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of this aspect of shamanism amongst the Kirgiz-Tatar tribes when he said that

the shaman:

barks like a dog, sniffs at the audience, lows like an ox, bellows,
cries, bleats like a lamb, grunts like a pig, whinnies, coos, imitating
with remarkable accuracy the cries of animals, the songs of birds,
the sound of their flight, and so on, all of which greatly impresses
his audience."

(Castagn in Eliade, 1964, B. 500, p. 97)

A number of Larionov's drawings appear to depict a shaman at this point in his

or her ritual. Larionov's drawing for page 12 of World Backwards (Mir s KOntsa)

of 1912 (ill. 45) illustrates the head of a man who is intoning "Ozz", an apparently

meaningless word. The complete lack of an eye-ball within his eye lids suggests

that he is already in trance state. Another interesting feature of this drawing is

that the man has a small wing on his shoulder; this can be verified by other

representations of him on the cover of The Donkey's Tail and Target (Oslinuy

Khvost i Mishen') (8. 13), and in pochoir 12 of An Imaginary Voyage to Turkey

(ill. 87). This suggests that the shaman is in a state of metamorphosis, he is

sprouting wings and the lower jaw is peculiarly extended. Such an effect may

well have been occasioned by Larionov reading about the tutelary animal spirit

of the Buryat shamans whose name is Khubilgan, a term which Eliade translates

as "Metamorphosis" (Eliade, 1964, B. 500, p. 94), and which enables the shaman

to transform his spirit into animal form. Another drawing, "The Songstress", an

illustration for Pomade (Pomada) of 1913 depicts a female shaman in a strange,

crouched, animal posture, whose song is indicated by the four block arrows to

the right hand side. Finally, the same subject occurs in a preparatory drawing

for pochoir 2 of An Imaginary Voyage to Turkey (iii. 93), where the song of

the female shaman is indicated by diagonal strokes in the top right, the tutelary

animal or helping spirit in the form of a bird in the top left is obeying her

summons and is flying down to enter her, and the eye balls have again been

omitted to suggest a trance like state.
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The song of the shaman, which Larionov transcribes in his lithograph as "Ozz",

would also appear to be an important source for the poetry of the Donkey's Tail

group. For example, in the almanach The Donkey's Tail and Target (Oslinuy

Khvost i Mishen'), one of the poems by the unknown Anton Lotov (see pp. 86 & 104, n. 14:

contains the same sound. The poem is called "Street Melody" ("Ulichnuiya

Melodiya"):
I	 I

Oz z zz zzz o
Kha dur tan
Esi Esi
Sandal gadal
Si Si
Pa
Ni ts"

(Lotov, in Khudakov, 1913, B. 384, p. 140)

The coincidence of the use of this sound may also confirm Markov's suspicion that

Anton Lotov was actually' a pseudonym for Larionov. The poetry of the Donkey's

Tail group is in fact rather similar to 'zaum' poetry, and the animal language of

the shaman may have influenced Kruchenuikh and Khlebnikov in their creation of

'zaum'.

The apparently meaningless language which the shaman utters whilst in ecstasy

is a phenomenon related to that of glossolalia, and this was a subject which

greatly intrigued Kruchenuikh (6). Consequently the poets would have been

interested in shamanism for its 'meaningless' ecstatic language. In this respect

it is important to note that Kruchenuikh in "The New Ways of the Word" ("Novuie

Puti Slova") referred to "primitive coarseness". Moreover, Khlebnikov described

a shamanic performance in his poem "Shaman and Venus" ("Shaman i Venera").

He also referred to "the language of the gods", and used animal noises and

particularly bird-song in poems such as "Morning in the Wood" ("tJtro v Lesu")

published in Futurists: Roaring Parnassus (Futuristul: Rikayushchy Parnas)

(St. Petersburg, 1914) and in his long poem "Zangezi". In his memoirs, Livshits

describes Khlebnikov as being:
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"Satiated with glossolalia, he went in search of 'the strength 'of
wisdom' in the elementalness of bird-song - reproducing it with
a virtuosity of which the 'notation' in Roaring Parnassus can give
no idea at all."

(Livshits, 1933, in 1977, B. 582, p. 228)

The poet Livshits was acquainted with shamanism too, although he did not agree

with using it as an inspiration for his poetry, as he suggests Kruchenuikh did.

Livshits recalls:

"1 knew that it was quite unnecessary to fall mt 9 a trance or to
surrender to Khlystic frenzies in order to break up syntax and to
discover a new form to express reality ... the language of shamans
was forever foreign to me ..."

(Livshits, 1933, in 1977, B. 582, pp. 134, 236) (7)

Indeed, a study of shamanic chants may well have been an additional and

complementary source for Kruchenuikh and Khlebnikov in their development of

'zaum' poetry (8). This is further suggested by the collaboration of Larionov and

Kruchenuikh on the book Pomade (Pomada) (B. 7), in which Kruchenuikh published

his first 'zaum' poem, the famous "Duir Bul Shchuil", and to which Larionov

contributed his drawing "The Songstress" (ill. 51). It is also interesting, though

not conclusive, that once, when "Duir Bul Shchuil" was read aloud to an audience

in Moscow, Kruchenuikh was criticised as being nothing more than a shaman

(Kamensky, 1940, B. 550, p. 38).

The most frequent animal that the shaman imitates in his song and actions,

invokes and claims to take possesion of, is the bird, for it is by incarnating the

spirit of the bird that the shaman believes himself able to fly. In connection

with Larionov's art it is interesting to discover that the image of the bird is

one of the most common and constant images that he used. From 1912 onwards

the peculiar stylized bird was frequently used by Larionov in his paintings,

drawings and theatre designs. Sometimes the bird occurred on its own as in the

cover design for 1 6 Drawings (1 6 Risunkov) (ill. 47), sometimes in combination

with other subjects, and it nearly always carries a branch with berries. Larionov
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continued to use the image in the 1920's, especially in his illustrations for Blok's

The Twelve (B. 34), and it continued to occur in his art until at least 1943 when

he used it as the subject for Boris Kniaseff's 25th Anniversary card (see Sotheby,

1969, B. 674, lot 163) (9). Although the symbolism of the bird in Larionov's art

changed over the years, it seems that initially its symbolism was connected with

his study of shamanism and classical mythology.

The bird plays a complex role in shamanism, acting not only as a tutelary spirit

and helper, as with the Altaian "Merkyut", but amongst different Siberian tribes

it is held to incarnate an ancestor spirit, a soul yet to be born into human form,

or a transmigrated soul (10). The bird is the creature most frequently invoked by

the shaman, Sieroszewski recorded:

"... wild shouts rend the air; the crow calls, the grebe laughs,
the seamews complain, snipes whistle, eagles and hawks scream."

(Sieroszewski, in Czaplicka, 1914, B. 487, p. 235)

The belief that the bird incarnates a human soui exists of course outside shamanism

and additional evidence to support the view that Larionov adopted this symbolism

for his birds of 1912-1914 exists in his knowledge of the Greek myth of Alcyone,

related by Ovid in his Metamorphoses. In the myth, Alcyone, grieving over the

drowned body of her husband King Ceyx, is mysteriously transformed into a bird

(11). Larionov certainly had knowledge of the classics, but whether he specifically

read Ovid is open to question. However, he certainly knew of the Alcyone myth

at least, as no less than three of the 'lubki' in his personal collection dealt with

this legend, and were exhibited in the "Original Icon Painting and 'Lubki" exhibition

under the title of "The Bird Alcyone" (Nos. 149, 190, 238). Given Larionov's

interest in Turkey at the time, it may be that he had also heard of the legend

of Akhmed Yesevi and his dervishes who had the power to change into birds and

fly (12).



- 183 -

The symbolism of the bird as a transmigrated or human soul is also found in the

poetry of Khlebnikov, who was something of an ornithologist and was recognised

as such by several of his friends and colleagues (13). For example, 'Ka', in

Khlebnikov's poem of that title, is an Ancient Egyptian spirit which is described

in the poem as having "bird-like characteristics". Indeed one of Khlebnikov's

sources for the poem was the Ancient Egyptian belief that on death the human

soul fragmented into the 'Ka', the 'Akh' and the 'Ba'. The 'Ka' represented the

personality of the deceased, the 'Akh' referred to 'the blessed spirit' in the world

beyond, and the 'Ba', the soul, which was written in hieroglyphics as the Jeribu

bird, and was conceived as a bird which could fly forth through a 'Ba' hole in

the tomb and haunt the world. This kind of symbolism which obsessed Khlebnikov

would not be unknown to Larionov, who knew him well, worked with him closely,

and had made his own study of Ancient Egyptian art (see Eganbyuri, 1913, B. 12,

p. 33).

At this point we find Larionov using an image which is of universal primitive

significance - the bird is a symbol in different ancient and primitive societies

for a similar concept, that of a human spirit or soul which has no bodily form.

The branch of berries that the bird carries in its beak (iii. 47) cannot be

identified with any specific tree or bush. In the context of Larionov's painting

"Autumn" (iii. 39), the branches are associated with the two trees at the left

hand side, and the inscription refers to the harvesting of grapes and the making

of wine, the first fruits of which are dedicated to the goddess. In primitive

cultures there is a symbolic relationship between the bird and the tree, it is a

relationship which occurs not only in shamanism, but in many forms of ancient

belief (14). Larionov would appear to refer to this symbolic association in his

work. Moreover, in Greek mythology, humans were commonly transformed

either into a bird or a tree. Ovid's Metamorphoses contains numerous accounts
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of both. For example, Dryope, who is transformed into a tree, declares "all

fruitful shrubs are the bodies of goddesses" (Ovid, B. 615, p. 213). The idea that

birds, plants and trees incarnate the souls of the living and the dead would have

been familiar to Larionov through Russian folk stories, where heroes, heroines

and the wicked hide their souls in creatures, plants and trees. Given that the

bird in Larionov's art represents a transmigrated soul or spirit, it is equally

possible that the branch it carries in its beak, and the tree with which the bird

is associated, refers to a shamanic or ancient symbolism that lies in the same

area of primitive belief.

Apart from the shamanic belief that the bird incarnates a spirit, the Siberian

shaman also possesses an elaborate costume full of ornithological references and

symbols. The costume itself is believed to incarnate spirits and is essential to

the practice of shamanism. However, it is not always worn. Many shamans

perform totally naked in certain tribes and during certain ceremonies, and often

when they perform in-doors they are naked to the waist (15), and hence the nudity

of the shamans in Larionov's drawings (ill. 93). The costume, though, remains

as important to the shaman as his drum or tambourine. Shashkov in his Shamanism

in Siberia (Shamanstvo v Sibiri) details the various parts of such a costume, which

includes a caftan hung with iron disks and figures representing mythical animals,

a mask, an iron or copper pectoral, and most important, a cap which in some way

must refer to bird flight. Ornithological symbolism is crucial in the costume:

"Feathers are mentioned almost everywhere in the descriptions of
shamonic costumes. More significantly, the very structure of the
costume seeks to imitate as faithfully as possible the shape of
a bird. Thus the Altaic shamans, those of the Minusinsk Tatars,
of the Teleut, Soyot, and Karagas, try to make their costumes
resemble an owl. The Soyot costume may even be considered a
perfect ornithophany. The bird most often imitated is the eagle.
Among the Goldi the predominating costume is also that in the
form of a bird. The same is true of the Siberian peoples living
farther north, the Dolgan, the Yakut, and the Tungus. Among the
Yukagir the costume includes feathers ... even where the costume
presents no visible ornithomorphic structure - as for example,
among the Manchu ... the headgear is made of feathers and imitates
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a bird. The Mongol shaman has 'wings' on his shoulders and feels
that he is changed into a bird as soon as he dons his costume."

(Eliade, 1964, B. 500, PP. 155-157)

Such references to bird flight symbolise the shaman's power of mystical flight,

by which he is able to journey into the heavens, across the world, or into the

underworld (Eliade, 1964, B. 500, pp. 98-99, 219). The presence of the feather

above the head of Larionov's shaman (ill. 45), imitates the use of the feather in

shamanic costume and carries the same symbolism. Also of interest in this

drawing is the wing on the shoulder, which accurately illustrates the description

of the Mongol shaman, which Larionov could have discovered in the books of

Potanin on the Mongols or from Khlebkniov, who wrote specifically about a Morigol

shaman in his poem "Shaman and Venus" ("Shaman i Venera"). Another drawing b>i

Larionov, "Silhouette in a Landscape" (see B. 313, no. 111) illustrates a figure

wearing a shamanic feather cap, and a drawing by Goncharova for page 24 of

World Backwards (Mir s Kontsa) which illustrates a cross-legged and naked female

wearing a feather head-dress, may also represent a shaman (16).

Larionov's chief interest in shamanism however seems to lie in the mystical

flight that the shaman undertakes once he or she has fallen into a trance. To

facilitate this ecstatic trance, the shaman not only sings and performs as

described above, beating out a rhythm on a tambourine or drum which he dances

to, but also drinks aichohol and smokes hemp (cannabis), which induces

hallucinations (17). As the shaman begins his ecstasy he believes himself to have

acquired the attributes of flight, and he is joined by a guardian spirit in the form

of a bird, which guides and leads him during his mystical journey into the heavens

to seek counsel from the spirits and gods, across the earth to distant countries

such as China to find a cure for his patients (Eliade, 1964, B. 500, pp. 219, 477),

or into the underworld to seek souls which have been captured or lost.
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Both smoking and drinking were principal themes in the drawings, paintings and

pochoirs of "An Imaginary Voyage to Turkey". For example, in the painting

"Mistress and Maidservant" (ill. 26) the odalisque and her servant both smoke

chibouks, and the drinking of aichohol is alluded to by the bottle and glass in

the background; it is also tempting to note the two white feathers that the

servant wears in her hair. A more important work of this series, and one which

provides a key to the understanding of "An Imaginary Voyage to Turkey" in the

context of the mystical shamanic journey, is pochoir 15 (ilL 94). Here Larionov

depicts the profile of a man's head, (possibly his own), smoking a pipe. Again

the absence of an eye ball suggests a trance state, in which he sees white abstract

forms like clouds, from which recognisable shapes begin to develop, such as the

white bird which is flying down towards him. The bird, it will be remembered, is

also the guardian spirit of the shaman who guides him on his journey into the

heavens, the under-world, or across the earth to distant countries. The white

bird flying down to meet Larionov indicates the beginning of just such a shamanic

journey, an imaginary voyage to Turkey. Although most of the existing drawings

and paintings from the 1912-1913 "Imaginary Voyage" series deal with odalisque

chibouk smokers, not all of the later l920's series of pochoirs do. Many of this

later series are still lifes, or pochoirs of bathers in swimming suits. So although

the shamanic interpretation cannot be applied to the entire series, it is almost

certainly the source of the concept and framework in which they were created.

Although the shamans and their audience believe these journeys to by physically

real, they take place within the shaman's mind; they are actually hallucinations

or dreams induced by the aichohol, cannabis, and the ecstasy caused by singing,

dancing and the rhythmical beats of the drum or tambourine. It is in fact an

imaginary journey that the shaman undertakes, hence Larionov's title for the

Turkish paintings and pochoirs.
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It is of particular importance to note that, at the time when Larionov was at

work on "The Imaginary Voyage to Turkey", the shamanic journey was also

reflected in a poem by Kruchenuikh, entitled "A Voyage Across the Whole World"

("Puteshestvie p0 Vsemu Svetu"), which was published in World Backwards (Mir s

Kontsa). The poem was illustrated by Goncharova; indeed the introductory

illustration , which is printed between the title and the'first verses of the poem,

is the drawing of the seated female shaman with the feather head-dress, referred

to above (p. 185), who is evidently the initiator of the journey. The poem itself,

not only in subject but also in style, may owe something to shamanic chants,

especially their stream of consciousness aspect, as Markov points out:

"Most interesting in the book are the attempts to write a new kind
of prose. For instance, there are twenty pages of text printed
without punctuation, with sentences overlapping and blending, under
the title "A Voyage Across the Whole World", which does describe
some kind of travel despite the inclusion of much irrelevant
material and seems to be an exercise in automatic writing."

(Markov, 1969, B. 595, p. 43)

Another important poem by Kruchenuikh, in the same book, is "The Dream"

("Son"), which comprises a string of images without any apparent connection. A

number of paintings and drawings by Larionov of this period are also based on

dream or hallucinatory imagery, which are again caused by smoking. The subject

of all these works is the prostitute known as Sonya or Manya, also known by her

nickname of "Kurva" - "the Bitch", whose image Larionov conjures up whilst

smoking his pipe. In his drawing for one of Kruchenuikh's postcards (ill. 30)

Sonya lies naked on a bed, whilst Larionov's smoking head is seen in the upper

right. The words "Sonya Kur" can be taken two ways, either to mean "Sonya

Kurva" or alternatively "Son-ya Kuryu." - "the dream I am smoking". Given the

subject matter both make equal sense.

The dream or hallucination of a sexual partner, evident in this body of works by

Larionov, is not unrelated to shamanism (18). The male shamans have celestial
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spirit wives, and the female, celestial spirit husbands, and these visit the shamans

when asleep and have intercourse with them (Eliade, 1964, B. 500, p. 421, Czaplicka,

1914, B. 487, pp. 75-79, 250), a theme similar to that of Larionov's postcard.

As stated above, when the shaman falls into an ecstatic trance he is believed to

have grown wings on his shoulders so that he can fly through the air and enter

the presence of deities and spirits (19). This image of the shaman flying by

means of wings on his shoulders is a frequent image found in the work of Larionov

at this time. Such figures occur on the cover of Pomade (Pomada) (iii. 49) in

"Spring" (ill. 37) and in "Venus" (iii. 54). However, care must be exercised in this

kind of interpretation, for multiple sources are involved here. The little winged

figures are also a derivation of a classical image, that of "Erotes" or "Putti",

and as such Larionov would have been aware of the long tradition of their use

in art to signify the human aspect of love. The same image can also represent

other aspects of classical belief. For example, the souls of the dead (like the

Egyptian "Ba") were believed to sprout wings and fly to Hades, conducted by

Hermes Psychopompus (20). The same image also occurs in some icon paintings,

where small human figures with wings represent angels. The important thing is

that the same image in different systems of belief signifies the same things:

1. The transformation from physical to spiritual;

2. States in which daily experience is transcended: ecstasy, love, death;

3. The communion between the human and the divine.

This image, then, in Larionov's art, has a kind of universal signification and

functions like that of the flying bird.

It is possible that Larionov used a classical image with which to convey a

shamanic idea. This may be so, as exactly the opposite process occurs in a

drawing for the back cover of Thirteen Dances (B. 59) as late as 1929 (ill. 160).

Here Larionov uses the conventions of Buryat art to depict a classical figure,
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that of Hermes, who is recognisable by the wings on his cap and his lyre. The

schema of Hermes' depiction however, is decidedly Buryat, and relates to sacred

Buryat drawings (ill. 95). The Buryat schema for the depiction of the human

figure is a simple hoop to signify two legs, a vertical line to indicate the torso,

another hoop for the two arms with a rough indication of some fingers, and with

a circular or oval head balanced on top of the vertical. In fact exactly the same

schema is used by Larionov in his drawing.

The relationship between classical mythology and Siberian shamanism was most

positively stated by Khlebnikov in his long poem "Shaman and Venus" ("Shaman

I Venera") with which Larionov would have been very familiar, as it was published

in A Hatchery of Judges II (Sadok Sudei II) (B. 8) in March 1913 and was preceeded

in the book by Larionov's portrait drawing, "The Japanese Artiste Hanako". It can

be postulated that Khlebnikov and Larionov had been working very closely together

on this theme, as a number of subjects are common to both Khlebnikov's poem

and Larionov's art. Some of Larionov's drawings were evidently meant as

illustrations to the text of the poem.

The two protagonists of the poem are shaman and Venus, and these two characters

are persistent images in Larionov's art. Already several drawings have been	 -

identified as being depictions of a shaman, and many drawings and paintings exist

by Larionov on the theme of Venus. One can cite a whole series of recumbant

Venus figures in the classical posture of "Bastard Russian Venus" (ill. 41), such as

the paintings "Venus with Cats" (Leonard Hutton Galleries), "The Soldier's Venus"

(private collection, U.S.S.R.), "Venus" (iii. 54), and the numerous drawings and

gouaches which exist, based upon these works. Then there are other drawings

(ill. 88) which depict a woman standing in shallow sea water - this is the birth

of Venus, as recorded by Hesiod who says that she was "sprung from the sea foam".

Throughout his career, the subject of Venus pre-occupied Larionov nearly as much
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as that of the bird. Where both subjects are combined (ill. 54), this follows the

precedent of classical mythology, where Venus is accompanied by a dove, sparrow

or swan to symbolise fertility. Similarly many of Larionov's representations of

Venus which depict the goddess holding a rose, such as "Bastard Russian Venus"

(iii. 54), and "Soldier's Venus" where a rose is painted on the wall, refer to the

classical myth of Venus and Adonis. According to the Ancient Greeks, Venus,

whilst rushing to help the dying Adonis, caught her foot on the thorn of a white

rose and drops of her blood stained the flower red. The myth explains the origin

of the red rose, and since that time the red rose has been one of Venus' attributes.

Having demonstrated the importance of these two characters to both Larionov and

Khlebnikov we can proceed with the action of the poem. Venus appears naked one

day in the entrance of a Mongolian shaman's cave, begging a bed for the night,

and complaining that Greece has become atheist and that the artist no longer

makes statues of her. The shaman, who is a delightful character throughout the

poem, replies:

"It's not as bad as all that, you've just got chilled and you've
had an unsuccessful love affair with somebody."

(Khlebnikov, 1912, in 1968, B. 560, Vol. 1, p. 105)

Venus continues to complain, weeps because no one is attracted to her anymore,

and to cap it all sits down on an old prickly tree stump, which scratches her,

and she bursts into tears! The shaman remains unsympathetic and continues to

smoke his pipe and drink Russian kvas, then:

"The blue curve of her eyes cast a mischievous look and she begins to
look langourous becauseshe was beautiful as a white falcon. The hours
flew and fled by, there were just the two of them."

(Khlebnikov, 1912, in 1968, B. 560, Vol. 1, pp. 106-107)

The first episode of the poem then deals with subjects and themes already familiar

to us in the work of Larionov: Venus, lying naked in front of the shaman who smokes

his long pipe, offers an interesting comparison with Larionov's postcard for
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Kruchenuikh of Sonya" (ill. 30). Smoking of course is a constant theme in

Larionov's work, as is drinking, and the association by Khlebnikov of the shaman

with a white falcon relates not only to the role of the bird in shamanic belief,

but also to the image and symbolism of the bird in Larionov's work, which is

always painted white (see ills. 38 & 39).

When morning comes Venus continues to complain; the Siberians are so primitive

and uncultured! Again she tries to woo the shaman:

"I live ringing the fiery tambourine of the senses. Recognise me,
do you know what Pm going to whisper in your ear? You do know,
you do (teasing tone) - 1 am an old woman, no one writes me tender
letters any more, no one raises ardent eyes to the blue heights.
Everyone dozes coldly over his book. How cruel it all is!' - said
the maiden suddenly bursting into tears."

(Khlebnikov, 1912, in 1968, B. 560, Vol. 1, p. 109)

She then decides how to spend her morning, and finally, when she can't restrain

herself any longer, she throws herself upon him, kissing his madly and telling him

about the evil consequences of smoking! The shaman however, pronounces the

name of "Andura" (a celestial wife or spirit helper?) and performs a rite, dancing

round and round to the sound of his tambourine, before going out to hunt. Venus

spends the day weaving garlands, talking to herself and looking at the latest

fashion magazine! When the shaman returns with a stag they prepare a meal

and he smokes his pipe; she meanwhile has decorated the cave with herbs.

Finally, one day a white swan flies down to Venus with a message for her:

"You! Go, go! You are called, go and perform your gentle work
go and enchant with sweet bliss your forgotten country. The gathering
of your tribes prepares an imperial robe for you. Go, go to look after
your own people! You are dearer to them than other divinities. I the
dying swan lay it upon you: Child return to your own country forgetting
the land of lakes and mosses, go accepting the tribute of their sighs."

(Khlebnikov, 1912, in 1968, B. 560, Vol. 1, pp. 112-113)

With great regret Venus decides to leave the shaman, and having said her farewells

to him, puts on a brave face, asks her not to forget him, "and with a smile of

blessing she disappears like a tender mistake".
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In the poem Venus complains that no one sends her tender letters anymore.

This is almost certainly alluded to in Larionov's "Venus" (ill. 54) where a bird

acting as a messenger flies down to Venus, clasping an envelope in its beak. In

fact it could also symbolise the white swan near the end of the poem, who brings

the message to Venus that her native Greeks wish her to return to them. Such

a confluence between Larionov's paintings and drawings'and Khlebnikov's poetry,

both created during the latter half of 1912 and early 1913, points to a close

creative relationship between the painter and the poet. It suggests that Larionov

and Khlebnikov pursued a joint study of classical mythology and shamanism, and

may have collaborated on this theme.

There may also be a connection between Larionov's "Manya" series and Khlebnikov's

book Collection of Poetry 1907-1914 (Izbornik Stikhov 1907-1914) (St. Petersburg,

1914), which was illustrated by amongst others, Pavel Filonov. One of the poems

in the collection was entitled "Wooden Idols" ("Derevyannuie Idolui"), referring to

the wooden totems and statuettes which are believed to incarnate ancestor spirits

and the spirits of the tribe (Eliade, 1964, B. 500, p. 391). Of course wooden idols

also have a ritual function, and can be classified accordingly. One such type, for

example (ill. 97), is of a female figure used in initiation ceremonies. The chief

characteristic of these is their widespread legs, through which the tribes-people

crawl in ceremonies symbolising re-birth. This offers a striking parallel with

Larionov's "Manya" drawings (iii. 96), where the dominant characteristic is the

widespread legs. It is possible that these are to be interpreted as wooden idols,

similar to those in Khlebnikov's poetry.

Another source which may have had an impact on the "Manya" drawings are the

small wooden dolls which the Siberian Eskimo tribes carve for their children or

amulet belts (ill. 98). These duplicate exactly the stylistic features of "Manya"

(iii. 96). There are the widespread legs, with no feet, a complete absence of
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arms, large breasts and well defined pubic area, with a little cap or hat on the

head, and the whole executed in a roughly carved outline.

These two sources point to a complex combination in Larionov's art, of tribal

imagery and art forms with that of their ritual function. Although "Manya" in

all likelihood is a diminutive of "Mariya" and in associaf ion with the word "Kurva",

means "Mary the Bitch", "Manya" also carries sexual connotations ("manyashy" =

"alluring") and classical connotations too, which are not out of place in the

context of tribal religions and art. In Roman mythology, Mania was the

chieftainess and guardian of the spirits of the dead which inhabited the underworld

and were "worshipped in a species of shamanism or ancestor worship" (Spence,

1910, B. 680, p. 123-124). At the Roman festival of the Compitalia, every

household dedicated effigies to Mania, a practice well documented in the classics.

The final point to be made is that in Altaian shamanism "Manyak" refers not only

to the shaman's costume, but also to the items which hang from it, one of which

is a little doll, not unlike the Eskimo toys (iii. 98), (Czaplicka, 1914, B. 487, p. 359).

Here, once again, we have Larionov choosing an image and a word which contain

a multiplicity of references each of which is similar. The word "Manya" refers

in Roman and Siberian belief to a doll with a ritual function, the image of

"Manya" combines the stylistic features of a wooden doll and a wooden totem.

The word and the image both compliment each other and possess a kind of universal

significance, like the image of the bird and the winged shaman/'putto' figure. This

approach to images, and especially to the word "Manya", is comparable to the work

of Khlebnikov at this time, who was researching into the roots of languages in

order to create a universal language. Edward Brown succinctly stated Khlebnikov's

approach:

"Khlebnikov's experiments with language had important theoretical
implications. He entertained a philosophy of language which postulated
a single, original and universal tongue whose primeval riches lay
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concealed under the fixed habits - which vary from one langJage to
another - of grammar, syntax and conventional spelling."

(Brown, in Khlebnikov, 1976, B. 561, p. 13)

Khlebnikov himself stated that he wanted to find "the general unity of the world's

languages, built out of the units of the alphabet" (in Khlebnikov, 1976, B. 561,

p. 1 3). The approach of Khlebnikov and Larionov to universal meaning or

signification in language and visual images is extremely close, and there is

probably much truth in Gray's statement that all the devices of the Russian

futurist poets can be traced to the work of Larionov and Goncharova (Gray, 1962,

B. 527, p. 109).

GIven this use by Larionov of shamanic and classical symbolism, the most

important question is to what extent these two fields of interest help us to

understand Larionov's most important series of works, the "Seasons" paintings

(ills. 37-40).

The four paintings representative of "Spring", "Summer", "Autumn" and "Winter",

deal with the subject of customs, rites, and beliefs of Russian peasant and tribal

communities during each season. Each painting is divided into four squares. First

there is 'the descriptive square', which in the manner of 'lubki' describes the

climatic conditions and some of the human activities pertaining to the specific

season. Then there is 'the earthly square' which contains references to the habits

of human beings during that time. These two squares always appear in the bottom

half of the picture, as they describe earthly and objective phenomena. The two

upper squares of each painting deal with the supernatural world. 'The natural

square' refers to nature and animal spirits, and 'the divine square' refers to the

world of divinities.

In his division of the "Seasons" paintings into four squares, which occupy specific

positions, Larionov practices a device found in Siberian tribal art in general, as
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well as that of the Buryat, whereby the picture is divided horizontally into a

hierarchy of planes according to the different types of physical and spiritual

sphere with which the artist is dealing. In the Buryat drawing (ill. 95) for example,

we progress from the earthly sphere at the bottom, by stages to the heavenly

sphere at the top, each specific physical and spiritual sphere being clearly

demarcated by simple lines (21). Similarly in the "Seasons" (ills. 37-40), Larionov

uses simple lines to demarcate four specific areas of earthly and supernatural

activity, which he arranges in a hierarchy. We progress from earthly and

objective phenomena in the bottom row to supernatural and heavenly phenomena

in the top.

Several familiar symbols recur in the "Seasons" series. The symbol of the bird

occurs ten times, in the 'natural' and 'divine' squares only. Here it represents

spirits serving and accompanying the divinities, and has special significance in

combination with the tree in "Autumn" (ill. 39) and with the sheaf of corn in

"Summer" (ill. 38). In the latter case the birds represent spirits of the corn,

conceived in the form bf birds in many primitive and tribal beliefs (22). The tree

or branches of it are also represented several times, especially in the natural

squares.

The divinities of each painting are particularly fascinating, as they seem to be

a melange of classical and Russian primitive elements, a technique already

discussed in relation to the back cover of Thirteen Dances (p. 188). For example,

in Roman and Pompeian frescoes which depict the seasons, Spring is a young

woman holding flowers, Summer holds a sickle and is accompanied by an ear of

corn, Autumn is associated with grapes and wine making, and Winter bears a

covering with which to keep warm. All these classical elements appear in the

relevant 'divine square' of each Larionov painting. In depicting his deities,

Larionov was also aware of other art historical traditions of painting the seasons,
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and the use of some of the other symbols are explained by reference to paintings

of the l5th-l7th Centuries which depict Spring with garlands in her hair, and

people with a spade (see bottom left hand corner of the 'earthly square' of

"Spring"). Summer is naked and appears with both corn and fruit. Finally, French

painters of 'fates galantes' represent spring as two lovers, (compare the male and

female heads in the 'earthly square' of "Spring"), and autumn as people picnicing

after gathering grapes. Gathering grapes of course is the subject of the earthly

square of "Autumn". So, in many ways the "Seasons", paintings belong firmly to

the art historical tradition dating back to classical fresco. There is even evidence

to suggest that the four deities are the classical Greek Flora, Ceres, Bacchus and

Boreas, because of the association of flowers, fruit, corn and wine with the former

three, and the wailing of Boreas, the North Wind, symbolised by the zig-zag line

emanating from his mouth in the 'divine square' of the latter.

However, the depiction of the divinities, human figures, and animals, is both

Russian and primitive. The schema of the face, as already pointed out, is based

upon that found i'n Russian 'lubki', as is the stylisation of the cat in "Winter".

The trees and houses in the 'earthly square' of "Winter" and the small human

figures in the 'earthly square' of "Spring" may owe something to Buryat drawing

style. For example, the tree conceived as a vertical line with a few short

diagonals sloping off it, and the simplified front and side views of the human

figure, are not unlike those in the Buryat drawing (ill. 95).

A comparison with other forms of tribal art, such as "Powhattan's Mantle" (ill. 99),

emphasises a whole range of other 'primitive' devices which Larionov sought to

incorporate into his work (23). If we compare the mantle with the 'divine square'

of "Autumn" we can observe how Larionov, like the tribal artist, places the human

figure directly in the centre of the panel. The goddess of "Autumn" is likewise

flanked symmetrically by objects and animals. Most noticeable, however, is the
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totally flat and monochrome image of the goddess which compares with that of

the figure on the mantle, the only significant difference being Larionov's

delineation of a face in the 'lubok' style. Finally, the image of the animals on

the mantle correspond to that of the farm animal in the 'earthly square' of

"Summer", again the flat two-dimensional monochrome appearance, but also

with the two front legs seen not in perspective, but as two parallel sticks on the

same plane, one in front of the other. It is also of interest to note that the

device of the whorl made up of shells is similar to that used by Larionov in his

drawing "Birth of Venus" (ill. 88), already compared with pre-historic symbolism.

Mention should also be made of the clear analogy existing between Larionov's

"Seasons", dealing with pagan mythologies, and Stravinsky's "The Rite of Spring".

There is a coincidence in the dates of creation of both works. Larionov was

becoming interested in ethnography in 1909; Stravinsky first imagined the "Rite"

in March 1910. The "Seasons" were painted during 1912 and were exhibited in

March 1913; the scenario for the "Rite" was worked out with Rerikh in summer 1911

and the bulk of the score written during 1912, with the first performance in May 1913.

Secondly the origins of the "Rite" were specifically visual. Stravinsky first saw a

picture in his mind of a chosen virgin dancing herself to death in an archaic Russian

tribal rite to propitiate the gods of spring. The word "Pictures" even appears on

the title page of the score, in the place of the word "Ballet". Thirdly, like Larionov's

"Seasons", the subject matter of the "Rite" is a combination of Russian tribal rites

and beliefs (24), with distinct shamanic overtones, and folk dance. For example, the

"Ritual of Abduction" (picture 2) is based on a dance performed at a country wedding

that Stravinsky saw in his youth. "Spring Rounds" (picture 3) is based directly on

the Khorovod folk dance. "The Ritual of the Two Rival Tribes" (picture 4) is based

on tribal ceremonies, as is "Evocation of the Ancestral Spirits" (picture 10) in which:

"Stravinsky recalls only that he intended a type of ghost dance known
to virtually all archaic communities."

(Craft, in Stravinsky, 1 969, B. 686)
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The final sacrificial dance is particularly shamanic in that the chosen maiden

dances round and round until she collapses, whilst the rest of the tribe look on.

Dance of course is alluded to in the divine square of Larionov's "Spring" (ill. 37),

where the blurred images of the hands indicate movement. As Stravinsky began

collaborating on the "Rite" with Rerikh in summer 1911, and as by January 1912

other Diaghilev collaborators, such as Benois, knew about the ballet, and given

that from January 1911 Larionov was a constant exhibitor at the second series

of "World of Art" exhibitions, it seems quite likely that the composition of the

"Rite" offered Larionov inspiration with regard to the painting of the "Seasons".

The seasons series, then, is a complex manifestation of neo-primitivism in

Russian avant-garde art, in which a significant role is played by shamanic

symbolism, classical mythology and tribal, classical and folk art sources ('lubki',

icons, embroidery, etc.). Shamanism and classical mythology were the two

crucially important areas of Larionov's neo-primitive researches, providing him

with a vocabulary of deliberately pagan symbolism and subject matter. Principally,

however, although tribal art does play a part, Larionov depicted these symbols

and subjects according to folk art conventions. The devices, stylistic conventions

and symbolism which he employs are often common to many different forms of

ancient and primitive art, and it is difficult to avoid the conclusion that in his

remarkably wide researches into neo-primitivism, Larionov was attempting to

discover a universal pictorial language, which would in some way be a visual

counterpart to the universal language that his colleagues the poets Khlebnikov

and Kruchenuikh were attempting to discover by their researches into the roots

of languages and words.

Furthermore, these studies, and neo-primitivism itself, were seen by Larionov as

being an indispensable corollary of his abstract and non-objective rayist paintings
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and drawings. Not only did he develop neo-primitivism and rayism at exactly

the same time, autumn 1912, but he continued to paint and exhibit neo-primitive

and rayist paintings alongside each other at exhibitions such as The Target" of

1913, and "The Exhibition of Paintings No. 4 : Rayists, Futurists, Primitives" of

1914. In 1913 he had related the most modern art movements back to Astarte

and Zarathrustra (see p. 167) and even in 1918 the same theme possessed him,

when he wrote to Lord Berners suggesting an art magazine which would deal

with the most ancient and most modern art (see p. 310). Why this relationship?

The Italian futurists answered this concisely when, in The Manifesto of Futurist

Painters in 1910, they declared: "We are ... the primitives of a new sensitiveness,

multiplied hundredfold" (Boccioni et al., 1910, in Apollonio, 1973, B. 444, p. 29).

The same was true of Larionov and Goncharova, they were to be the primitives

of a new, rayist perception of the world around them, developed by reference

to Italian futurist example and related to the four dimensional 'cosmic'

consciousness of Charles Howard Hinton and Petr Derriyanovich Ouspensky.
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CHAPTER 5 - NOTES

The shaman can be either male or female, and sometimes transvestite.

They are not distinguished by their sex, however, but according to the spirits

which they serve. There are 'black' and 'white' shamans. The 'black' serve

evil spirits, are greatly feared by the tribe and are forgotten after their

death. The 'white' serve good spirits and are honoured after their death.

2. S. Shashkov: Shamanism in Siberia (Shamanstvo v Sibiri), Zapiski Iniperatorskago

Russkago Geograficheskago Obshchestva, 1864, Vol. II, pp. 1-105.

3. See the extensive bibliographies in Czaplicka, 1914, B. 487, and Eliade,

1964, B. 500.

4. V. Anuchin: "Spiritism and Shamanism" ("Spiritizm i Shamanizm"), in The

Stock News (Birzhevuiya Vedomosti) (0. 465), 19 March 1910, No. 11622,

p. 3 and 20 March 1910, No. 11623, p. 6.

5. M.N. Khangalov: New Materials on Shamanism amongst the Buryat (Novuie

Materialui o Shamanstve u Buryat), Zapiski Vostochno-Sibirskago Otdelci

Imp. Russkago Geograficheskago Obshchestva p0 Etnograf ii, Va!. 20, Pt. II,

Irkutsk, 1890. Larionov's copy is located in the National Art Library, the

Victoria & Albert Museum, London.

6. In the futurist book Explodity (Vzorval), 1913, Kruchenuikh referred to the

glossolalia of Russian religious sectarians as pre-cursors of his own 'zaum'

poetry. Kruchenuikh even quotes a phrase of meaningless words by a member

of the flagillating Khlyst sect (see below n. 7), and refers to them as "ci

genuine expression of a tormented soul". Shortly after, in his manifesto
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"The New Ways of the Word" ("Novuie Puti Slova") published in The Three

(Troe), 1913, Kruchenuikh declared that in Russian history there were

people who had already used "the new word", and these were the religious

dissenters who spoke the "meaningless" language of the Holy Ghost. Markov

(1969, B. 595, pp. 202, 398, n. 22) states that Kruchenuikh's ideas in this

matter were taken from an article by D.G. Konovalov on "Religious Ecstasy

in Russian Mystical Sectarianism" ("Religioznuy Ekstaz v Russkom Misticheskom

Sektantstve") which was serialised in the Theological Herald (Bcgoslovsky

Vestnik) during 1907-1908. In addition Markov also compares Konovalov's

analysis of glossolalia with the poetic devices used by Karnensky (a close

friend of both Larionov and Kruchenuikh). The symbolist poets were also

fascinated by the phenomenon of glossolalia. As late as 1922 Andrei Bely

used the term as the title for one of his books: Glossolalia, "Epokha",

Berlin, 1922.

7. The Khlysts (Khlistui) were a Russian religious sect founded in the early

18th Century, they practised orgiastic rites and were flagellants. Livshits

refers to the Khlysts several times throughout his memoirs. He cites for

example, "the flapping of dove's wings at Khlystic rites" as well as "Varlaam

Shishkov's Khlystic glossolalia", Shishkov was an authority on both shamanism

and the Khlysts as well as being a proctising Khlyst himself. The Khlysts

were also of interest to Andrei Bely who discussed them in his novel The

Silver Dove (Serebryanuy Golub'), Moscow, 1910, the title of which refers to

the dove as the ritualistic emblem of the Khlysts.

8. In support of this opinion see Eliade:

"In preparing his trance the shaman drums, summons his spirit
helpers, speaks a 'secret language' or the 'animal language',
imitating the cries of beasts and especially the songs of birds.
It is probable that the pre-ecstatic euphoria constituted one of
the universal sources of lyric poetry. The shaman ends his trance
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by obtaining a 'second state' that provides the impetus for
linguistic creation and the rhythms of lyric poetry. Poetic
creation still remains an act of perfect spiritual freedom.
Poetry remakes and prolongs language; every poetic language
begins by being a secret language, that is the creation of a
personal universe, of a completely closed world. The purest
poetic act seems to re-create language from an inner experience
that, like the ecstasy or the religious inspiration of 'primitives',
reveals the essence of things. It is from such linguistic
creations made possible by pre-ecstatic 'inspiration' that the
'secret languages' of the mystics and the traditional allegorical
languages later crystalize."

(Eliade, 1964, B. 500, pp. 510-511)

9.	 In his constant use of the image of the bird, Larionov can be compared with

his contemporary, the sculptor Brancusi, whom he met in Paris in 1914, and

became friendly with during the 1920's. Brancusi created many sculptures

throughout his life on the theme of the bird. As with Larionov, the bird

first entered his sculpture during 1910-1912 when he created "Maiastra",

the first version of his "Bird in Space" series with which he continued to

experiment for the duration of his career. For Brancusi, the bird was

deeply symbolic:

"As a child, I always dreamed that I was flying in the trees and in
the sky. I have retained a nostalgia for this dream and for forty
five years I have been making birds. It isn't the birds that I want
to express but the gift, the flight, the impulse."

(in Brancusi's Photographs, Exhibition Catalogue, Arts Council of
Great Britain, 1981)

10. The Altaian shamans have a long chant with which they invoke the bird

Merkyut. After the invocation, the answering cry of the bird is heard at

a distance (achieved by ventriloquism) and as the shaman takes possession

of the spirit he visibly bends under the great weight of the bird as it settles

upon him (see Czaplicka, 1914, B. 487, pp. 300-301). The Chuckchee have

'Kele' or spirit birds. The Buryat soul can take the form of a magpie. The

Buryat also refer to 'Mu Shu Bu' - a malicious bird that is the transformed

soul of a girl or young woman. In Buryat mythology too, it was the eagle
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who was the first bestower of shamanism upon the tribe. The raven, sea-

gull, eagle, and plover are the spirits which appear to the Koryak shaman,

and a substantial role is played in their mythology by 'Big Raven'. The

Gilyak shaman has a spirit with a human face and a birds body. The Yakut

believe that on death the soul becomes a bird, the appearance of an eagle

is a sign of shamanic vocation amongst this tribe, and in initiation the

shaman's soul changes into a bird and meets "the bird of prey mother".

See Czaplicka, 1914, B. 487, pp. 158-159, 179, 11, 249, 261-263 and Eliade,

1964, B. 500, pp. 26-38, 69, 206.

11. See Ovid: Metamorphoses, B. 615, Book XI, lines 710-748. The Alcyone

myth is one of many such transformations which Ovid records in his

Metamorphoses, others include Tereus, Philomela and Proche, who are

changed into a hoopoe and two birds, Arne who is turned into a Jackdaw,

Nisus who is turned into a sea-bird and Aesacus who, trying to commit suicide,

is transformed into a long-necked diving bird. Ovid would have had local

interest for Larionov as the poet was exiled to the Black Sea Coast in 9 A.D.

and died in a town near Odessa now called Ovidopol (Maclean, 1978, B. 585,

p. 295). The event was commemorated by Delacroix in his painting "Ovid

amongst the Scythians", with which Larionov may have been familiar.

1 2. Cited by Professor K6prUlUzad, in: Influence du Chamanisrne Turco-Mongol

sur les Ordres Mystigues Musulmans, Mehmed Fuad, Istanbul, 1929.

13. From an early age Khlebnikov had been familiar with the bird and its migratory

habits, as his father was an ornithologist, as well as a teacher and provincial

official. During 1897 Khlebnikov went bird watching at Simbirsk and in that

year incorporated the image of the bird into his earliest known poem "The

Bird in the Cage". In the following years he made expeditions with his father
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and listed the migratory habits of birds, and particularly in 1 905 went on

a five month summer expedition with his younger brother to the Pavdinsky

region in the Urals to study birds. Just a year later he presented a report

of the expedition to Kazan University Naturalist Society, of which he was a

member, and in 1 911 he and his brother published a paper based upon the

report entitled "Ornithological Observations at the Pavdinsky Foundry" (see

Kern, in Khlebnikov, 1976, B. 561, pp. 267-268).

Khlebnikov's interest in ornithological symbolism was evidently well known

amongst the Russian avant-garde. Livshits wrote:

"In the pictorial and poetical iconography of the 'King of Time'
(i.e. Khlebnikov) there exists a noticeable tendency to depict him
as a bird ... his spiritual profile tended to take the shape of a
Hawk-Horus."

(Livshits, 1933; in 1977, B. 582, p. 125)

Boris Grigoriev caricatured Khlebnikov as a "pensive stork" in a drawing of

1915, and Sergei Spassky in one of his poems in Failures (Neudachniki),

Moscow, 1929, p. 55, wrote:

"And like a crested bird,
Deep in thought and silent
Khlebnikov would stare at himself, like a child
In the cosmic space of his own designs."

14. The Siberian tribes of the Goldi, Dolgan and Tungus believe that in the

branches of the 'cosmic' tree, sit the souls of children in the form of birds,

ready to be found by shamans and taken to earth to be born into human

form. The symbolic relationship between bird and tree was also particularly

important for the Egyptians, Assyrians and Babylonians. See: A.J. Wensinck:

Tree and Bird as Cosmological Symbols in Western Asia, Amsterdam, 1921.

15. See Czaplicka, 1914, B. 487, pp. 206, 233, 249, and Eliade, 1964, B. 500,

p. 224.
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16. A fascinating subject which can only be suggested here, is the importance

of shamanism in Goncharova's work. For example, there are other drawings

by her, which may be related to shamanism. A drawing for Two Poems

Hermits (Dye Poemui : Pustuinniki) (B. 5) 1913, (reproduced in Chamot,

1979, B. 358, p. 48), seems to depict one of the instructions given to the

Buryat shaman on his initiation: "If thou art called by a rich man, go to him

riding on a bullock."

17. See Czaplicka, 1914, B. 487, pp. 58, 230, 234, Mikhailovsky, 1895, B. 599,

p. 93, Eliade, 1964, B. 500, pp. 399-401.

18. That sexual intercourse can occur between mortals and supernatural beings

is also a widespread belief occurring notably in classical mythology. One

thinks particularly of the numerous seductions of mortals by Zeus in Greek

mythology, and of that of Rhea Silvia by Mars in Roman mythology.

19. This is usually the case, but sometimes the shaman flies through the air

astride his drum or his horse.

20. The case of Hermes Psychopompus is particularly interesting in relation to

shamanism. The function of this god is similar to that of the shaman, not

only as he flies through the air acting as an intermediary between gods and

humans, but also because of his function as a psychopomp. In Greek mythology

there are a number of themes, motifs and techniques which are similar to

shamanism, and can be explained as the survival in Ancient Greece of magical

conceptions and archaic techniques of ecstasy which are an almost universal

occurrence. The inter-relationship between Greek mythology and shamanism

is intelligently discussed in Eliade, 1964, B. 500, pp. 387-394. Larionov would

almost certainly have been aware of such similarities in primitive belief systems.
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21. See also the descriptions of drawings on shamanic drums in Czaplicka, 1914,

B. 487, PP. 220-222, and Eliade, 1964, B. 500, p. 172, which also utilise

these devices.

22. See Frazer, 1913, B. 506, Part V, Spirits of the Corn and of the Wild.

Also, Kandinsky's work on the subject amongst the Syryenian tribes, p. 154

and in Kandinsky, 1889, B. 551.

23. Powhattan's Mantle is not being used here to suggest a direct source for

Larionov, it is used only an an example of tribal art with which to elucidate

certain 'primitiv& artistic principles and devices which Larionov used.

24. Rerikh specified that the tribe concerned were the ancient Slays (Lifar,

1940, B. 578, p. 200), and that he designed the costumes and scenery having

studied Princess Tenisheva's collection of ethnic art at Talashkino.
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CHAPTER 6

THE CUBIST AND FUTURIST ROOTS OF RAYISM

"We, rayists and futurepeople, do not wish to speak about new or
old art, and even less about modern western art."

(Larionov, 1913, in Bowlt, 1976, B. 469, P. 87)

"We acknowledge all styles as suitable for the expression of our
art ... for example cubism, futurism, orphism, and their synthesis
rayism."

(Ibid., p. 90)

The two quotations above, both published in the manifesto "Rayists and Future-

people" ("Luchistui I Budushchniki") in The Donkey's Tail and Target (Oslinuy

Khvost i Mishen') of July. 1913, reveal Larionov's deeply ambivalent attitude

towards contemporaneous abstract movements in the arts in western Europe.

On the one hand he denigrates 'modern western art', but on the other, states

that rayism is a synthesis of some of its leading movements. What exactly was

the relationship between rayism and cubism and futurism? How much did

Larionov know of these movements at the time, and what if anything did they

contribute to rayist theory and practice?

At the time of the genesis of rayism in summer and autumn 1912, the Russian

avant-garde were generally well aware of contemporary western art. Many

Russian artists travelled and worked abroad. This unusual phenomenon began in

1905 with Serge Ferat, who moved to Paris to live, and who was followed in 1906

by Trubetskoy, although he frequently visited Italy and often returned to Russia.

This was also the year in which Diaghilev, Bakst, Kuznetsov and Larionov visited

Paris for the Salon d'Automne. Mariya Vasil'eva moved there in 1907, became a

student of Matisse, and in 1908 organised her own "Acadmie Russe" in Paris and

later her "Acad4mie Vassilieff". Survage (Shtyurtsvage) and Archipenko moved to
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Paris in this year too, and Mashkov and Exter both paid visits to the city.

Exter in particular met Picasso, Braque, Apollinaire and Jacob. Between 1 909

and the start of the First World War, Exter became an important link with the

West, as she continually moved between Paris, Moscow and Kiev, and also

visited Italy. Another central link between the two countries was Diaghilev's

"Ballets Russes", which also made its first appearance in Paris in 1 909.

The flow of Russians to Paris continued unabated: Lipchitz in 1909, Al'tman, to

study with Vasil'eva, in 1910, followed by Baranov-Rossin and Chagall in the

same year. Other Jewish artists, like Chagall, had left Russia by this time and

had settled there, these included Soutine, Kikoine, Kremegne, and Man-Katz.

Both Fal'k and Yakulov visited Italy in 1910, where futurism, in theory at least,

was just beginning to develop. By 1911 the Russians in Paris had come to know

the cubists. Ferat had met Apollinaire and Picasso at the Acadmie Julicn.

Survage (Shtyurtsvage) was a member of the cubist group. Udal'tsova had come

to study with Gleizes and Metzinger at the Acadmie "La Palette", and was

joined there by Lentulov who worked under Le Fauconnier. Annenkov came to

study with Denis and Vallotton. Filonov also visited Paris and then, like Lentulov,

moved on to Italy.

With 1912 the city was bustling with Russian activity. Lev Bruni had come to

work with Laurens at the Acadmie Julian. Popova and Charchoune came to

study at "La Palette" with Gleizes and Metzinger. Rozanova was in Paris, as

were Miestchaninov, and Boris Grigoriev. Exter met Boccioni there through

Archipenko, and Ferat began to edit the famous Les Soir4es de Paris with

Apollinaire. La Ruche, the warren of studios in the old exhibition building in

Montparnasse, had for a number of years supported a strong Russian contingent:

Chagall, Archipenko, Lipchitz and Soutine. Here, strong links were formed
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between the Russians and Lger, Lhote, Laurens, Modigliani, and the cubist

poets. La Ruche acted as a magnet, and most Russians in Paris stopped there,

including David Shterenberg and Anatole Lunacharsky. Then in summer of 1912

David Burlyuk visited Paris, Milan, Rome and Munich, and wrote to Livshits:

"1 am getting all the futurist manifestos" (Livshits, 1933, in 1977, B. 582,

p. 98).

The ferment continued into 1913 with Pevsner, Chekruigin, and Konchalovsky

coming to Paris, Yakulov visited the Delaunays and fell out with them, saying

that they had stolen his ideas, and Tatlin worked for a time in Picasso's studio.

Puni had been in Italy in 1912 and was followed there in 1913 by Matveev. In

fact, this vast cultural interchange ended only with the declaration of war in

1914, and concluded with Larionov and Goncharova's own visit to Rome and

Paris to supervise the production of 1 'Le Coq d'Or" for Diaghilev. The flow

between Russia and the West was not only one way, and during 1909 to 1914,

Denis, Boccioni, Matisse, Nolde and Maririetti all visited Russia. Russian artists,

then, returning from trips to France and Italy, or Russians resident in those

countries with whom contacts could be made, and foreign artists visiting Russia,

represented an important source for the dissemination of information about

contemporary painting abroad.

Travelling or international exhibitions represented another source of information.

There was a rich tradition of these in Russia, dating back to the "World of Art"

exhibitions, which showed French impressionist and post-impressionist work.

Izdebsky's "Salon: International Exhibition of Paintings, Sculptures, Prints and

Drawings" held in Odessa, Kiev, St. Petersburg and Riga during 1909-1910, showed

the works of Balki, Braque, Gleizes, Le Fauconnier, Marcoussis and Metzinger,
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but at this stage no cubist or futurist paintings by them. These began to appear

in the "Jack of Diamonds" series of exhibitions, especially in the first, of December

1910, in which the works of Gleizes, Le Fauconnier and Lhote were chosen by

Alexandre Mercereau, himself a frequent visitor to Russia. More works by the

cubists appeared in the second "Jack of Diamonds" exhibition of March 1912,

and especially notable here was the work of Uger, Gleizes, Le Fauconnier and

Picasso.

There were also international exhibitions outside Russia, to which the Russians

contributed. The most notable in connection with cubism and futurism were

Roger Fry's "Second Post-Impressionist Exhibition" held in London during autumn

1912 (B. 158), the "Nemzetkozi Postimpresszionista Kiallitasahoz" in Budapest

during April-May 1913 (B. 166), the "Erster Deutscher Herbstsalon 'Der Sturm"

held in Berlin during September-December 1913 (3. 167) and the "Esposizione

Libera Futurista Internazionale" in Rome during April-May 1914 (B. 173).

Participation in such exhibitions ensured that the Russians kept abreast of

developments in contemporary foreign painting.

Perhaps the most important source for any Russian wanting to be informed of

western developments were publications and reproductions. Exhibition

catalogues carried illustrations of paintings and texts of manifestos. Art

magazines from Paris and Italy kept one up to date with the latest events, and

some of the Russians subscribed to these. Alexandra Exter subscribed to the

cubist Les Soires de Paris (Compton, 1982, B. 485, p. 310, n. 32) and Larionov

himself subscribed to the Italian futurist Lacerba (1). A great number of

photographs must also have been in circulation. Livshits recalls the Burlyuk

brothers in 1911 bending over a photograph of a cubist painting by Picasso,

which they had obtained from Exter, and chuckling: "Jolly good! ... curtains

for Larionov and Goncharova!" (Livshits, 1 933, in 1977 B. 582, p. 44).
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Articles on cubism and futurism also appeared in the Russian art magazines,

along with translations of important texts. Apollo (Apollon), for example,

regularly published a column by Paulo Buzzi, entitled "Letter from Italy" ("Pis'mo

iz Italil"), which often reported on the Italian futurists. In the July-August issue

of 1910, the magazine even included a translation of the recently published Italian

futurist leaflet Futurist Painting: Technical Manifesto (Apollon, B. 433, 1 910, No. 9,

pp. 17-18). The Union of Youth (Soyuz Molodezhi) magazine played a crucial role

in this respect. In their second edition of June 1912 they published translations

of the above leaflet, under the title "The Futurists' Manifesto" ("Manifest

Futuristov"), as well as "The Exhibitors to the Public" ("Eksponentui k Publike"),

which was the foreword to the exhibition catalogue of the touring Italian futurist

exhibition of 1912, and the text "The Work of Art" ("Proizvedenie Iskusstva") by

Le Fauconnier. In their third edition they published an influential review of

Gleizes and Metzinger's book Du Cubisme (2). The newspapers also reported on

the latest artistic events in Paris. Discourse (Rech'), for example, published an

article on "Orphism" ("Orfeizm") in March 1913 (3).

The Russians also inaugurated a 'self education programme' with respect to

contemporary western art. A.A. Smirnov was invited to talk about Delaunay and

simultanism at the Stray Dog (Brodyachaya Sobaka) cabaret in St. Petersburg

in December 1913, at which he displayed a copy of Blaise Cendrars and Sonya

Delaunay's La Prose du Transsibrien (see Apollon, B. 443, 1914, Nos. 1-2, p. 134).

David Burlyuk gave numerous talks on cubism, for example at the "Jack of

Diamonds" debates in February 1912, again at the "Union of Youth" debate in

St. Petersburg in November 1912, and he published a text on cubism in the book

A Slap in the Face of Public Taste (Poshchechina Obshchestvennomu Vkusu). Within

the Larionov group, Shevchenko published his own account as The Principles of

Cubism (Printsipui Kubizma) (B. 16), and in March 1913 Il'ya Zdanevich parodied

"The Founding and Manifesto of Futurism" on the stage with Larionov and
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Goncharova when he demonstrated an American shoe to be more beautiful than

Venus de Milo (see p. 77 ). Shortly after on 7 April 1913, Zdanevich lectured

on the subject of Italian futurism in St. Petersburg, and according to the

reviewer Rostislavov:

in the tone of a prophet read a whole heap of futurist manifestos
and showed on a screen reproductions of futurist paintings ..."

(Rostislavov, 1913, B. 641)

Although these talks and publications were not always accurate and represented

personal opinions, they were none the less an important source of information

concerning foreign developments.

The evidence points to a great deal of information about futurism and cubism

being available to Larionov, culled from colleagues who had visited France and

Italy, from exhibition catalogues, reproductions, publications and lectures. In

particular, as Zdanevich was one of Larionov's closest friends at the time, it is

most likely that Larionov had access to many of the Italian manifestos and

lantern slide reproductions of paintings which Zdanevich had collected. Within

this context, what did futurism and cubism contribute to the development of

rayist theory and practice?

In his manifesto booklet Rayism (Luchizm) of April 1913, Larionov demonstrates

what appears to be a wide and deep knowledge of cubism, futurism and orphism,

by giving a brief thumb-nail sketch of each movement. To begin with futurism:

"Futurism was first promoted by the Italians: this doctrine aspires to
make reforms not only in the sphere of painting - it is concerned also
with all kinds of art. In painting, futurism promotes mainly the doctrine
of movement - dynamism. Painting in its very essence is static, hence
dynamics as a style. The futurist unfurls the picture - he places the
artist in the centre of the picture; he examines the object from different
points of view; he advocates the translucency of objects, the painting of
what the artist knows, not what he sees, the transference of the sum
total of impressions onto the canvas, and the transference of many
aspects of one and the same object; he introduces narrative and literature.
Futurism introduces a refreshing stream into modern art ... If the futurists
had had the genuine painterly traditions that the French have, then their
doctrine would not have become part of French painting, as it now has."

(Larionov, 1913, in Bowlt 1976, B. 469, pp. 95-96)



- 213 -

Here Larionov shows his knowledge that futurism was an inter-disciplinary

movement, affecting literature, music, sculpture and photography and "all kinds

of art". He grasps the most significant point about futurism, what the Italians

called "the dynamic sensation", the moving image in front of the retina, and

describes it as "the transference of the sum total of impressions onto the canvas".

This phrase is remarkably similar to that used by the futurists themselves in their

manifesto "The Exhibitors to the Public" translated in the Union of Youth (Soyuz

Molodezhi) which ran "... we try to render the sum total of visual sensations".

He also understands the relationship between futurism and French cubism, noting

the fact that futurism had to move to France in order to assert itself.

However, there is at least one blatant error in his description. He says "The

futurist unfuris the picture - he places the wt.tAA-t in the centre of the picture",

which is a misreading of the Russian translation in Union of Youth (Soyuz

Molodezhi) of the phrase "We shall henceforward put the 	 in the centre

of the painting". This mistake points to the fact that Larionov's knowledge of

futurism is not as deep as one might at first think. It shows him to be concerned

not with the actual concepts of futurism but more with their oratorical vocabulary,

and as we shall see, this leads Larionov to make a literal application of their

terminology to his own theory and painting. Larionov's use of phrases which are

similar to those of the translated manifestos in Union of Youth points to them as

being an important source for his knowledge of futurism. Their publication in June

1912, also occurred at an opportune moment for Larionov, for this was the date

he ascribed to the writing of his manifesto Rayism (Luchizm), and it was in the

summer and autumn of 1912 that he began to paint his first rayist works for

exhibition in December.

A central feature of the manifesto "The Exhibitors to the Public" was the

discussion of "lines of force", and these can be seen to be the parent of Larionov's
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own "ray-lines". Indeed, what the Italians had to say about lines of force seems

to have been rephrased by Larionov in Rayism (Luchizrn), substituting the term

"ray-line" for that of "line of force". For example, the Italians said:

"... every object influences its neighbour, not by reflections of light
but by a real competition of lines and by real conflicts of planes."

(Boccioni et al. 1912, in Apollonio, 1973, B. 444, p. 48)

Larionov's painting "Glass" could be an illustration of this very idea, where the

bottles and glasses interfere with and influence each other by the ray-lines and

the planes of ray-lines which they refract. Larionov only rephrases this concept

when in his manifesto "Le Rayonnisme Pictural" he states:

"Every form exists objectively in space by reason of the rays from
the other forms that surround it ... there exists a real and undeniable
intersection of rays proceeding from various forms."

(Larionov 1914, in Bowlt, 1976, B. 469, p. 100)

The Italians advocated painting objects on the canvas according to their lines of

force (4). Larionov advocated the same with regard to the ray-line:

"... if we wish to paint literally what we see then we must paint the
sum of rays reflected from the object."

(Larionov 1913, in Bowlt, 1976, B. 469, p. 98)

Furthermore, Larionov stated that one would have to paint all the other rays

that would be in the vicinity of the object at the same time, an idea which seems

to have been borrowed from the Futurist Painting: Technical Manifesto of 1910

where the Futurists explained:

ISTO paint a human figure you must not paint it; you must render the
whole of its surrounding atmosphere."

(Boccioni et al. 1910, in Apollonio, 1973, B. 444, p. 28)

In theory then, the concept of ray-lines, their function and use seems to derive

from the futurist conception of lines of force.

Larionov may well have seen the futurist use of lines of force in a reproduction

of Carlo Carr's painting "The Funeral of the Anarchist Galli" 1910-1911 (iii. 100).

The reproduction appeared in block and white in the catalogues of the futurist
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exhibition which was then touring Europe, appearing at the Bernheim-Jeune in

Paris, the Sackville in London and the Der Sturm in Berlin (5). In fact a

comment in "The Exhibitors to the Public" referred specifically to this painting:

"If we paint the phases of a riot, the crowd bustling with uplifted
fists and the noisy onslaughts of cavalry are translated upon the
canvas in sheaves of lines corresponding with all the conflicting
forces ... These force lines, must encircle and involve the spectator
so that he will in a manner be forced to struggle himself with the
persons in the picture."

(Boccioni et al. 1912, in Apollonio 1973, B. 444, p. 48)

The broad fan-shaped groups of force-lines in "Funeral of the Anarchist Galli"

are not dissimilar to those found in Larionov's "Rayist Construction of a Street"

(iii. 56), where similar fan-shaped groups of lines explode from a point, and

long ray-lines intersect each other. The concept of the spectator being encircled

and involved, and having to struggle, is something which is also found in rayism.

In theory, Larionov claimed that his works were slippery and difficult to penetrate,

that the sensation of the fourth dimension which they evoke would be beyond

our understanding; and in practice too there is a sense in which you have to

struggle with the rayist picture space, especially in pneumo-rayist works.

Larionov's pneumo-rayist paintings, such as "Rayist Composition: Domination of

Red" (ill. 66), are comparable in terms of subject matter to Giacomo Balla's

"Irridescent Interpenetrations". Both series of paintings are about the visible

rendering of refracted light rays on the canvas. Not only this, but in both, the

rays interpenetrate one another, in the Larionov to create a new spatial form,

and in the Balla, white light or optical effects. There ore of course radical

stylistic differences: Balla's work is precise and ordered, Larionov's rough and

confused. Even so there are some common devices; for example, the peculiar

spiral or vortex in the bottom right hand corner of Larionov's "Rayist Construction

of a Street" (iii. 56) occurs also in Balla's "Irridescent Interpenetration" in The

National Gallery of Modern Art in Rome.
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Other devices which one finds in pneumo-rayist works can also be directly

related to the Italian futurist manifestos. For example, the Italians said:

"One may remark also in our pictures spots, lines, zones of colour,
which do not correspond to any reality, but which ... musically prepare
and enhance the emotion of the spectator ... Those lines, those
spots, those zones of colour, apparently illogical and meaningless
are the mysterious keys to our pictures."

(Boccioni et al. 1912, in Apollonio, 1973, B. 444, PS. 50)

Often in pneumo-rayist paintings, spots, lines and zones of colour appear, such

as those in "Sea Beach and Woman" or "Pneumo-Rayist Painterly Structure"

(ills. 61 & 65), and they invariably have a musical significance, many indeed being

designed like notes of music. In fact the relationship between futurist zones of

colour and music was something that Larionov began to investigate in his work.

In the manifesto "Le Rayonnisme Picturale" he explained:

"The sensation a colour can arouse, the emotion it can express is
greater or lesser in proportion as its depth on the plane surface
increases or decreases ... Hitherto this law has been applicable
only to music, but it is incontestable also with regard to painting:
colours have a timbre that changes according to the quality of their
vibrations, i.e., of their density and loudness ... So we are dealing
with painting that is dedicated to the domination of colour, to the
study of the resonances deriving from the pure orchestration of its
timbres."

(Larionov 1914, in Bowit 1976, B. 469, p. 101)

Larionov's painting "Rayist Composition: Domination of Red" (iii. 66) was a

practical application of this theory, in which he used the varying density of the

coloured paint layers to create timbres which he could orchestrate, the most

dominant of which is the red. In this way, Larionov, like the Italian futurists,

was trying to "musically prepare and enhance the emotion of the spectator", and

to emphasise the point Lorionov has included a white bar of musical notes in the

bottom centre of the picture.

The relationship between colour and music was an important feature of the

Italian futurist aesthetic. Russolo's painting "Music" of 1912 (Estorick

Colt., London), deals with this subject. As the pianist plays a keyboard
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specific chords generate specific bands of colour. However, Italian futurism

would not have been the only source for Larionov's interest in the relationship

between colour and music. In his manifesto Rayism (Luchizm), Larionov talks

at length about orphism being based upon the musical sonority of colours, and

says that it is inclined to the correspondence of musical to light waves, and

that orphism constructs paintings according to musical laws. Although he

criticised orphism for the latter, he evidently felt that it was a kindred movement

to rayism.

Larionov would also have been aware of the fact that Nikolai Kul'bin had written

about the relationship between colour and music in his essay "Free Music"

("Svobodnaya Muzuika") published with an essay by Aleksei Borisyak "On Musical

Painting" ("0 Zhivopisi Muzuiki") in The Impressionists' Studio (Studiya Impress-

ionistov) of 1910. He would also have seen the remarkable paintings of the

Lithuanian composer and painter Churlyanis, in whose work colour and music

are related (e.g. "Sonata of the Stars, Andante", 1908, Kaunas Museum, Lithuania),

at the "World of Art" exhibition in Moscow in November 191 1.

Another equally important source in this respect were recent attempts at creating

a 'gesamtkunstwerk' in Russia. The composer Skryabin had associated sounds and

colours in his production of "Prometheus: The Fire Poem" of 1910, in which the

music was accompanied by a 'clavier lumires', which projected coloured lights

around the auditorium. Here coloured rays of light literally corresponded with

particular chords. An article about the performance was published in Music

(Muzuika) (Moscow), January 1911, by Leonid Sabaneev, who shortly afterwards

wrote another article on the subject for the almanach Der Blaue Reiter.

Kandinsky's stage work "The Yellow Sound", which was also discussed and described

in the almanach, attempted something similar. The association of colour and sound

in these two instances had not only an art historical origin, going back through
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Wagner and Baudelaire's "Correspondances" to Philip Otto Runge, but also a

Theosophical origin, which is of interest in connection with Larionov. "Prometheus:

The Fire Poem" was riddled with Theosophical implications, and Kandinsky himself,

at the time of "The Yellow Sound", was a member of the Munich branch of the

Theosophical Society.

Leading Theosophists associated colour and music. Leadbeater and Besant, in

their book Thought Forms, were keen to depict music by Gounod and Wagner as

patterns of inter-related coloured shapes. Then there was Claude Bragdon, who

in about 1914 organised a "Song and Light" event in America, where a huge

community-singing chorus attracted crowds of 15,000, and the whole gathering

sang, accompanied by the changing play of coloured lights. Given Larionov's

esoteric bent of mind, it could easily be that Theosophical considerations also

played a part in his use of the colour-music relationship in rayism.

Returning to futurism, and connected with the theme of musicality, is Larionov's

interest in street noises. Already in 1911 Boccioni had painted "The Noise of the

Street enters the House", Carri had painted "What the Tramcar Told Me", and

Severini wrote to Soffici that he was obsessed with the painting of noises (6). In

"The Exhibitors to the Public" the futurists also declared "We do not draw sounds,

but their vibrating intervals". In response to this, during the autumn of 1912

Larionov made a realistic rayist drawing called "Street Noises" (ill. 44) for

publication in World Backwards (Mir s Kontsa). The drawing represents a busy

street resounding with the noises of droshkies on cobblestones or block-wood

parquetry pavements, clattering with their iron-hooped wheels, the noises of

horses and the shouts and whiperacks of coachmen. The streets were full of

mechanised noise too, such as the clattering of electric trolley cars and

automobiles, and then there were the familiar cries of street vendors, Tartar

clothes sellers, Russians selling wares from head-trays, and the knife-grinders
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who sang out "Sharpen your knives and scissors, strop your razors". There was

the ancient sound of the church bells,, and the most modern, of the telephone (7).

Some of these are referred to in Larionov's drawing, the cobblestones, the horse,

some kind of cab, electric wires or a telegraph post; but the sound itself is

indicated by a bar of notes in the top left hand corner. Inspiration for the use

of this device may well have come from Carr's painting "Synthesis of a Caf4

Concert" (Estorick Coil., London), where a similar bar of notes is used as a visual

analogy for the effect of sound.

The use of this device in Italian futurist painting was to help create:

"... the synthesis of what one remembers and of what one sees... in
order to make the spectator live in the centre of the picture."

(Boccioni et al. 1912, in Apollonio 1973, B. 444, p. 47)

"Synthesis of a Caf4 Concert" as the title indicates, was just such a painting,

which created a synthesised image of someone's experience both audial and

visual whilst in a caf4-chantant. A more familiar painting which aimed at a

similar synthesis was Russolo's "Memories of a Night", in which he combined

different visual images in a synthesis which represented the experience of a

night out. Russolo's painting was reproduced in the 1912 catalogue of the travelling

futurist exhibition, and has recently been cited as a direct influence upon

Goncharova's "City by Night" (Compton, 1981, B. 484, p. 344). Larionov was

probably working from these sources when in the manifesto "Le Rayonnisme

Pictural" he declared that he too wished to "create a synthesis image in the mind

of the spectator" (8). His drawing "Street Noises" (ill. 44) is an excellent example,

in Italian futurist vein, of a synthesised image of what one experiences when

walking through a street. Here he combines not only sounds, as we have already

seen, but the visual aspects too. There is a recollection of words, numbers and

letters which leap out at the pedestrian from shop windows, sign boards, posters

and adverts, as well as a splendid combination of ambiguous images, of which the
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clearest is the horse. Actually at this point, one would have to say that in

practice Larionov had outstripped the futurists, despite borrowing from their

theory. Nothing as versatile as "Street Noises" had yet appeared in the futurists'

oeuvre.

It is particularly interesting to note that in 1913 Eganbyuri discussed Larionov's

rayist work in terms of this Italian futurist concept of synthesis. In talking about

the rayist painting "Glass" he declares:

"Larionov ... simply paints 'glass' as a universal condition of glass
with all its manifestations and properties - fragility, ease in breaking,
sharpness, transparency, brittleness, ability to make sounds, i.e. the
sum of all the sensations obtainable from glass ..."

(Eganbyuri, 1913, B. 12, pp. 38-39)

Larionov's painting "Glass" was thus conceived as a "synthesis image".

During 1913 the futurists developed their ideas about a synthesis of experiences,

sensations and noises. Carri published his The Painting of Sounds, Noises and

Smells, and Russolo The Art of Noise, a later edition of which Larionov possessed

in his library (9), and in which Russolo advocated composing music based upon

sounds which were related to the noises of daily experience.

Larionov more than kept pace with these developments during the year. Another

street scene drawn as an illustration to the book Le Futur in summer 1913 (ill. 60),

again attempts to portray "a synthesis of what one remembers and of what one

sees". The bar of notes in the top left hand corner indicates the noises of the

street, but more musical notation is now introduced: where the high heeled shoes

of the lady on the right hit the cobblestones, they throw off musical sharps.

There is a recollection of numbers and words, of a horse-pulled cab, a wheel,

small details that the artist has remembered, such as the Severini style sequins

on the lady's dress; but above all he incorporates an impression of motion and

movement. All these elements combine to create a masterful synthesis image of
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our experience of a city street.

The "synthesis of what one remembers and of what one sees" plays a role in the

futurist concept of "states of mind". In their expression of "states of' mind" the

futurists resorted not only to a synthesis of sounds and visual images, but, with

the aim of placing the spectator in the centre of the picture and forcing him

to take part in the action, to experience the state of mind of the people

represented, they also used the expressive qualities of lines. This was something

which they had learned from the neo-impressionists who had been interested in

psychophysics and the work of Charles Henri. Consequently, part of their theory

is dedicated to this subject. They explained:

"In the pictorial description of the various states of mind of a
leave-taking, perpendicular lines, undulating and as it were worn
out, clinging here and there to silhouettes of empty bodies, may
well express languidness and discouragement. Confused and trepidating
lines, either straight or curved,, mingled with the outlined hurried
gestures of people calling one another, will express a sensation of
chaotic excitement. On the other hand, horizontal lines, fleeting,
rapid and jerky, brutally cutting into half lost profiles of faces
will give the tumultuous feelings of persons going away."

(Boccioni et al 1912, in Apollonio 1973, B. 4.44, p. 49)

Larionov's "Street Scene" (iii. 60) bears several similarities to this theory, as

though Larionov were attempting a literal interpretation. All the figures are

executed as mere outlines - "silhouettes of empty bodies". To these silhouettes

cling all sorts of lines, undulating perpendicular lines to the figure on the left

and to the man with the hat, and straight and curved confused lines mingling

with the outlines of the passers by. There is even a reference to a "lost profile"

being cut in half in the top right hand corner, where a face is dissected by a

vertical and horizontal line. The part word "Fl!" which is almost attached to the

face could in fact refer to "Profil", a verbal reference to the "lost profiles of

faces" cited in the Italian manifesto. On the other hand, the Italian manifesto

quotation may have suggested to Larionov something similar to the experience of
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watching a motion picture at the cinema, in which case "FL!" may refer to

"Film". In fact Larionov had examined the visual sensations of films more than

a year before in "Scene-The Cinema" (ill. 27) where he had already worked with

the decomposition of the figure by using vertical lines.

The confusion of lines is compounded by certain limbs and objects being depicted

in several positions to indicate movement. Indeed this is one of Larionov's first

attempts to portray what the Italians called "the dynamic sensation". Larionov

would have read the passage in the Technical Manifesto which stated:

"The gesture which we would reproduce on canvas shall no longer be
a fixed moment in universal dynamism. It shall simply be the dynamic
sensation itself ... A profile is never motionless before our eyes,
but it constantly appears and disappears. On account of the persistency
of the image upon the retina moving objects constantly multiply
themselves ... Thus a running horse has not four legs, but twenty
and their movements are triangular."

(Boccioni et a!. 1910, in Apollonio 1973, B. 444, p. 27-28)

In "Street Scene" (ill. 60) the general repetition of outlines indicates movement,

especially with the man in the hat, and the horse. By summer 1913 this was the

limit to which Larionov was able to express "the dynamic sensation". In September

however he contributed to the "Erste Deutscher Herbstsalon" in Berlin, and on

receiving the catalogue, he would have got a much better idea of how to paint

"the dynamic sensation", as it contained a reproduction of Ballo's "Dynamism of

a Dog on a Leash" (ill. 101). Larionov's immediate response was to paint

"Boulevard Venus" (ill. 64), in which he directly imitated Balla in the multiplied

image of the legs of the woman as she walks down the street, and the turning

of her head, suggested by painting it from three different viewpoints. However,

the work is not as precise and as accurate as that of Balla, and Larionov seems

still to have the upper hand in enjoying a joke at Balla's expense, by painting

one of the legs as if it is sticking out of her back, or bottom.

An interesting and humorous device which Larionov uses in this painting is that
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of transparency, which in part seems to have been suggested by both Italian

futurist theory and practice. Already in 1910 the futurists declared: "Movement

and light destroy the materiality of bodies", the best illustration of this being

Balla's "Girl Running on a Balcony", although the dematerialisation of the body

caused by the effects of movement and light are also found in "Leash in Motion"

(iii. 101), in certain paintings by Boccioni such as "The Farewells" which Larionov

could have seen in reproduction in the 1912 catalogue, and in the photographs

of Bragaglia.

The futurists were also interested in 'X'-rays and wrote:

"Who can still believe in the opacity of bodies, since our sharpened
and multiplied sensitiveness has already penetrated the obscure
manifestations of the medium? Why should we forget in our
creations the doubled power of our sight capable of giving results
analogous to those of 'X'-rays?"

(Boccioni et a!. 1910, in Apollonio, 1973, B. 444, p. 28)

Balki was particularly interested in the visual effects of 'X'-ray photographs, as

we know from one of his note books which contains a reference to a small Italian

book containing 14 reproductions of 'X'-ray photographs: Italo Tonta's Rontgen

Rays and Their Applications, published by Manuali Hoepli, Milan 1898 (10).

Larionov had first used the effect of transparency in "Street Scene" (iii. 60), to

reveal the underwear and suspenders of the passers by. He then developed the

device in "Boulevard Venus" (ill. 64) to reveal not only the underwear and breasts

of the woman but also the bone of her left leg as she lifts it out of the right

hand side of the picture. Although Larionov did not specifically refer to 'X'-rays

in his manifestos he did refer to ultraviolet and radioactive rays as being one of

the tenets of rayism, and he also possessed in his library the very same book of

'X'-ray photographs that Balla was working from (11). One of the photographs

in the book was of a leg showing the tibia bone, and it seems not unlikely that

Larionov worked directly from this photograph in painting the leg of "Boulevard
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Venus". This provides a fascinating example of Balla and Larionov working from

the same source material.

The study of 'X'-rays by both Larionov and Balla was just one facet of a shared

interest in contemporary science. Larionov and Goncharova also studied radiation

and electricity, Balla studied astronomy. The necessity of using the results of

science in their art was first stated by the Italians in 1910:

"... so must the vivifying current of science son deliver painting
from academism ... Victorious science has nowadays disowned its
past in order the better to serve the material needs of our time."

(Boccioni et al., 1910, in Apollonio, 1973, B. 444, pp. 28-29)

Another specific common source which both parties drew upon was the pseudo-

scientific concept of the fourth dimension which was current at the time. The

futurists referred to the subject in their definition of "dynamic continuity and

form", in which they stated: "Dynamic form is a species of fourth dimension"

(Boccioni: "Plastic Dynamism" 1913, in Apollonio, 1973, B. 444, p. 93). Larionov

also referred to the concept of the fourth dimension in each of his rayist

manifestos, and its influence permeated the development of rayism (see Chapter 8).

One could also point to the fact that photography was an important source for

both Larionov and the futurists. Care must be exercised in this respect though.

The futurists were attracted by photographers such as Marey and Muybridge who

had adopted novel techniques of photographing the human body in motion. One of

the futurists, Anton Bragaglia, took this a step further and made his own futurist

photographs, tracing the trajectory of a moving image using a long exposure -

what he called "futurist photodynamism". This kind of experimental work did

not attract Larionov, however; his interests in photography were much different.

Already in March 1912 Larionov had exhibited four paintings based on his study of

conventional photography and the cinema. Then during 1912 he heard of a

professional photographer in Moscow named Trapani, who had developed a
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photographic technique that he called "ray-gum" ("luchistui gummi"). It was a

version of the gum-arabic process which created a radial fragmented texture as

in "Portrait of a Woman" 1912 (iii. 102). During 1912 Larionov went to see

Trapani, and had his own "ray-gum" portrait photograph taken. In some Trapani

photographs where the technique is very pronounced, due to Trapani's smudging

or "ray-gum" technique, the parallel with Larionov's rayist paintings is very

striking (12).

Finally we should consider an amusing illustration by Larionov, again for the

book Le Futur (iii. 59). The drawing depicts g woman's head with a bicycle

racing across her cheek and is Larionov's humorous interpretation of the famous

Italian futurist phrase:

"How often have we not seen upon the cheek of the person with whom
we are talking the horse which passes at the end of the street."

(Boccioni et al 1910, in Apollonio, 1 973, B. 444, p. 28)

Of course Larionov has replaced the horse with a speeding bicycle! The

illustration of this quotation is particularly interesting and important as one of

the sources of Lcrionov's face painting, which he developed in 1913. The

application of rayism to the face offers a strange parallel to Balla's application

of futurism to clothing. In fact both Larionov's manifesto "Why we Paint

Ourselves: A Futurist Manifesto" ("Pochemu Mui Raskrashivaemsya: Maifest

Futuristov") and Balla's "Futurist Manifesto of Men's Clothing" were published

simultaneously in December 1913. Both manifestos advocated a similar approach,

to apply one's artistic principles to the outside world. Both manifestos advocated

rapid change: Balla talked of futurist clothes being:

"Made to last for a short time only in order ... to provide constant
and novel enjoyment for our bodies."

(Balla 1913, in Apollonio, 1973, B. 444, p. 132)

And Larionov declared:

"We paint ourselves for an hour and a change of experience calls
for a change of painting."

(Larionov 1913, in Bowlt 1976, B. 469, p. 82)
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Larionov, however, in theory and practice seems to have been ahead of Balla

and the Italian futurists. Already in the summer of 1913 Larionov had thought

deeply about the application of rayist principles to the outside world, and

this led him to conceive of nothing less than a reconstruction of the Universe:

"There are reasons to suppose that the whole world, in its concrete
and spiritual totality, can be recreated in painterly form."

(Larionov 1913, in Bowit 1976, B. 469, p. 97)

It took the futurists another two years to express a similar viewpoint in the

manifesto The Futurist Reconstruction of the Universe, which was published in

March 1915. In practice too, Larionov painted his face and paraded the streets

of Moscow a good two years before there is any evidence to suggest that Balla

and his colleagues actually made their clothes.

Similarly Larionov championed the futurist film before his Italian counterparts.

"Drama in the Futurist's Cabaret No. 13") ("Drama v Kabare Futuristov No. 13")

was filmed in December 1913, although Larionov's interest in film had first been

stimulated in 1912 when in that March he exhibited "Scene-The Cinema". This

preceeded the making of the first Italian futurist film, "Vita Futurista" of 1916,

by three years, although, like Larionov, the Italian futurists had been interested

in cinema from a theoretical point of view since 1912 (13).

Although Larionov had violently rejected modern western art in the almanach

The Donkey's Tail and Target (Oslinuy Khvost i Mishen') in July 1913, even at

this point he and his group did not entirely forsake futurism, as they did condescend

in the same manifesto to "stretch out our hand to the futurists inspite of all their

mistakes". In the same almanach the group even published a translation of an

Italian futurist poem by Palazzeschi. Furthermore, Larionov's work on the book

Le Futur, with Bol'shakov, Goncharova and Firsov in August 1913 also contradicts

the provocative attitude to the west as expressed at the beginning of this chapter.

Le Futur. was, for example, the only Russian futurist book whose title was in
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French and referred specifically to futurism. At some point the book was also

dedicated by Larionov to Marinetti, and the unique inscribed copy, which has

since been lost whilst in the possession of the National Art Library in the

Victoria and Albert Museum, bore a series of witty and amusing annotations by

Larionov in French which described some of the illustrations. For example, in

the drawing of the lady with a bicyclist on her cheek (iii. 59) Larionov explains

the significance of the letters and numbers 3r. BL Ya", as uLes Trois Roubles

de Larionoff".

Other art historians have drawn attention to Larionov's reaction to the use of

the word "futurist" as a designation for himself, his art or his group. This

argument centres on the fact that in the title of his manifesto "Rayists and

Futurepeopl&' ("Luchistui i Budushchniki") Larionov uses his own neologism

"Budushchniki" = "Futurepeople", as opposed to "Futuristui" = " Futurists". The use

of "Budushchniki" however is an isolated example. The general pattern seems to

have been that Larionov, from a propagandist point of view, seems to have been

quite happy to be associated in name at least with his Italian counterparts. In

Eganbyuri's monograph for example, the work of both Larionov and Goncharova

is at times stated to be "futurist". Some of Goncharova's paintings in her one-

woman exhibitions were sub-titled as being "futurist", and the full title of the

"Exhibition of Paintings No. 4: Futurists, Rayists, Primitives" held in Moscow in

1914, used the word "futuristui". Various members of The Donkey's Tail Group

also referred to themselves as "futurists" ("futuristui") (14).

A much more important point which is often cited is Larionov's insulting reaction

to Marinetti's visit to Russia in January 1914 (see pp. 95-97). Given Larionov's

evident enthusiasm in his work for Italian futurism, what are we to make of this

polemical dialogue, in which Larionov attacked both Marinetti and those Russians

who took his side? That Larionov actually meant what he said, which is the
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conventional explanation of his behaviour, seems unrealistic, more likely is

that Larionov was indulging in a specific form of futurist activity for the

purposes of a ruse or publicity stunt.

Verbal and physical attacks, agitation and fighting were important activities of

the Italian futurists. Balla's sculpture "Boccioni's Fist" was a reference to this

tendency of Italian futurism, a tendency which was related to the futurists' concept

of "compenetrazione", or the 'interpenetration' of oposing forces. Larionov and

Shershenevich in their insulting dialogue, may have been consciously indulging

in these aspects of Italian futurism. In any case their whole dialogue was very

well timed and acted as an exciting advertisement for Marinetti's activities,

when there was a need to drum up support for Marinetti, given that the Burlyuk's,

Kamensky and Mayakovsky were away at the time on their own lecture tour of

the Russian provinces.

To support this view there is no evidence that Larionov's attack caused any

resentment on Marinetti's behalf, or that Larionov was personally hostile when

they were together. Marinetti later wrote about this visit in his memoirs and

recalled:

"My raging success with women arouses the ire of the "Donkey's
Tail Group", whose leader, after he had denounced me as a traitor
to futurism in an article, introduces me affectionately into the
most important literary circle, and eating, drinking and talking
in French with his Russian wife Goncharova, I'm allowed to attend
an important meeting."

(Marinetti, "The Birth of Russian Futurism", in 1972, B. 592, p. 347)

Marinetti also recalled Larionov and the "Donkey's Tail" group presenting him

with a gold nugget from the Caucasus, as well as Larionov asking him to recite

his poem "Let's Kill the Moonlight", and painting several portraits of him with

which to decorate "The Stray Dog" cabaret in St. Petersburg. It would also

appear that at this time Marinetti invited Larionov to contribute to Lacerba

(see p. 275). Giuseppe Sprovieri (1983, B. 424) also asserts that both Larionov
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and Goncharova participated in his "First Free International Futurist Exhibition"

held in Rome in April and May 1914 (see p. 271 ). If that is the case then it

was probably through Marinetti that they were invited to do so.

Therefore, despite his statement to the contrary in the Russian press and in his

own manifestos, Larionov remained very close to the Italian futurists. What

then was his attitude and relationship to the French cubists? In his manifesto

"Rayist Painting" ("Luchistskaya Zhivopis") in the airnanach The Donkey's Tail

and Target, (Oslinuy Khvost I Mishen'), Larionov described the movement and

its practitioners at greater length than in Rayism (Luchizni):

"Cubism teaches one to expose the third dimension by means of form
(but not aerial and linear perspective together with form) and to
transfer forms onto the canvas the moment they are created. Of all
techniques, chiaroscuro, in the main, is adopted by cubism. For the
most part this trend has decorative characteristics, although all
cubists are engaged in easel painting ... Cubism manifests itself in
almost all existing forms - classical, academic (Metzinger), romantic
(Le Fauconnier, Braque), realist (Gleizes, Léger, Goncharova) - and
in forms of an abstract kind (Picasso) ... postcubism, which is concerned
with the synthesis of forms as opposed to the analytical decomposition
of forms ... and orphism which advocates the musicality of objects -
heralded by the artist Apollinaire ... Picasso, and others with him,
employ types of technique which imitate concrete life, create surfaces
of wood, stone, sand, etc., and change visual sensations into tactile
ones. Picasso, with the aim of understanding an object concretely,
stuck wallpaper, newspaper clippings onto a picture, painted with
sand, ground glass; made a plaster relief - modelled objects out of
papier-mach4 and then painted them (some of his 'violins' are painted
in this manner)."

(Larionov 1913, in Bowlt, 1976, B. 469, p. 95-97)

However, this description is somewhat confusing and cannot be related to any

immediately identifiable writings on cubism which Larionov may have come across.

Larionov's emphasis on "form" and "chiaroscuro" may be taken from part IV of

Gleizes and Metzinger's book Du Cubisme which had been translated into Russian

twice in 1913, but the context in which the terms were used was different.

Similarly, the division of cubism into four types: classical/academic, romantic,

realistic and abstract, is reminiscent of Apollinaire's division of cubism into four
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categories in his Les Peintres Cubistes: Mditations Esthtigues, but Larionov's

categories are not those of Apollinaire and cannot be related to his scientific,

physical, orphic and instinctive cubism. Unfortunately Larionov does not elaborate

on his own terminology and so his categories remain ambiguous. Furthermore,

Roger Allard had used the term "aerial perspective" in his essay on cubism "The

Signs of Renewal in Painting", published in the almanach Der Blaue Reiter in 1912

(B. 553). However, he used the term in the context of impressionism and wrote

that the cubists had replaced "aerial perspective". Finally there is Larionov's

misconception of Apollinaire as an "artist" which is inexplicable apart from

ignorance on Larionov's part.

The somewhat bizarre and confusing generalisations about cubism made in the

first half of his description are partly offset by the second half which is nearer

the mark. Larionov evidently understood at this point the fundamental difference

between the analytical and synthetic stages of cubism, and his knowledge of

Picasso's contemporaneous work is remarkably detailed and accurate, suggesting

that Larionov was in contact with someone who knew Picasso or had visited his

studio recently. It may even be that the contact was Tatlin, who was working

in Picasso's studio during the early summer of 1913. Larionov's seeming ignorance,

as late as 1913, about cubist theory is at first sight rather surprising. We should

remember though that a detailed knowledge of cubism only began in Russia in

1913, and although before this date artists such as David Burlyuk and Goncharova

had discussed cubism at some length, they had done so in an extremely general,

personal and uninformed way.

A lack of theoretical background in relation to cubism in no way prevented

Larionov or Goncharova from adopting cubist stylistic devices in their own

painting, and as indicated above, Larionov evidently thought of some of

Goncharova's work as being "realistic cubist", comparable to the work of Gleizes
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and Lger. He even thought of some of his own work as being cubist, although

his use of the term in this respect was extremely arbitrary. For example,

Eganbyuri refers to a period of cubism in Larionov's work, and cites the painting

"Head of a Bull" (ill. 55) as being "Rayo-Cubist". However, once the rays have

been isolated, what is cubist about the rest of the painting is hard to say; the

bull's head is more an essay in primitivism than cubism. Again, paintings which

do employ recognisable cubist elements are not described as such in their titles.

One of the first stylistic techniques which Larionov borrows from cubism is the

interlocking of the figure into the picture space. This is a technique used by

Braque in his "Grand Nu" (ill. 103), exhibited in "The Golden Fleece" exhibition of

January 1909, and illustrated in The Golden Fleece (Zolotoe Runo) magazine

(February-March 1909, Nos. 2-3, p. 20). The means by which Braque does this

are to use 'passage' in the painting of the background, thus creating a tightly

interlocked spatial system, and an ambiguity where planes merge into one

another, and to follow the compositional elements of the figure into the background,

such as the curve of the right fore-arm and the left elbow which are both echoed

by arcs in the background. Consequently there is little to distinguish foreground

and background, and the figure is tightly interlocked into the resulting pattern

of the picture surface.

The same techniques are employed by Larionov in his two early rayist works

"Woman at the Window" (iii. 28) and "Soldier's Head" (ill. 29). In "Soldier's Head"

the use of 'passage' flattens the portrait, and renders the background indistinct,

planes merge with each other, and the illusion of depth is destroyed. Larionov also

follows the compositional element of the figure into the background. For example,

a broad white arc in the top left echoes the curve of the soldier's hat, a curving

broad black line in the bottom right echoes the chest, and the black outlines of

the chin, mouth and nose are continued into the background to create ambiguous
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planes. Foreground and background become indistinguishable and the figure is

thus tightly interlocked into the surface pattern. The same is true of "Woman

at the Window". 'Passage' identifies foreground and background as being one,.

and the thick black lines and planes which have been constructed about her head

serve to integrate both the portrait and its background into an overall surface

pattern.

If at this stage Larionov is using 'passage' and methods of creating a flat

overall picture space and locating the figure within it, his treatment of the figure

itself cannot be said to be cubist. For example, there are no irregularities as in

Braque's "Grand Nu" (iii. 103), such as the two buttocks being joined onto one

leg, parts of the figure being observed from different points of view, and the

rearrangement of shoulder and head. Larionov's two figures are presented in

simple postures, profile and full-face and, although schematised, have not been

treated in a cubist manner.

Other figure studies and paintings by Larionov though are close to cubism.

Larionov's "The Beach" (ill. 104) is comparable to Le Fauconnier's "Abundance"

(ill. 105). A sketch for "Abundance" had been exhibited at the second "Jack of

Diamonds" exhibition in Moscow in 1912, and the painting itself was reproduced

in the same year in the almanach Der Blaue Reiter. Larionov's painting resembles

"Abundance" in being a large figure composition, set out of doors. Larionov's

bather has been composed from geometrical volumes and large flat planes, and

the posture of the right arm, which is placed over the head, recalls the posture

of the nude in "Abundance".

"The Beach" (ill. 104) also duplicates some familiar cubist devices. The face of

the nude is a composite of a full-face and profile view, and different parts of

the body are seen from different viewpoints, the best example being the breasts.
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The multiplication of various limbs and parts of the body, however, are certainly

not cubist. The nude's three breasts and five arms, all in different positions,

would belong more to futurism if there was a trajectory of movement. As it is,

however, the nude remains quite static, and this suggests that Larionov's version

of cubism is to paint a composite of her different poses, which is interesting, as

it demonstrates a different approach to the destruction of one point perspective,

an approach which is not found in French cubism.

A similar approach is used in "Glass" (ill. 34). The large wineglass in the painting

is depicted in the tradition of French cubism; the profile view of the bowl and stem

has been combined with the plan view of the base in one image. This, however, is

an exception. Larionov much prefers to combine in one picture a series of objects

painted from different positions and from different points of view. Thus, the

tumblers in "Glass" are each individually seen in perspective, but taken together

tilt at all sorts of odd angles; they in turn contradict the brown bottle which sits

perfectly flat on the table, which itself contradicts the green bottle which balances

at 450 on its corner. None of these objects is reorganised in any kind of cubist

way, but taken together they militate against the illusion of perspective, and

so take the side of cubism.

"The Beach" (ill. 104) is perhaps the nearest that Larionov ever came to cubism

proper, although an interesting comparison can be made between a portrait sketch

by Larionov (ill. 57), reproduced in Eganbyuri in 1913, and a series of drawings made

by Picasso in 1909 (ill. 106), one of which was reproduced in the catalogue of "The

Second Post-Impressionist Exhibition" in December 1 91 2, to which Larionov

contributed. The construction of Larionov's drawing is similar to that of Picasso's

head. Both are composed of strong diagonal delineating lines, and broad flat

geometrical planes, some of which are shaded and some of which are blank. In

both works this technique serves to indicate the basic volumes and structure of the
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face. Light and shade plays an important role in the Picasso, where

chiaroscuro creates a strong impression of the face being both a conglomeration of

geometrical volumes and a flat two dimensional pattern of planes, and may

explain Larionov's comment: "... chiaroscuro, in the main, is adopted by

cubism". Similarly, an analysis of the head in terms of light and shade, which

reveals its essential planes and volumes, is a feature of Larionov's drawing. The

light illuminates the brow and cheek; the eye-sockets, mouth and far side of the

face remain in shade or darkness. The schematic and summary indication of the

shoulders and the overall impression in Picasso's drawing of a complex intersection

of short lines are also features of Larionov's drawing. The actual strokes which

Larionov uses are also similar, the indication of eye lashes and the line of the

brow in the upper right of Larionov's drawing, utilise the same dark jagged

striations as found in the upper forehead and underneath the jaw of Picasso's head.

Apart from being more schernatised than the Picasso, the only other development

in Larionov's drawing is the fracturing of the background by ray-lines and planes.

Here then we see Larionov experimenting with cubist drawing, probably as it was

known to him through the reproduction of Picasso's work. A date of 1911 for

Larionov's drawing, as indicated by Eganbyuri, is doubtful. It was probably dated

earlier than it was actually drawn, in order to imply that Larionov had digested

and been a practitioner of cubism before his contemporaries in the "Jack of Diamonds"

group.

Finally, Larionov also used an important characteristic of the analytical phase of

cubism, the incorporation of letters and numbers into the painting. Although letters

occur in "Boulevard Venus" (ill. 64), Larionov's most obvious use of this analytical

cubist device is in "Portrait of Vladimir Tatlin" (iii. 107) where the picture surface

is laden with letters and numbers. The number "28" has been painted in imitation

of a stencil, like the letters and numbers in Braque's painting "The Portugese"
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(Kunstmuseum, Basel). Larionov even duplicates Braque's use of the work "BAL"

in "The Portugese", transliterating it into Russian letters. The portrait itself,

of course, is not a cubist work in any way, and unfortunately has been

considerably re-painted at a later stage (15).

What then are we to say about the futurist and cubist roots of rayism in the light

of Larionov's statements reproduced at the start of this chapter? The first

pronouncement, in which he attacks the west and its art, was evidently a

polemical stance only, the second is nearer the truth. Larionov does seem to

have adopted, if not all styles, certainly futurism and cubism, as a suitable means

of artistic expression. The theory and practice of both movements certainly

played an important role in the theory and development of rayism and especially

of its cubo-futurist elaboration.

Although Larionov used devices and techniques from different phases of the

cubist movement, he appears to have been far more conversant with futurism and

a far more fluent practitioner of it than he was of cubism. Generally the

importance of futurism for Larioriov and the "Donkey's Tail and Target" group

was paramount. For Malevich, who became more absorbed in cubism, this was

evidently a bone of contention. By the summer of 1913 he had left 1 'The Donkey's

Tail and Target", and was not represented in their almanach. He now shifted his

allegiance to "The Union of Youth", and in a letter to Matyushin he confirmed

that Larionov only dabbled in cubism and suggested that his works were the

weaker for it:

"I feel convinced that no one in Russia has produced a pure cubist
work - all these sticks of Larionov's and others are an easy thing."

(Malevich, 1913, in 1969, B. 588, Vol. 4, p. 203)

The poet Benedikt Livshits was similarly dismissive when he compared Larionov's

rayism with Italian futurism:
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"Rayism, with which Larionov tried to 'outstrip' the Italians,
fitted into Boccioni's waistcoat pocket."

(Livshits, 1933, in 1977, B. 582, P. 200)

It is interesting to juxtapose these Russian opinions with that of Apollinaire

concerning rayism. In an article on Larionov and Goncharova, published in

Les Soirees de Paris in 1914 (B. 34-4), Apollinaire found rayism to be vio.t an

inferior form of cubism or futurism, but an original development, capable of

standing on its own as an independent movement, and yet one which was integrally

related to the cubist and futurist aesthetic:

"Mikhail Larionov ... has brought a new refinement, not only to
Russian painting, but to European painting as a whole: Rayism
Mikhail Larionov's art reveals an extremely strong personality,
capable of expressing the shades of feeling and sensation he
experiences with a degree of precision that makes his luminous,
extremely sober, and exact art a genuine aesthetic discovery
This art is in accord with the newest and most daring experiments
undertaken by French artists.

These experiments show that a universal art is being created,
an art in which painting, sculpture, poetry, music and even science
in all its manifold aspects will be combined ... to transform our
vision of the world and to arrive, at last, at an understanding of
the universe."

(Apollinaire, 1914, B. 34-4, in 1972, B. 442, pp. 413-414)
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CHAPTER 6 - NOTES

1. Larionov'S copies of Lacerba: Periodico Quindicinale (Firenze), Anno II,

1914, Nos. 1-10, & 13, are located in the National Art Library, the Victoria

and Albert Museum, London.

2. M. Matyushin: "On the Metzinger-Gleizes Book: Du Cubisrne" (1,0 Knige

Metzanzhe-Gleza: Du Cubisme"), in The Union of Youth 3 (Soyuz Molodezhi 3)

(St. Petersburg), March 1913, pp. 25-34.

3. "Orphism - from our Paris correspondent" ("Orfeizm - ot nashego Parizhskago

Korrespondenta"), in Discourse (Rech') (B. 631), 11 March 1913, No. 68, p. 3.

4. For example:

"All objects ... tend to the infinite by their 'force-lines', the
continuity of which is measured by our intuition ... It is these
force-lines that we must draw ..."

(Boccioni et al., 1912, in Apollonio, 1973, B. 444, p. 48)

And they declared their second new conception of painting to be:

"Thatwhich leads us to translate objects according to the force-
lines which distinguish them ..."

(Ibid., p. 50)

5. The futurist exhibition was toured throughout Europe, although it was never

shown in Russia. Its three principal venues were:

"Les Peintres Futuristes Italiens", Bernheim-Jeune, Paris, 5-24 February 1912;

"Exhibition of Works by the Italian Futurist Painters", Sackville Gallery,

London, March 1912, and "Zweite Ausstellung: Die Futuristen", Der Sturm,

Berlin, 12 April - 15 May 1912.

6. In a letter of 27 September 1913, Severini wrote about the importance of

noises for him whilst he was at work on the painting "Dynamic Hieroglyphic
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of the Ba! Tabarin" during the summer of 1912. See Gambillo & Fiori,

1958, B. 516.

7. See Stravinsky's evocative recollections of the sounds of St. Petersburg

when he was young, in Expositions, Faber & Faber, London, 1 962, pp. 28-30.

8. Larionov's concept of a "synthesis image" is actually rather ambiguous, as

he fails to elaborate on the term. It can be convincingly related to futurism,

as in this chapter, or it may equally be a reference to the 'synthesis image'

of an object in cubist painting, which is portrayed from a multiplicity of

points of view. Roger Allard had already drawn attention to the use of

such a 'synthesis image' in the work of Metzinger, in his article "Au Salon

d'Automne de Paris" in l'Art Libre of November 1910 (see Fry, 1966, B. 509,

pp. 62-63). Here he referred to "fragmentary synthesis" and to "an art

which ... offers to the viewers intelligence ... the elements of a synthesis

situated in the passage of time". The concept of the "synthesis image" may

even be related to the fourth dimension (see p. 252). These different

references to the term may not be mutually exclusive. Metzinger in his "Note

sur La Peinture" in Pan of October-November 1910 (see Fry, 1966, B. 509,

pp. 59-61), talked of "the total image" in the context of Maurice Princet,

the mathematician and friend of the cubists, who was fascinated by the

fourth dimension, as was Metzinger himself.

9. Luigi Russolo: l'Arte dei Rumori (Manifesto Futurista), Milan, 1916, is now

located in the National Art Library, the Victoria & Albert Museum, London.

10. Italo Tonta: Raggi di Röntgen e loro Practiche Applicazioni, Manuali Hoepli,

Milan, 1898. In his fifth notebook Balla wrote: "Raggi di Röntgen e loro

applicazioni ... Manual! Hoepli", see M. Fagiolo: Omaggio a Balla, Rome,

1967, p. 54.
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11. Larionov's copy of the above is located in the National Art Library, the

Victoria & Albert Museum, London.

1 2. I am grateful to Professor John Bowlt for communicating this information

to me in his letter of 21 December 1981.

1 3. For a thorough discussion of the use and importance of cinema in the Italian

futurist aesthetic see: Edward Aiken: "The Cinema and Italian Futurist

Painting", in Art Journal, Winter 1981, pp. 353-357.

14. Some of the exhibition catalogues of the Larionov group, which used to be

in the possession of Il'ya Zdanevich, and are now in a private collection

in Paris, are signed on the front cover: "Il'ya Zdanevich Futurist".

15. The "Portrait of Vladimir Tatlin" is a complex work which has been

considerably over-painted at an unknown period. It cannot be adequately

discussed until the intended 'X'-ray examination of it by the Muse d'Art

Moderne in Paris has taken place in the near future.



- 240 -

CHAPTER 7

RAYISM, THE FOURTH DIMENSION AND CONTEMPORARY SCIENCE

The fourth dimension of space is not to be confused with our present understanding

of the fourth dimension as time. During 1949, Paul Laporte presented an argument

in The Journal of Aesthetics and Art Criticism (B. 572) that references to "the

fourth dimension" and "non-Euclidian geometry" in the literature of the French

cubists indicated an interest on the parts of those artists with the Relativity

Theory of Einstein and Minkowski; suggesting a causal relationship between avant-

garde science and art in the early Twentieth century.

Two decades later, Linda D. Henderson (in 1971, B. 534 and 1975, B. 535) overhauled

the idea that Relativity Theory had any influence upon cubism. Henderson argued

that Einstein's "Special Theory of Relativity" (1905) was unconnected with both

a fourth dimension and non-Euclidian geometry; his moving systems were "Galilean

Frames", and were completely Euclidian. Although Minkowski's "Space-Time

Continuum" (1908) was a formulation of a four dimensional continuum, with

three dimensions of space and one of time, there was no reference to non-Euclidian

geometry, as Minkowski's space was free from non-Euclidian curvature. In fact

it was only in Einstein's "General Theory of Relativity" (1916) that the fourth

dimension as time and non-Euclidian geometry were combined; where the space-

time continuum was broken by pockets of non-Euclidian curvature around matter.

Furthermore, Henderson pointed out that up to 1919 discussion of the theories of

Einstein and Minkowski had been virtually restricted to scientific circles and

periodicals. The popularisation of Relativity Theory occurred only after the

observation of the bending of light rays, during the May 1919 eclipse (as predicted

by Einstein in 1915). The impact of the event was especially evident at this time

in the work of artists such as Rodchenko, who dealt with the subject in his non-

objective compositions of 1919-1920. Henderson concluded:
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"Clearly, the mistake of art historians anxious to explain references
to the fourth dimension and non-Euclidian geometry has been to
read back into cubist writings of 1911 and 1912 a breakthrough in
physics which was not published until 1916."

(Henderson, 1961, B. 534, p. 417)

Having dismissed Relativity Theory, Henderson looks for the meaning of these

terms in the 'n' dimensional geometry of Esprit Jouffret (19th Century) and the

culmination of non-Euclidian geometry in the work of Henri Poincar (1854-1912).

She also cites popular contemporary theories of a fourth spatial dimension,

assumed to be at right angles to each of our three mutually perpendicular dimensions,

as written about principally by Charles Howard Hinton (1853-1907). Theories about

the fourth dimension also found expression between 1880 and 1914 in literary forms

ranging from scholarly and scientific expositions in books and periodicals, to

popular treatment of the subject in science fiction, popular philosophy, and even

in spiritualist and theosophist writings. As references to the fourth dimension occur

in all four of Larionov's rayist manifestos, a case clearly exists for investigating

the relationship between the art of Larionov and these theories of the fourth

dimension.

The term "the fourth dimension", first occurred in print, with vague meaning in

Henry More's Enchiridion Metaphysicum of 1671; by the beginning of the Twentieth

Century, the concept had acquired many facets (1). Despite Madame Blavatsky's

cursory 'brushing off' of the fourth dimension in The Secret Doctrine (1888), this

did not stop later theosophist leaders such as C.W. Leadbeater from incorporating

aspects of theories of the fourth dimension into The Other Side of Death (1903).

A spiritualist interpretation of the fourth dimension was given by Zöllner, who in

Transcedental Physics (1880), claimed that the fourth dimension had been empirically

confirmed for him in the feats of the medium Henry Slade.

The fourth dimension also found usage in popular literature and science fiction.
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Edwin Abbot in 1884 hod written a charming story of the existence of a two

dimensional square living in Flatland, whose adventures allowed Abbot to discuss

the nature of life within spatial dimensions from zero to 'n'. Flatland became

immensely popular in Europe, as did the stories of H.G. Wells who also referred

to the fourth dimension in books such as The Time Machine (1895), The Remarkable

Case of Davidson's Eyes (1895), The Plattner Story (1896) and The Invisible Man

(1897). The influence of the fourth dimension and Wells' The Time Machine was

felt particularly strongly by Gaston Pawlowski whose Voyage aux Pays de la

Quatrirrie Dimension appeared in installments in Comoedia during 1912. This

was a science fiction story which featured a voyage through time to the year

3789, when the fourth dimension of space will be revealed.

The most important theoretician of the fourth dimension however was Charles

Howard Hinton, a maths teacher who worked in America, and who published numerous

popular books and pamphlets on the subject of the fourth dimension. His two most

influential works were A New Era of Thought (1888, B. 538), and The Fourth

Dimension (1904, B. 539), in which in a simple and non mathematical way, he

attempted to convey to his reading public, the essential notions used in conceiving

the fourth dimension, which was understood as being an extra spatial dimension

located at right angles to our three mutually perpendicular dimensions. In these

works, Hinton frequently uses simple analogy, and by this method generates from

a two dimensional square and three dimensional cube the simplest four dimensional

solid known as a 'hypercube' or 'tesseract'. Hinton pictured a two dimensional

square bounded on all four sides by one dimensional lines, then a three dimensional

cube bounded on all six sides by two dimensional squares, and thus by analogy

pictured a four dimensional tesseract as being bounded on all eight sides by three

dimensional cubes, the properties of which were 16 points, 32 lines, 24 squares and

8 cubes. Then he attempts to educate his audience's 'space sense' by meditation

upon the tesseract - a complicated system of reconstructing in our mind the
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various multicoloured three dimensional cubic sections of a 'tesseract' as it

passes perpendicularly through our three dimensional space - in order for them

to actually perceive the mechanics of four dimensional space.

Hinton's work on the subject of the fourth dimension leads him to speculate about

its repercussions on human life, and Henderson terms this element of his work

'hyperspace philosophy'. Hinton argues that we must be four dimensional beings,

otherwise we would be unable to conceive of the fotjrth dimension. However, our

consciousness, he suggests, is trapped within three dimensions; thus we can only

perceive a three dimensional section of our four dimensional selves, and the three

dimensional world becomes one of appearances alone. The hyperspace philosophy

of Petr Demyanovich Ouspensky (1878-1947) in Russia, and of Claude Bragdon

(architect, author and theosophist, active c. 1898-1942) in America, begins on

this basis.

In America the work of Hinton formed a basis for much discussion upon the

fourth dimension. So popular did the subject become that in 1909 the Scientific

American organised an essay contest for the best popular explanation of the term.

Essays received from Turkey, Australia, India and Europe, testify to the almost

worldwide interest in a fourth dimension of space. The best essays were shortly

afterwards edited by H.P. Manning, in a volume called The Fourth Dimension

Simply Explained (B. 590), which demonstrates the strong influence of Hinton's

thought, particularly upon Bragdon, who was one of the essayists, and who went on

to publish a theosophical view of the fourth dimension in Man the Square (1912),

and A Primer of Higher Space (1913, B. 471).

Despite the barriers of geography and language, we know from Ouspensky that

copies of Hinton's The Fourth Dimension and Bragdon's Man the Square had reached
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Russia at the latest by 1908-1909 and 1915-1916 respectively. That such books

should come the way of Ouspensky is not surprising. Ouspensky, by profession a

writer in St. Petersburg, was also an esoteric mystic "in search of the miraculous".

During 1908-1909 Ouspensky travelled in the East, returned home to see the

publication of his own book The Fourth Dimension (Chetvertoe Izmerenie) (B. 609),

in October 1 909, and began work on Tertium Organum: A Key to the Enigmas of

the World (Tertium Organum: Klyuch k Zagadkarri Mira) (B. 610), which appeared in

print in September 1911. During this period Ouspensky had attended St. Petersburg

Theosophical Society, but remained uninfluenced and sceptical of Theosophy and

Spiritualism. His essay "Superman" ("0 Sverkhcheloveke") was published in 1912 with

an essay on the writer Artsuibashev in the book The Inner Circle (Vnutrennuy Krug)

(B. 611), before another trip to the East (1913-1914) to find a guru to tutor him.

After his return to Russla, in Moscow 1915, he met 'the miraculous' in the person

of Georgy Ivanovich Gurdzhiev (1877-1949), whom he followed until 1924.

Ouspensky's The Fourth Dimension (Chetvertoe Izmerenie) briefly discusses the

work of Hinton and f the Russian scientist and author, N.A. Morozov, before

stating some of his own ideas on the subject, such as symmetry in nature being

an evidence of the fourth dimension. Tertium Organum however, marks a

development in Ouspensky's thought. The book accepts as its philosophical basis

the belief of Hinton that we are really four dimensional beings, our consciousness

trapped in three dimensions. Tertium Organum states that an expansion of our

consciousness into the fourth dimension is possible by cultivating intuition, which

is the "fourth unit of psychic life". Only by developing our consciousness in this

way will we become aware of our true four dimensional reality, and be able to

understand the present enigmas of the three dimensional world and its phenomena,

space, time, matter and motion (2). This new four dimensional state of consciousness

Ouspensky equates with Dr. Richard M. Bucke's "cosmic consciousness" (3). In

Ouspensky's system our phenomenal world is merely a three dimensional section
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of the noumenal world of four dimensions, where our true existence is located.

The transition from three dimensional consciousness to four dimensional "cosmic

consciousness" is the achievement, Ouspensky tells us, of a "superman", the subject

of his 1913 essay, where he sets out the necessary stages of development of our

will, emotions, and intellect before "cosmic consciousness" can be attained.

However, Ouspensky warns us that on expansion of the consciousness man:

"... will sense a precipice, an abyss everywhere, no matter where he
looks, and experience indeed an incredible horror, fear, and sadness,
until this fear and sadness shall transform themselves into the joy
of the sensing of a new reality."

(Ouspensky, 1911, in 1922, B. 612, p. 244)

To prepare for this new order of things in the fourth dimension, where phenomena

and spatial relationships are significantly different from those of our three

dimensional world, we have to learn a third canon of thought (4), a new system

of logic which expresses and describes the nature of the four dimensional reality:

"A' is both 'A' and not 'A'.
Everything is both 'A' and not 'A'.
Everything is all."

(Ouspensky, 1911, in 1922, B. 612, p. 262)

Ouspensky's books were on sale as early as 1909 and were shortly after available

in the Russian public libraries (5). English copies of Hinton's The Fourth Dimension

and Bragdon's Man the Square appeared in Russia shortly after their publication,

alongside numerous indigenous popular and scientific works in Russian which were

readily available. N.A. Morozov had published at least one article on the subject

of the fourth dimension by 1908, whilst the mathematicians of the period published

on themes ranging from M.M. Filipov's Lobachevsky's Geometry and Space of

Many Dimensions (1894), and M.A. Tikhomandritsky's book Differential Geometry

of Space of 'N' Dimensions (1906), to B. Lebedev's Curves and Surfaces of the

Fourth, Fifth, etc. Dimensions (1908) (see Sommerville, 1911, B. 671).
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What had this body of information to do with Larionov? Firstly, it was an

interesting and available nexus of ideas concerning the nature of life, which

Larionov in his "Why We Paint Ourselves" ("Pochemu Mui Raskrashivaemsya")

manifesto declared he would re-organise through the medium of his art. Secondly,

Ouspensky had assigned a significant role to the artist. Flashes of "cosmic

consciousness", Ouspensky declared, are experienced by both artists and mystics,

and should be cultivated as the first step to apprehension of the fourth dimension.

He stated: "Art anticipates a psychic evolution and divines its future forms"

(Ouspensky, 1911, in 1922, 6. 612, p. 83). Thirdly, the concept of the fourth

dimension was of general interest to the avant-garde of the time; Max Weber,

Umberto Boccioni, Marcel Duchamp, Jean Metzinger, Guillaume Apollinaire,

Kazimir Malevich and Mikhail Matyushin all studied the idea in some depth (6).

It is most probable that Larionov came across the idea of the fourth dimension,

not independently, but through his contact with Matyushin. The latter was a

leading member of the St. Petersburg avant-garde art group "The Union of Youth",

with which Larionov frequently collaborated from 1910 to early 1913. Matyushin

possessed copies of Hintori's books in his library (see Nakov, in Studio International

(London), July 1974, Vol. 188, No. 968, p. 8), and during the winter of 1912-1913

wrote an unpublished manuscript on "The Sensation of the Fourth Dimension"

(see Nakov, 1974, B. 606, p. 283). Shortly afterwards, Mafyushin published a

review of Gleizes and Metzinger's book Du Cubisme in the almanach Union of

Youth 3 (Soyuz Molodezhi 3) (see p. 237, n. 2). In this review he implied the

four dimensional mystical nature and content of French cubism, by translating

portions of Du Cubisme and juxtaposing them with quotations from Tertium Organum.

This in turn led the art critic Sergei Makovsky to publish a long article in Apollo

(Apollon) entitled "New' Art and 'The Fourth Dimension' : A Propos the Alrnanach

Union of Youth" ("Novoe' Iskusstva i 'Chetvertoe Izmerenie' : p0 povodu Sbornika
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Soyuz Molodezhi") (B. 587), in which he 'exposed' the interest of the Russian

avant-garde in the subject of the fourth dimension. The idea evidently had a

wide circulation and many were conversant with Matyushin's work on the subject,

Livshits in his memoirs for example remarks:

"The predominance of the irrational moment in creativity - which
derived from the original conception of Gleizes and Metzinger -
had something in common with Hinton's doctrine of the fourth
dimension (as Matyushin perceived correctly)."

(Livshits, 1933, in 1977, B. 582, p. 50)

It is therefore no surprise to find direct reference to the term "the fourth

dimension" in Larionov's manifestos. Makovsky had already drawn attention to

Larionov's use of the term in the above article in 1913, but failed to discuss his

use of it. If we read Larionov's comments about the fourth dimension it becomes

clear that the subject plays a central and important part in the theory of rayist

painting. For example:

"The picture appears slippery; it imparts a sensation of the
extratemporal, of the spatial. In it arises the sensation of what
could be called the fourth dimension, because its length, breadth
and density of the layer of paint are the only signs of the
outside world - all the sensations that arise from the picture
are of a different order."

(Larionov, 1913, in Bowlt, 1976, B. 469, p. 91)

This reference occurs firstly in Rayism (Luchizm) (B. 9) of April 1913, and then

in exactly the same wording and context in "Rciyists and Futurepeople" ("Luchistui

I Budushchniki") (B. 75) and "Rayist Painting" ("Luchistskaya Zhivopis") (B. 76),

both of which were published in The Donkey's Tail and Target (Oslinuy Khvost i

Mishen) almanach of July 1913. It is only with the manifesto "Le Rayonnisme

Pictural" (B. 83), published in the Parisian Montjoie! in 1914, that the wording is

slightly changed:

"In rayist painting the intrinsic life and continuum of the coloured
masses form a synthesis image in the mind of the spectator, one
that goes beyond time and space. One glimpses the famous fourth
dimension since the length, breadth, and density of the superposition
of the painted colours are the only signs of the visible world; and all
the other sensations created by images are of another order."

(Larionov, 1914, in Bowlt, 1976, B. 469, p. 102)
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What then is the role of the fourth dimension in rayist painting and theory? To

briefly recap: according to the manifestos, rayism is the painting of "intangible

forms" and "immaterial objects" in space, which can only be perceived, chosen

and then isolated for painting by the artist's will; for the whole of space is

filled with such infinite products. These peculiar spatial forms and objects are

produced by the intersection of the sum of reflected rays from each of two or

more physical objects as in "Glass" (iii. 34) where bottles, tumblers, wine glass,

and table are used for the reflection and refraction of rays. Paintings such as

"Glass", where physical objects are used for the creation of intangible spatial forms

via reflected rays, Larionov called "realistic rayism" ("realistichesky luchizm").

However, works such as "Sea Beach and Woman"(ill. 61) and "Rayist Construction

of a Street" (ill. 56), which appear to be totally freed from concrete objects,

where the spatial forms alone are the subject, Larionov called "pneumo-rayism"

("pnevmo-luchizm"), a method of painting which joins together elements between

the spatial forms into more geneial masses, presenting the scene against a

sectional rayist background. In theory at least rayism is always concerned with

the depiction of these intangible spatial forms, and in "realistic rayism" objects

are only a means to this end.

The reflected rays which create the spatial forms are depicted by coloured lines,

whilst the spatial forms are depicted by textured coloured masses. Coloured line

and texture are the two fundamental purely painterly laws according to which

rayist painting exists and develops, and a picture, Larionov tells us, consists only

of these two things, and the sensation that arises from them, that is "the

sensation of the fourth dimension".

Before discussing the sensation arising from rayist paintings, several analogies

can be drawn between the method of the rayist painter, who seeks to generate

intangible forms and immaterial objects in space, which he claims are possible
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to paint, and the method of Hinton who seeks to generate four dimensional

"hyper-solids" from three dimensional solids. Hinton said:

"From every point of a cube interior as well as exterior, we must
imagine that it is possible to draw a line in the unknown direction.
The assemblage of these lines would constitute a higher solid."

(Hinton, 1904, B. 539, p. 10)

Firstly then Hinton draws lines from his three dimensional solids, so too does

Larionov. Rays are depicted on the canvas by coloured lines, and they are always

painted as being reflected 7 'tom the. object; we never see ray lines emanating from

any light source. So in "Glass" the bottles, tumblers, wine glass and table top

sprout reflected colour ray-lines from their surface.

Secondly, the assemblage of Hinton's lines constitutes a "hyper-solid", the

assemblage (and Larionov refers to the sum, not just to a few) of the reflected

ray-lines in their intersection constitute "immaterial objects" such as the bent

image of the bottle in "Glass" (ill. 34), and "intangible forms in space" as in

"Sea Beach and Woman" (ill. 61) and "Rayist Construction of a Street" (iii. 56).

Thirdly, as Hinton uses a three dimensional cube as a departure point for

generating a "hypercube" or "tesseract", so Larionov and Goncharova use three

dimensional objects as the departure points for obtaining "intangible forms in space".

Even when the result is pneumo-rayist, the departure point in the third dimension

is usually still given in the title, e.g. Larionov: "Sea Beach and Woman: Pneumo-

Rayism" (ill. 61) or Goncharova: "Cats: Rayist Perception in Rose, Black and

Yellow" (Guggenheim, New York).

Furthermore, as Hinton advocated study of the tesseract so that we might perceive

the workings of four dimensional space, it is interesting to think of Larionov's

move from "realistic rayism" to "pneumo-rayism" as a result of educating his own

"space sense" to perceive the spatial forms, firstly by observing how three
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dimensional objects radiate them, and then by direct perception of them. Thus

the methods of the fourth dimension theorist and the rayist painter are analogous.

It might be argued that rayism has far more to do with optics and the nature of

light. After all, Larionov did say that rayism proceeded from "the doctrine of

luminosity", referring to radioactive and ultraviolet rays, and as we have seen

in his 1913 theory this is so indeed : we are told that rays proceed from a light

source before being reflected, and impressionist and post-impressionist optical

theory was an important source for Larioriov. However, in the 1914 manifesto

"Le Rayonnisme Pictural" there is no mention of light, luminosity or light rays,

and the ray line has taken on a totally different and far more important character.

Here rayism is:

"The dramatic representation of the struggle of the plastic emanations
radiating from all things around us: Rayism is the painting of space
revealed not by the contours of objects, not even by their formal
colouring, but by the ceaseless and intense drama of the rays that
constitute the unity of all things."

(Larionov, 1914, in Bowlt, 1976, B. 469, p. 101)

Reflected rays of light have now become "plastic emanations" ("emanations

plastiques") that the object .i-t '3 €26 radiates, without the need of light, or a light

source. A few lines later this is reinforced when Larionov comments that new

spatial forms will be created between three dimensional tangible objects "by their

own radiation". Rayism is stated as being "the painting of space", not of light

as we might expect, and "the unity of all things" is constituted by the ray-lines,

as if objects in our space are three dimensional fragments of a four dimensional

unity, the two being indicated by ray-lines - an idea close to Ouspensky's fourth

dimension where "everything is all".

The rayist method might only be analogous to the method of Hinton, but the fact

is that the aim of both the fourth dimension theorist and the rayist painter are
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the same; to "glimpse the famous fourth dimension".

As the first two manifesto quotations above indicate, Larionov argued that a

sensation of the fourth dimension would be evoked as rayist works appeared

"slippery", difficult to penetrate; the sensation would be outside our experience

of time, and outside our three dimensional "space sense". A glimpse of the fourth

dimension would be offered as the lines and coloured masses created a "synthesis

image" in the mind of the spectator, perhaps compaiable to Hinton's tesseract

exercises which create a "synthesis image" of a four dimensional space form in

the mind of the reader.

How does this work in practice? The difficulty in reading Larionov's pneumo-rayist

works lies partly in that the lines, planes and coloured masses of the paintings

refuse to stay still to be examined. The colour masses are in swift movement,

whilst the ray-lines create planes, the relationships between which shift and

change violently. We are left with a feeling of confusion; there is no object to

grasp by which we can locate ourselves in relation to what we see, and from

which we can impose our three dimensional space knowledge upon the rayist

picture space. It is as if we were experiencing a flash of "cosmic consciousness"

and becoming like Ouspensky's supermen as they behold the four dimensional vista,

bewildered and afraid because their canon of logical thought can impose no order

upon what they perceive. Similarly with pneumo-rayism we are plunged into a

world where, for fleeting instants, spatial forms appear, slide by and are engulfed

in other forms. Nothing is stable enough for us to work from, no form can be

isolated by which we can judge and compare other forms. Nor does the colour

shading help us, for the paintings are flat, two dimensional painted canvases,

yet at the same time the ray-lines lead our eye in and out of the rayist picture

space. Each painting is in total flux.
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Larioriov is proved correct; the picture is "slippery", it does impart a sensation

which is spatial and yet it is a sensation that does not conform to our "space

sense" (7). It is certainly an extra-temporal sensation; the paintings are devoid

of time. The fruit of Matisse's still life are fresh and vibrant, cubist portraits

are of middle aged or young art dealers (Vollard and Kahnweiler), Kandinsky's

1912-1914 works are apocalyptic, yet pneumo-rayist works transcend them all

in that the time factor is not present. Indeed, Ouspensky in Tertium Organum

had asserted that time as we know it would be non-existent in the fourth

dimension, as time is only our incorrect sensation of four dimensional motion

upon our three dimensional space. Consequently in four dimensions:

•	 "Moments of different epochs, divided by reat intervals of time,
exist simultaneously, and may touch one another."

(Ouspensky, 1911, in 1922, B. 612, p. 268)

This concept may also have a bearing on the development of "everythingism"

("vsechestvo") (see pp. 84 & 1 67), for as Livshits declares:

"Essentially, 'everythingness' was extremely simple : all ages
and movements in art were declared equal. Each of them served
as a source of inspiration for the everythingists who had conquered
time and space."

(Livshits, 1933, in 1977, B. 582, p. 165)

If as Larionov says in all four manifestos, the length and breadth of the painting,

along with the density of the paint layer are the only signs of the world as we

apprehend it visually according to three dimensions, then the spatial forms which

are the subject of these paintings are a "synthesis image", a representation of a

form of four dimensions, what Larionov calls "the most complete reality of the

object" (compare the "synthesis image" obtained by meditating Hinton's tesseract).

Larionov further says that the sensations evoked by the creation of these "new

forms in space" are of a different order than that we know, and the order we know

is a three dimensional one. So, pneumo-.rayism not only evokes a sensation of, but

also recreates in painterly form, objects of higher space - i.e. the fourth or

dimensional: "that superreal order that man must always seek" (Larionov, 1914,
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in Bowlt, 1976, B. 469, P. 102).

Goncharova, who practiced Larionov's theory of rayism, which she claimed to

have elaborated, was also a seeker after the "superreal". The preface to the

catalogue of her one woman exhibition of August-October 1913 (B. 77), is full of

references to the East and its mysticism, an interest shared not only by

Ouspensky, but also by Hinton. Some of Ouspensky's ideas are similar to those

in the Upanishads, which question the nature of everyday life: reality or illusion?

The Upanishads arrive at the conclusion that the world we know is . only appearance,

"Maya", and is an expression of "Brahma", invisible and impersonal, but the only

true reality. This is rather like the fourth dimension, of which objects in the

third dimension are merely a cross-section, an expression; in no sense though are

they ultimately real. Also in Hinduism there is no real human individuality; a

human life is like a drop thrown up by an ocean wave which, when it falls back

into the ocean, loses that apparent individuality. The ocean is "Brahma", the

impersonal all. Ouspensky, when he says that in the fourth dimension "everything

is all", is developing this Hindu idea into a three dimensional drop in a four

dimensional ocean. In fact he frequently refers to the Upanishads and the concepts

of "Maya" and "Brahma" throughout Tertium Organuni in attempting to explain the

nature of the fourth dimension.

This denial of human individuality was also stressed by Hinton. Before Hinton went

to America he visited Japan, becoming deeply involved with its culture, and he may

have derived from its Buddhism the asceticism of his tesseract exercises, which

demanded a casting out of the "self elements" - a giving up of individuality in

perception, to aid cognition of the fourth dimension. Ouspensky commented on

Hinton's casting out of the "self elements" in his The Fourth Dimension (Chetvertoe

Izmerenie).
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Goncharova's "Green and Yellow Forest" (ill. 108), which is realistic rayism on

a large scale, can be interpreted in the light of these ideas. The painting is a

bold attempt to recreate in painterly form "the whole world in its spiritual and

concrete totality", as advocated in both "Rayist Painting" ("Luchistskaya Zhivopis")

and "Rayists and Futurepeople" ("Luchistul I Budushchniki"). Goncharova is here

working out the transformation of the world under rayist or four dimensional

perception. Here humanity (notice the woman on the left) is spiritually as well

as formally integrated with the entire natural context, achieved by the colour

ray-lines "which constitute the unity of all things" in the fourth dimension. Such

an integration, which leads to a perception of everything as part of a vast unified

whole, well illustrates the "everything is all" logic of Tertium Organum, and for

Goncharova culminated in a number of pneumo-rayist forest paintings. Ouspensky

had discussed the animism and unity of a forest as an example of the 4th state

of 'life-activity' in Tertium Organum (B. 612, pp. 207-208) where he suggests its

connection with both the fourth dimension and the ancient Indian concept of a

"world-soul".

The same idea may also lie behind Larionov's "Sea Beach and Woman : Pneumo-

Rayism" (ill. 61), where a similar integration is attempted between human being

and environment. The term 'pneumo' in pneumo-rayism may refer to the Ancient

Greek theory of 'pneumatism', a concept akin to both the "Brahma" of Hinduism

and the fourth dimension, in which life is associated with an all pervading vapour

called the pneuma. The theory of pneumatism was particularly important in Stoic

philosophy, in which the Cosmos was conceived as a single whole, its variety being

explained as varying stages of condensation in the pneuma. The idea has obvious

affinities with Larionov's development of pneumo-rayism, in which people and

objects are actually integrated with their environment by virtue of their reflected

ray-lines, and in which all the elements are joined together in the rayist picture

space, the rays being the uniting medium functioning like the pneuma.
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As to individuality, Goncharova echoes these Eastern and Ouspenskian ideas

when in her preface she comments:

"I find those people ridiculous who advocate individuality and who
assume there is some value in their '1'"

(Goncharova 1913, in Bowlt, 1976, B. 469, p. 57)

Larionov and Goncharova may have obtained these ideas from Hinduism, or from

Ouspensky's The Fourth Dimension (Chetvertoe Izrnerenie); more likely however

is that they read Ouspensky's 1913 essay "Superman". Here Ouspensky affirms

his belief that each person is a kaleidoscope of conflicting wills, and that humanity

must learn through insight and intuition - "the fourth uilit of psychic life", to

achieve inner unity:

"Unless he attains inner unity, man can have no 'I', can have no will.
The concept of will in relation to a man who has not attained inner
unity is entirely artificial."

(Ouspensky, 1913, in 1960, B. 613, p. 132)

For Ouspensky, "inner unity" and cultivation of the will are the first steps towards

developing the consciousness, so as to perceive the fourth dimension. So,

Goncharova's preface pronouncements and some of Larionov's manifesto comments

now take on a deeper meaning. Larionov had said that the spatial forms depicted

in rayist paintings could only be perceived and chosen by the artist's will. Larionov

and Goncharova appear to have gained Ouspenskian inner unity and will power in

order to wrestle with these "infinite products of space", translating them into

paini-erly form for us, who, having no inner unity or will power cannot apprehend

them. Larionov and Goncharova were evidently following Ouspensky's command

in Tertium Organum that:

"The artist must be a clairvoyant: he must see that which others do
not see; he must be a magician : must possess the power to make
others see that which they themselves do not see but which he
does see."

(Ouspensky, 1911, in 1922, B. 612, p. 162)
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Here Ouspensky is referring to four dimensional sight, for in foutth dimension

theory only by using an extra dimension of space can one see that which others

cannot. Ouspensky attributes to the artist clairvoyant sight, and that which the

artist sees and we do not, he must interpret for us on canvas. It had long been

assumed that from four dimensions of space one's sight would be fundamentally

altered; for one thing three dimensional objects wouldbecome transparent, and

this particular idea was charmingly illustrated and explained in the illustration

"Man as Seen by Clairvoyant (4-Dimensional Vision) and by Ordinary Human Sight"

for Bragdon's book A Primer of Higher Space (iii. 109).

The fourth dimension theory of transparency, as illustrated by Bragdon, offers at

least a remarkable parallel with the effects of transparency as painted by Larionov

and Goncharova. In fact a friend of their's, the Moscow painter Ivan Firsov (8)

had by this time developed his own theory of transparency, which may have been

based upon his study of the fourth dimension. Unfortunately Firsov's theory does

not appear to have survived in written form, but a number of Goncharova's works

were meant to be illustrations of it (9).

Although Larionov never directly attributed any of his works to Firsov's theory,

his first work, a lithograph, which deals with transparent effects, was probably

made under Firsov's influence, as it was an illustration for Le Futur. In the

lithograph (ill. 60) we can clearly see the underwear of the ladies on the left and

right. However this is not visual penetration into someone's very interior, which

Bragdon and other theorists believed possible from the fourth dimension. For an

illustration of this we must look at Larionov's "Boulevard Venus" (ill. 64), where

again the underwear is observed, but more significantly the bone of her left leg

as she lifts it out of the right hand side of the painting, is keenly depicted. So,

transparent effects in the paintings of Larionov and Goncharova equate to four

dimensional vision of the three dimensional world.
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Larionov and Goncharova were certainly clairvoyants in Ouspensky's sense of the

word; not only did they paint the intangible forms of four dimensional space which

we cannot see, but they represented our three dimensional world as seen from the

fourth dimension. Larionov had explained that the human eye was an imperfect

apparatus as the images it transmits to the brain have to be corrected by the

senses (10); so the dissatisfied Larionov and Goncharova have acquired the

attributes of four dimensional sight. How? If they are following Ouspensky they

are using the fourth unit of psychic life, intuition, to paint both four dimensional

spatial forms and the transparent and illusionary three dimensional world; those

things that we cannot see, but which Larionov assures us "the painter's eye can

see".

In practice, however, one suspects that they were considerably helped in painting

the effects of transparency by books in their library such as Italo Tonta's 'X'-

ray photography book Röntgen Rays and their Practical Applications Manuali Hoepli,

Milan, 1898 (see p. 238, n. 10 & n. 11). 'X'-rays happen to produce the four

dimensional effect of transparency and this partly accounts for the relationship

between the fourth dimension and the radioactive and ultraviolet rays already

referred to in the 1 913 rayist manifestos; and in this Larionov shared an interest

with the Italian Futurists (see p. 223).

Larionov and Goncharova followed other of Ouspensky's prescriptions for becoming

a four dimensionally conscious superman. Ouspensky emphasised that superman's

feelings and emotions should exceed those of ordinary humans, as intellectual

development into a higher dimension had to be accompanied by a similar

emotional development; Larionov spoke for them both when he said:

"More than anything else we value intensity of feeling, and its
great sense of uplifting."

(Larionov, 1913, in Bowlt, 1976, B. 469, p. 90)
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Finally, during 1913, Larionov and Goncharova with Mikhail Le-Dantyu and

Il'ya Zdanevich began to paint their faces with rayist signs (iii. 62-63), in accord

with Ouspensky, who had noted that superman should always be connected with

the "mysterious", "inexplicable", and the "magical". The rayist signs that the

group painted on their faces were strange indeed, and they referred to their

painted faces as "the first speech to find unknown truths". Again the idea is

from Ouspensky who directly connected the concept of superman with the

theosophical belief in the discovery of hidden knowledge. For Larionov and

Goncharova the unknown truth, the hidden knowledge, was probably the revelation

of the fourth dimension, for in their manifesto "Why We Paint Ourselves"

("Pochemu Mui Raskrashivaemsya") they stated:

"We paint ourselves because a clean face is offensive, because we
want to herald the unknown, to rearrange life, and to bear man's
multiple soul to the upper reaches of reality."

(Larionov, 1 913, B. 17, p. 118)

The rearrangement of life had been the plea of Ouspensky's Tertium Organum, a

plea for a new logic, for a higher four dimensional existence.

It seems reasonable to suggest on the above evidence that a causal relation5hip

may exist between the development of abstraction in the art of Larionov and

Goncharova 1912-1914, and popular ideas of the fourth spatial dimension, with

their mystical and philosophical elaboration, by Ouspensky. Between 1912-1914

such ideas were important for the two artists in developing and explaining their

new style of non-objective painting. However, to suggest that Larionov and

Goncharova took these ideas 'per se' very seriously would be wrong. The two

artists used such ideas only in combination with their art, and even then sometimes

with great frivolity, as witnessed by Larionov's use of transparency theory as an

excuse to indulge his bawdy Rabelaisian humour in painting 'see through' pictures

of prostitutes underwear.
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Other members of Larionov's group, however, were later quite close to Ouspensky

and Gurdzhiev, and were much more involved with their teachings. The brothers

Il'ya and Kirill Zdanevich for example knew them both in Tiflis during 1919-1920.

Il'ya wrote an article about Gurdzhiev for the avant-garde newspaper 41° in July

1919, and frequently corresponded with him, whilst Kirill drew and painted portraits

of the mystic, and was, during early 1 920, a member of Gurdzhiev's "Institute for

the Harmonious Development of Man" ("Institut Garmonicheskago Razvitiya

Cheloveka p0 Sisteme G. I. Gyurdzhieva") (11).

This is a particularly interesting development when one considers the close

relationship which evolved between Larionov and the two Zdanevich brothers in

the early 1920's (see pp. 336 & 343). At present it is not known whether Larionov

ever met Ouspensky or Gurdzhiev, either in Russia or France. However, the

possibility cannot be ruled out. In St. Petersburg Ouspensky used to give lectures

in "The Stray Dog" cabaret:

'P.D. Ouspensky, author of books on mysticism and the fourth
dimension, whose friend I was, used to enlarge on these and
related subjects at the "Errant Dog". When he talked people
used to flock around him listening in fascination whilst the
time flew by."

(Butkovsky-Hewitt, 1978, B. 474, p. 3)

"The Stray Dog" was of course a frequent haunt of the Russian avant-garde

(see p. 105, n. 16). If Larionov did not meet Ouspensky or Gurdzhiev in Russia,

he may have had the opportunity of meeting them in Paris in the early 1920's,

when they moved the headquarters of "The Institute for the Harmonious Development

of Man" from Tiflis, to the Chateau du Prieure on the outskirts of Paris in 1922.

Larionov seems to have maintained his interest in the fourth dimension and the

Ouspenskian superman at least up to the early 1920's, when he was still keen to

foster an esoteric explanation of rayism. He must have discussed this aspect of

rayism at some length with W.A. Propert, who shortly after, in his book The
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Russian Ballet in Western Europe 1909-1920, commented:

"The cubist will leave you an odd feature here and there by which
you can identify a face. The rayonnist will have none of that. His
is a new world where the mysterious fourth dimension crops up, to
the upsetting of the other three ... It is a stimulating thought that
a new world awaits us if we but train our eyes to see it; though
possibly a rayonnist like a medium is born and not made. However,
that may be, we must be grateful to this pair of visionaries for
the many things of beauty (on the lower plane) that they have set
before our untrained eyes, and await patiently and cheerfully for
the day when we too shall be counted among the illuminati."

(Propert, 1921, B. 41, pp. 43-45)

It is important to indicate, however, that Larionov's interest in pseudo-science

was balanced by an interest in contemporary discoveries in the scientific field

proper. Already his use of 'X'-ray effects has been discussed, but perhaps the

most important impact upon rayist theory and practice in this respect was that

of radium and radioactive rays. In this he shared an interest with the Italian

futurists, who in 1912, referred to "the vivifying current of science" (see p. 224)

and more particularly with the poet Vasily Kamensky who in an unpublished

manuscript of 1914 declared: "Our energy is the energy of Radium ... Our principal

= the dazzling renewal of scientific discoveries" (Kamensky, 1914, in Marcad,

1971, B. 591, p. 211). In both Rayism (Luchizm) of April 1913 and "Rayist Painting"

("Luchistskciya Zhivopis") of July 1913, Larionov referred to "radioactive rays"

as being one of the tenets of rayism, and this reflects his knowledge of the

discoveries and experiments of Madame Curie. In fact Madame Curie's writings

on radioactive rays were first translated into Russian in 1912 and 1913, in

Radioactivity (Radioaktivnost') and The Discovery of Radium (Otkruitie Radiya)

which Larionov may have read (12).

Radioactivity (Radioaktivnost'), which was a translation of Curie's famous Trait

de Radioactivit4, described how certain substances emitted radioactive rays or

particles, the most active of which she isolated as being that of radium, and which

she had obtained in its pure state by 1910. Knowledge of radioactivity may well
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account for Larionov's changing concept of the ray-line between 1913 and 1914,

from it being a refracted ray of light, to "plastic emanations radiating from all

things round us" (see p. 250). Indeed all everyday matter shows a weak radioactivity

caused by the presence of small amounts of radioactive elements in their composition

and Larionov specifically refers to this when he comments:

"The painter sees new forms created between tangible forms by their
own radiation, and these are the only ones that he places on the canvas."

(Larionov, 1914, in Bowlt, 1976, B. 469, p. 101)

An interest in and study of radioactivity on Larionov's part, necessitated a wider

knowledge about radiation and the different ways in which rays travel. There

are two types of radiations, electro-magnetic and corpuscular. Wireless waves,

infra-red rays, visible light rays, ultra-violet rays, 'X'-rays and gamma rays are

all electro-magnetic radiations, having no solidity and travelling in waves at the

speed of light. Cathode rays, positive rays, molecular rays and alpha and beta

rays on the other hand are radiations consisting of streams of tiny particles

moving in the same direction at velocities ranging from zero to nearly the speed

of light.

Throughout his manifesto Rayism (Luchizm), Larionov continually referred to

electro-magnetic rays, firstly by talking about visible light rays which proceed

from a light source, are reflected from the object and enter our field of vision

and secondly by referring to ultra-violet rays as one of the tenets of rayism. His

interest in 'X'-rays and 'X'-ray photography also falls into the field of electro-

magnetic radiations. Although Larionov was up to date with radioactivity, it does

appear that he was rather behind the times in his conception of the ways in

which electro-magnetic rays travelled. For example he comments:

"Luminosity owes its existence to reflected light (between objects
in space this forms a kind of coloured dust)."

(Larionov, 1913, in Bowlt, 1976, B. 469, p. 98)
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Here he seems to be referring to the ether theory, and in particular to luminous

ether, the medium which was believed to transmit electro-magnetic rays. During

the 19th Century all authorities believed in the existence of ether, a medium which

permeated all space and which transmitted gravitational, electric and magnetic

forces, even light rays. In fact many different ethers were invoked to explain

different phenomena, luminous ether being the one which conducted light rays.

By 1912, however, the ether theory had been discredited, yet it still seems to

have found its way into the rayist manifestos.

Larionov may also have been interested in the way in which corpuscular radiations,

such as alpha and beta rays, travelled. By 1912 it was possible to render visible

the actual movements or tracks of such rays by using an apparatus known as the

Wilson cloud chamber invented in 1894-1895. The cloud chamber (ill. 110) comprises

a metal cylinder with a glass top, containing air saturated with moisture, through

which a powerful beam of light is directed. A small quantity of radium is placed

inside the cylinder, and when a hand pump which is attached to it is operated,

it compresses the air inside; when released suddenly the air cools and becomes

super-saturated with moisture. At this point alpha and beta rays, which are

emitted by the radium, ionise the atoms into a line of droplets which reflect the

light rays from the light source, and so make visible the path or track of the ray,

which can be observed through the glass top. If the particles of the rays hit an

atomic nucleus then they split in two and pursue different paths. The visual

effect of these rays in a cloud chamber is rather striking and by 1912 photographs

were being made of such cloud chamber experiments (iii. 110).

It may be that Larionov and Goncharova attended such an experiment, or at

least saw photographs of the apparatus and its results. The ray-lines in "Rayist

Construction of a Street" (ill. 56) for example, bear a great resemblance to the

tracings of the paths of rays which are emitted and made visible in a cloud
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chamber. Particularly reminiscent is the way in which Larionov's ray-lines come

to an abrupt end, are long and thin arid vary in density. Often in cloud chamber

photographs spirals appear, as well as other phenomena which record themselves

on the photograph, creating a grained effect, which are features similar to those

found in "Rayist Construction of a Street". Furthermore, Goncharova's painting

"The Electric Machine" (ill. 111) testifies to a deep interest in the apparatus of

physics. In fact, although not recognisable as such, the painting will be seen to

incorporate the essential elements of a cloud chamber: a source of electricity

and light, two hand pumps and to the left of centre, a cylinder, rendered

transparent to reveal some kind of ray like activity taking place in its base.

Throughout his life, Larionov remained interested in science, and apart from

Italo Tonta's book of 'X'-ray photographs, which he possessed in his library, other

works which he collected contained interesting articles about the development of

science at the turn of the century. For example, the magazine Lectures pour

Tous : Revue Universelle Illustre for January 1903 contained not only photographs

of microbes taken through a microscope, but also an amazing 'X'-ray picture of

the mechanism of a watch (13). Given such a broad interest it would not be

surprising if at the time of the development of rayism, Larionov knew of a major

breakthrough in the science of crystallography, made by Max von .Laue in 1912.

In this year von Laue discovered how to penetrate the inner structure of crystals

by using 'X'-rays and photography. The proceedure was to project a narrow beam

of 'X'-rays onto a crystal and then to photograph the defraction of the rays,

which formed a pattern of spots on the plate.

This discovery had no direct repercussions upon Larionov's work, but may perhaps

have turned his attention to the beautiful patterns created by conventional close-

up photographs of the external structures of crystals (iii. 112), composed of

intersecting lines arid splinters, which create fine pneumo-rayist works! Although
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no firm evidence exists to support such a comparison, the relationship between

rayism and crystallography has already been noted by other scholars, notably

by John Milner (in 1983, B. 601) where he cites Nikolai Kul'bin's fascinating

statement:

"In the crystal lies the very greatest symmetry, the utmost
regularity of position. The salt crystal, a cube, is but one
example of the great harmony. In it all surfaces, edges, and
angles are equal; all of its relations are exact ... It is difficult,
very difficult, to read spontaneously the hieroglyphics of life
or the structure of the crystal."

(Kul'bin, 1910, in Milner, 1983, B. 601, p. 34)

Mimer continues by describing Larionov's "Portrait of Vladimir Tatlin" (ill. 107) in terms

of "crystalline cross-hatching", "crystalline structure", and of "crystalline form".

An analogy between rayism and the external structure of crystals also inspired

Gumilev when he wrote his poem "Goncharova and Larionov" ("Goncharova I

Larionov") in 1917, where he referred to "shafts of light and piles of stones"

(see p. 305). That Larionov in his creation and development of rayism referred

to crystallography would not then be surprising (14).

As with his study of the fourth dimension, Larionov's interest in contemporary

science did not end with the beginning of the first world war. As late as 1919

Valentin Parnakh in Paris dedicated his poem "Radium" to Larionov and Goncharova,

and used it as the introduction to Art Thtral (B. 28). In these two ways he

clearly associated its subject as being one of interest and importance to Larionov,

Goncharova and their work. The poem was a paean to the power of radium:

"A single gramme of radium will explode the whole terrestial globe;
progeny of planetary forces! To the worlds it carries an unremitting
blow! Whirling around the joyous pill will pierce the world to its very
axis ... rasing to the ground ante-diluvian volcanoes. The universe is
out of breath ... no taxi-meter ticked as fast ... for new ideas,
unprecedented music, impossible dances, Radium, enraptures you."

(Parnakh, 1919, B. 28, p. 7)

When the poem was republished in Motdinamo/Slovodvig in 1920 (B. 35, pp. 17-28,

24-25), it was accompanied by two peculiar illustrations by Larionov, one
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depicting a shoulder and breast surmounted by a construction of ray-lines -

a reference to the use of radium in medicine? Another, a portrait in profile,

bears a striking resemblance to portrait photographs of Madame Curie (ill. 143).

Pseudo-science and the developments of contemporary science acted as a

fruitful source for Larionov in the decade 1912-1922, providing for him not only

inspiration in the genesis and development of the theory and the style of rayism,

but also a body of impressive and authoritative 'scientific' theory, which provided

a philosophical justification for his abstract and non-objective works.
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CHAPTER 7 - NOTES

1. The historical development of the idea of the fourth dimension is discussed

at length in Henderson, 1975, B. 535, upon which the following short survey

is based.

2.	 Following Kant, who located the source of our conception of space and time

in the intellect, Ouspensky affirms that our apprehension of the three

dimensional world and its phenomena (space, time, matter and motion) is

a property of our psychic apparatus alone. More specifically, it is a result

of our three psychological categories of receptivity, which are sensation,

perception, and conception. With sensation, perception and conception we

apprehend our existence and the world in only three dimensions. To

apprehend our true reality and existence in the fourth dimension, Ouspensky

says we must cultivate a fourth psychological category of receptivity, that

of 'intuition', which is "the fourth unit of psychic life". Should a person develop

an intuitive capability then the number of dimensions that they will perceive

will increase to four, and three dimensional space, time, matter and motion

will be seen as illusions alone.

3.	 Dr. Richard Maurice Bucke wrote the book Cosmic Consciousness. Bucke

was also the doctor who cared for the American poet Walt Whitman after

he suffered a paralytic stroke in 1873. In 1883 Bucke's Walt Whitman, a

biography was published, which presented Whitman as a mystical superman.

It is interesting that Bucke provided inspiration for Ouspensky and his

patient Whitman provided inspiration for Larionov, who introduced his 1913

"Rayist Painting" ("Luchistskaya Zhivopis") manifesto with a quotation from

Whitman's Leaves of Grass, recently translated into Russian by Bal'mont under

the title Pobegi Travui, "Scorpion", Moscow, March 1911. Other members of
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the Russian avant-garde were also interested in Whitman at this time,

including Khlebnikov and Mayakovsky. Later, Rodchenko, like Larionov

before him, quoted Whitman's verses in his manifesto published in the

catalogue of the "Xth State Exhibition", Moscow, 1919.

4. The first canon of thought was held to be that of Aristotle and the second

that of Bacon. Bragdon in the introduction to the translation of the second

Russian edition of Tertium Organum explained:

"The Organon of Aristotle formulated the laws under which the
subject thinks; the Novum Organum of Bacon, the laws under
which the object may be known; but the third canon of thought
existed before these two, and ignorance of its laws does not
justify their violation. Tertium Organum shall guide and govern
human thought henceforth."

(Bragdon, 1922, B. 612, p. 1)

It must be noted that the English translation of Ouspensky's Tertium Organum

by Bragdon and Bessaraboff was made from the second Russian edition, and

includes two chapters (nos. XI and XV) which are not in the original edition

of 1911 (B. 610).

5. Anna Butkovsky-Hewitt in 1 978, B. 474, recalls discovering Tertium Organum

shortly after its publication, in a public library in St. Petersburg.

6. Max Weber wrote an article on the subject, "The Fourth Dimension from a

Plastic Point of View" in Camerawork, 1910.

Umberto Boccioni referred to the fourth dimension in his manifesto Plastic

Dynamism, 1913 and for a discussion on the Italians see Linda Dalrymple

Henderson: "Italian Futurism and the Fourth Dimension" in Art Journal,

Winter 1981, Vol. 41, No. 4, pp. 317-323.

Marcel Duchamp in his notes for the "Large Glass" experimented with his

own ideas about the fourth dimension.

Jean Metzinger made reference to the subject, not only in the titles of
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certain paintings, but also in Du Cubisme.

Apollinaire referred to the fourth dimension in a number of his lectures

about cubism. For a discussion of cubism and the fourth dimension see:

Henderson 1971 (B. 534) and 1975 (B. 535), also T.H. Gibbons: uCubism and

'The Fourth Dimension', in the Context of the Late Nineteenth Century and

the Early Twentieth Century Revival of Occult Idealism", in Journal of the

Warburg and Courtauld Institutes, 1981, Vol. 44.

Malevich referred to the fourth dimension in titles of his paintings exhibited

at the "0.10" exhibition in December 1915. For discussions on this aspect

of Malevich's art see: Henderson, 1975-1976, B. 536; Susan Compton: "Malevich

and the Fourth Dimension", in Studio International, April 1974, Vol. 187,

No. 965, pp. 190-195; and Susan Compton: "Malevich's Suprematism - The

Higher Intuition", in Burlington Magazine, August 1976, Vol. 118, No. 881,

pp. 576-585.

For a discussion of Matyushin and his own study of the fourth dimension,

see: Alla Povellikhina: "Matyushin's Spatial Syastem", in The Isms of Art in

Russia, 1907-1930, Galeria Gmurzynska, Cologne 1977, pp. 27-41.

7. In "Rayist Painting" ("Luchistskaya Zhivopis") and "Rayists and Futurepeople"

("Luchistui i Budushchniki"), Larionov makes it clear that the sensation evoked

is a spatial sensation, whilst in "Le Rayonnisme Pictural" it is a sensation that

goes beyond space. I take this to mean that the sensation is spatial as it

deals with higher dimensions, and so goes beyond our mere three dimensional

knowledge of space.

8. Larionov and Goncharova must have met the Moscow painter Ivan Firsov

before July 1913, when Eganbyuri records that a painting by Goncharova was

based upon the theory of Ivan Firsov. The three artists collaborated shortly

after this, in August 1913, when they produced the futurist book Le Futur,
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which was printed in Ivan Firsov's hand-writing. Less than a year later,

at Larionov's "Exhibition of Paintings No. 4" in Moscow, March-April 1914,

Firsov exhibited several works based upon his theory of transparency.

9. The first reference to a painting by Goncharova based upon Firsov's theory,

occurs in Eganbyuri's biography. The last item in the list of paintings by

Goncharova is referred to as "Construction based on Transparency: Theory

of I. Firsov" ("Postroeniya Osnovannuiya na Prozrachnosti: Teoriya I. Firsova").

Four paintings by Goncharova which appeared in her one woman exhibition

in Moscow, in 1913, B. 168, Nos. 660-663, were also entitled "Constructions

based on Transparency (Theory of I.M. Firsov)". Recently Mary Chamot has

identified Goncharova's "Still Life with Bottle, Jar of Fruit and Fish"

(London, Gimpel Fils) as being one of these "Constructions". Apparently

there is an inscription on the reverse which refers to transparency.

Certainly objects in the painting appear to be transparent, there are three

apricots, for example, through which one can see their stones.

10. Exactly the same point had been made by Ouspensky in his The Fourth

Dimension (Chetvertoe Izmerenie).

11. See: Iliazd, Centre Georges Pompidou, Paris, 978, p. 53. The membership

card of Kirill Zdanevich is currently in the collection of Madame Hlne

Iliazd-Zdanevich, in Paris.

12. Prof. M. Kyuri: Radioactivity (Radioaktivnost'): Tom I, Vuipusk II. Perevod

M. Pirozhkova, Izd. "Nauka i Zhizn", St. Petersburg, October 1912.

3,050 copies.

Prof. M. Kyuri: Radioactivity (Radioaktivnost'): Tom I, Perev. M. Pirozhkova,

Izd. "NJauka I Zhizn", St. Petersburg, November 1912, 3,050 copies.
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M. Kyuri: The Discovery of Radium (Otkruitie Radiya), Izd. Zhurnala "Mir

Otkruity", St. Petersburg, January 1913, 500 copies.

1 3. See: "Les Bienfaits des Microbes" and "Douaniers contre Fraudeurs - Des

Hros i Deux Francs par Jour", both in Lectures Pour Tous: Revue

Univeiselle Illustre (Paris), Janvier 1903, pp. 356-364 and 303-312

respectively. The magazine is now located in the National Art Library,

the Victoria & Albert Museum, London.

14. An interest in crystals their structure and their symbolism was also a

facet of the German expressionist aesthetic. One thinks principally of

Bruno Taut's "Glass Pavilion" at the 1914 Cologne Werkbund Exhibition,

as well as Paul Scheerbart's book Glasarchitektur published in Berlin in 1914.

The elaborate symmetry of crystals was later of interest to Gabo in the

development of his grid systems.
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CHAPTER 8

THE YEARS OF WANDERING 1914-1919 : TOWARDS AN AVANT-GARDE THEATRE

In late April 1914 Larionov and Goncharova left Russia for Paris, in order to

supervise the rehearsals for "Le Coq d'Or", and to complete work on the dcor.

'En route' to Paris, they stopped off in Rome, where according to Giuseppe

Sprovieri, their works were being exhibited at the "International Exhibition of

Free Futurists" ("Esposizione Libera Futurista Internazionale") (B. 173) during

April and May, in Sprovieri's "Galleria Futurista". The exhibition was

particularly important in that it brought together the work of Italian, Russian,

English, Belgian and North American artists, who either considered themselves

as futurists, or whose work exhibited striking analogies to futurism. The

Russians were the most numerous foreign group represented, and ranged from

those working abroad, such as Archipenko and Kandinsky (the latter refusing to

appear in the catalogue), to artists of the avant-garde such as Exter, Kul'bin,

and Rozanova. Larionov's exhibits here are unknown, as neither he nor

Goncharova featured in the catalogue, in common with Vladimir Burlyuk who

is also known to have been an exhibitor.

Whilst in Rome, Larionov and Goncharova were introduced to the Russian art

circle led by Ol'ga Resnevich-Signorelli, with whom they formed a lasting and

close relationship. This circle included Eva Kuhn, Raissa Olkienskaya-Naldi, and

Mikhail Semenov, one of Diaghilev's close friends (1). Larionov also took the

opportunity to organise a short conference in Rome, which sought to explain

the relationship between rayism and futurism and so clarify his own position

with regard to futurism. In an unpublished letter to the author, Giuseppe

Sprovieri described the conference:

"Larionov explained that the definition of 'futurism' was much too
wide to be limited to one specific movement alone. In reality he
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found himself in the midst of a world-wide phenomenon of changing
artistic sensibility. Everything you could observe pointed 'towards the
future, rejecting the shackles of the past, and logically deserving the
definition of 'futurism'. It had been adopted in Russia independently
of events in Italy, and it was also true that this general renewal
developed its own specific characteristics in every nation. In Russia,
rayism, founded by Larionov himself, when compared with various
analogous movements around the world, found the closest affinity
specifically with Italian futurism. Goncharova also took part, stating
that theoretical formulas were undoubtedly different, but there was
an obvious affinity in the creative surge forwards and also in the
stylistic expressions used. She concluded that in Italy, France and
Germany, proclaiming oneself to be a futurist was not only an honour,
but a way of receiving consideration. The conference was limited to
these small deliberations."

(Sprovieri, 1983, B. 424)

Following this short visit, Larionov and Goncharova continued their journey to

Paris, where their reputations had preceeded them. This occurred as a result

of Diaghilev's publicity compaign for "Le Coq d'Or", and also because the

"Galerie Paul Guillaume" had been booked for an exhibition of their works,

which aroused considerable interest. The two artists arrived in Paris and

stayed initially in the Htel Helder, No. 4, Rue du Helder, just one block away

from the Opera (2). Each day both Larionov and Goncharova went to work there,

painting the d4cor. Fokine, who was arranging the choreography, took time off

to watch them both, and later commented:

"It was very touching to observe how she, together with Larionov,
painted by hand the entire assortment of stage props. Each object
on the stage was a masterpiece. Now, seeing the enthusiasm of these
two artists, I could not recall without amusement my fears about the
flying pitchers."

(Fokine, 1961, B. 505, p. 228)

This was Larionov's first introduction to the "Ballets Russes", and here for the

first time he came to know Stravinsky and Tcherepnine, the choreographers and

dancers Fokine, Boris Romanov, Karsavina, Massine and Adolf Bolm. The

production of "Le Coq d'Or" also enabled Larionov to renew his friendship with

Diaghilev, Bakst and Benois. The latter was responsible for the novel arrangement

of "Le Coq d'Or", which was conceived as an 'opera-ballet', whereby professional
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singers sang the libretto from the wings of the stage, whilst the dancers

performed.

"Le Coq d'Or" was given at the Opera on May 24th (3), and was enormously

successful. Goncharova's colourful scenery and costumes, based on Russian folk

art designs, and the music of Rimsky-Korsakov, drew large crowds, and later,

according to Lifar, saved the season. The production did cause some dissent

however; the heirs of Rimsky-Korsakov filed a law suit against Diaghilev because

of Benois' novel arrangement of the opera. Apollinaire was put out too, about

Larionov and Goncharova's success amongst the French:

"Russian futurism will thus be given all the honours at the Op4ra
House, while the new French painters, whose work is the source of
all today's artistic innovations the world over, will continue to reap
nothing but ridicule ... French painters like Georges Braque, Derain
and L4ger are ignored by everyone."

(Apollinaire, 1914, B. 342)

Larionov and Goncharova often collaborated on the designs for each other's

ballets, and although the majority of designs for "Le Coq d'Or" were by

Goncharova, nonetheless Larionov's first identifiable designs for the theatre are

some drawings that he made in 1914 for this production of "Le Coq d'Or". One

of these (ill. 113) is a straightforward transcription from a Russian folk art

wooden panel, depicting a peacock and traditional ornamentation, which shows

Larionov as well as Goncharova adopting a neo-primitive stance from which to

design the opera-ballet. Whilst the most obvious choice of style for a tale set

in Medieval Russia, the neo-primitive costumes and d4cor for "Le Coq d'Or"

stand in stark contrast to the work of Russian colleagues such as Malevich, who

adopted cubo-futurism in his designs for the opera "Victory over the Sun"

("Pobeda nad Solntsem"), as well as an almost rayist play of lights (4). Surprisingly,

Larionov hardly ever used rayism in the theatre, and there are only two published

sketches by him of backcloths which incorporate rayist elements. From the start
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of their careers in the theatre then Larionov and Goncharova associated neo-

primitivism with their concept of avant-garde theatre.

After the first night of "Le Coq d'Or", Larionov and Goncharova moved from

the "H6tel Helder" and went to say at 65 Boulevard Arago with their friend

Boris Arirep, who had organised the Russian section of the "Second Past-

Impressionist Exhibition" in 1912. Larionov and Goncharova now became firm

friends with Apollinaire, and were often to be seen in his company at the Cafe

Flore on the Boulevard St. Germaine, presumably discussing last minute

arrangements for their Galerie Paul Guillaume exhibition. Apollinaire had offered

to write the introduction for the catalogue, and played an important role in

publicising the exhibition and introducing Larionov and Goncharova to the French

avant-garde. In particular, Apollinaire wrote two similar but lengthy articles on

the artists for Paris-Journal and Les Soires de Paris (B. 343 & 344). The poet

and editor of the magazine Montjoie!, Ricciotto Canudo, ensured more publicity

by asking Larionov to contribute an article to his magazine on the subject of

rayism. Larionov's response was the manifesto "Le Rayonnisrne Pictural" (B. 83),

which appeared in the April/May/June edition, printed just before the opening of

the exhibition.

The "Exposition Nathalie de Gontcharowa et Michel Larionow" opened at the

Galerie Paul Guillaume on June 17th. Goncharova showed 54 paintings, 20

lithographs from futurist books and 10 drawings, while Larionov had very

carefully chosen his works and exhibited only 28 paintings and 15 lithographs.

Amongst these were major neo-primitive works such as "Soldier's Head", "Soldiers",

"Bread" (iii. 22), "The Baker", a hairdresser painting, and three of the "Seasons"

paintings. Here he also showed rayist works, the early "Glass" (iii. 34), the

formidable "Boulevard Venus" (ill. 64), and three pneurno-rayist "Sea Beach"

paintings.
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The art critic and Larionov's future biographer, Waldemar George, received

an invitation to the opening of the exhibition and here met Larionov for the

first time. Later he described the evening in some detail, presenting a

fascinating account of Larionov's introduction to and reception amongst the

Parisian art world and avant-garde:

The Goncharova-Larionov exhibition had as its setting the Galerie
Paul Guillaume, Rue de Miromesnil. The whole of the Parisian theatre
and avant-garde art world was present that day at the opening. Next
to Serge Diaghilev one recognised dancers and ballet masters: Fokine,
Nijinsky, Karsavina (5), and Ida Rubinstein. The renowned Pavlova
arrived before the close. Cocteau and Blaise Cendrars made a brief
appearance. The author of the preface of the catalogue, Apollinaire,
was commenting on the paintings in front of the critics who had
defended cubism: Salmon, Raynal, Barzun, Roger Allard, Mercereau.
Canudo was arguing with Max Jacob and Delaunay. With his monocle
screwed into the right eye, J.E. Blanche, dandy and Anglophile,
surveyed the gallery in the company of Jose-Maria Sert, an habitue
of the ballet like himself. Numerous artists came. One saw Gleizes,
Metzinger, Survage, Fernand Lager, Roger de Ia Fresnaye, Villon,
Marcel Duchamp, Gris and Marcoussis. Constantin Brancusi had left
his den in the Rue Vaugirard. Picasso, Georges Braque, and Derain were
evidently stunned. Nor can I forget Marie Laurencin, the 'egeria' of
cubism, or Modigliani, the young Florentine prince dressed in ribbed
velvet, or Ribemont-Dessaignes.

Paul Guillaume himself ... chattered with Paul Poiret ... The
Marchioness Cassati had come, flanked by her two greyhounds with
gold collars studded with gems. Paul Iribe was accompanying Chanel,
Missia was talking ironically, Sem was making sketches ... Andre de
Fouquires was smiling as usual and dealing out handshakes. The
gallery was the attention of world painting.

Goncharova appeared a noble person. Her features had the finesse
of a Greek cameo. Her figure was well proportioned. She was
expressing herself in very clear French. Larionov, the 'Grand Seigneur'
himself, was kissing the hands of the ladies. He was explaining his
paintings. His compatriot, the cubist painter Serge Ferat and his sister,
Baroness d'Oetingen were serving as interpreters ..."

(George, in Loguine, 1971, B. 388, 79-80)

Following the closure of the exhibition on June 30th, the paintings were sent

to Berlin where they were exhibited by Herwarth Walden, the director of the

Der Sturm Gallery, as "Ausstellung Der Sturm : Larionow und Gontcharowa"

(B. 175). Also at this time the July number of the Italian futurist magazine

Lacerba carried an announcement that Larionov and Goncharova were shortly
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to become contributors, a result of Larionov's close contacts with the Italians

since January 1914 (6). From this point on, Larionov began to develop an

international reputation.

Larionov and Goncharova remained in Paris with Anrep until nearly the end of

July, when they went on holiday to the "Htel du Chalet", St. Troyan on the lie

d'Ol4ron in the Bay of Biscay. Unfortunately they had only been there for a

few days when, on July 28th, Austria-Hungary declared war on Serbia. On

July 30th Tsar Nicholas II ordered a general mobilisation, the German Kaiser

responded in like manner, and on August 1st declared war on Russia. Larionov

was immediately informed of the Russian general mobilisation by his brother

Ivan, who sent a telegram stating that Mikhail would be called up and had to

return to Russia as soon as possible. Because of the hostility of Austria-Hungary

towards Russia, resulting in a declaration of war on August 6th, Larionov and

Goncharova had to return to Russia via Switzerland, Italy, Greece, Constantinople,

Odessa and Moscow	 . On his arrival he was mobilised as an adjutant-chief in

the ranks of the 210th Bronnitsky Infantry Regiment, of the 53rd Infantry Division

which formed the XXVI Corps of the First Army under the command of General

Renenkampf.

By August 20th a large part of the First Army had been deployed on the North-

East Prussian Front and were ready for the first operations. The XXVI Corps,

however, had not yet joined the First Army, and so Larionov was not involved

in the rapid Russian invasion of Prussia which only drew to a halt north of the

Masurian Lakes (iii. 114). By the time Larionov's corps had joined the First

Army, on September 7th, the Russians were suffering a set back. The Second

Army, under the incompetent General Samsonov, had been defeated by the

Germans, and Renenkampf had ordered the First Army to entrench themselves

along the rivers Deime, Alle and Olet. On their arrival, the XXVI Corps took
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their position on the farthest right flank of a long defensive cordon (ill. 114),

and were immediately under fire from the German heavy artillery. This

intensive fire against the right flank continued during September 8th and 9th,

whilst the Germans annihilated the Russian Tenth Army at Arys and substantially

weakened the left flank of the First. On September 10th Renenkampf ordered

Larionov's corps to retreat to Spangein, and two days later to Pulsen. The

Germans continued their energetic pursuit of the retreating Russian army, which

was immediately ordered to retreat back to the Russian frontier on the Nieman

River, and by September 15th Larionov's corps had dug in at Sredniki (ill. 114).

Behind the Nieman the Russian First Army managed to hold their positions,

whilst the Germans who were now victorious in East Prussia continued their

artillery fire.

It was here in the Sredniki/Yanov area on October 1st that Larionov himself

was wounded. According to Sergei Fotinsky, Larionov was seriously concussed

by an exploding shell (7) and then developed a congestion of the kidneys. The

artist was taken to hospital immediately and spent three months there, finally

being discharged and invalided out of the army on 5th January 1915 (2). The

injury that Larionov sustained was to have a serious and long lasting effect upon

his life and creative ability, and when studying his work after 1915 it is a factor

which must always be taken into account. Sergei Fotinsky in particular noted

that Larionov became restless and kept anti-social hours, and that there was a

sharp decline in his artistic output and creative vision. He later told Pierre

Vorms:

"After 1915 he no longer worked. It was because of his injury, he
lost a sort of determination and persistency that a creative person
has to have. He wasn't able to settle on anything, he couldn't
concentrate, I think that it was a nervous matter, to be explained
medically. It's because of this that when in Paris he no longer
worked, or very little anyway ... he couldn't stay still, at night he
went to bed at four o'clock in the morning and then slept until two
or three in the afternoon, after this he left, he walked, he went to
people's homes, he talked ... Deep down he was not at peace, there
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was something gnawing at him, a kind of anxiety ... Moreover, he
produced nothing. Airight, he painted some portraits, some studies
when he was in the south of France. If one compares those with
what he did up to 1915 there is a great difference."

(Fotinsky, 1960's, B. 436)

In addition, both Pierre Vorms and Marcel Mihalovici have testified to Larionov's

restlessness and lack of concentration in their work with him during the 1920's

and early 1930's (see pp. 357 & 363).

During Larionov's hospitalisation Goncharova had been at work producing a

portfolio of 14 lithographs entitled War : Mystical Images of War (Voina

Misticheskie Obrazui Voinui) (B. 20), in which images from the book of

Revelation appeared side by side with national emblems. Following the success

of "Le Coq d'Or" in Paris, Goncharova had also been approached by Aleksandr

Tairov, director of the newly founded "Chamber Theatre" ("Kamernuy Teatr")

who asked her to make designs for the forthcoming production of Goldoni's

"The Fan" ("Veer"). Goncharova agreed, and the comedy was premired with

her dcor and costumes on 27th January 1915 (8). Whilst Larionov was

recuperating during February and March, Goncharova also made illustrations for

the book of poems by Tikhon Churilin, Spring after Death (Vesna Posle Smerti)

(B. 21). Furthermore, she had been invited to make designs for the opera

"The Invisible City of Kitezh", as well as fresco designs for a church in Moscow.

Neither of these latter commissions was completed.

By the Spring of 1915 Larionov had recovered sufficiently to collaborate with

the publishing enterprise "The Contemporary Lubok" ("Segodnyashny Lubok"),

a publishing house established shortly after the declaration of war, to produce

patriotic and propagandist posters and postcards. In fact up to 1914 several of

the avant-garde had supported the war effort by associating themselves with

"The Contemporary Lubok" and working for them. Mayakovsky wrote the witty

verses for the posters and designed some of them himself, whilst other designs
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were contributed by Malevich, Lentulov, and Chekruigin (9). Not all the posters

were signed or initialled and none of Larionov' s can now be identified.

He was also well enough to take part in the "Exhibition of Painting 'The Year

1915" ("Vuistavka Zhivopisi '1915 God"), which took place in Moscow from

March 23rd. This was an important exhibition, as it brought together not only

the leaders of the Russian avant-garde such as David and Vladimir Burlyuk,

Larionov and Goncharova, Fal'k, Konchalovsky, Lentulov, Mashkov, Miturich,

Saryan, Kuprin, Grishchenko, Yakulov, Al'tman, Tatlin and Malevich, but also

Russians who had been working abroad, particularly Kandinsky and Chagall.

Larionov exhibited nine works here. They included "Circus Horsewoman", "Head

of an Old Man", two still lifes, a sketch of Constantinople (inspired by his journey

through the city on his return from France), and what must have been a second

painting on the theme of "Boulevard Venus" (10). Larionov also showed two

portraits of Goncharova, one of which was sub-titled "plastic rayism" ("plastichesky

luchizm"). This referred to a concept of fairly recent elaboration in rayist theory,

occurring for the first time in the manifesto "Le Rayonnisme Pictural" (B. 83),

in which Larionov defined rayism as a dramatic representation of "the struggle

between the plastic emanations ('emanations plastiques') radiating from all things

round us", (see p. 250). Larionov was as keen as ever to apply in his

painting the latest developments of his rayist theory.

Perhaps the most interesting work which Larionov showed was "Iron Battle"

("Zheleznuy Boi"), the exact nature of which remains problematical. It is

difficult to relate the title to any of Larionov's paintings, besides which, the

exhibition seems to have included many bizarre exhibits, of which this may have

been one. For example, Lentulov in his autobiography states:
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"The Burlyuk's hung up a pair of trousers and stuck a bottle to them
Mayakovsky exhibited a top hat that he had cut in two and nailed two
gloves next to it ... Kamensky asked the jury persuasively to let him
exhibit a live mouse in a mouse-trap ..."

(Lentulov, s.d., in Bowlt, 1976, B. 46, p. xxxi)

The art critic Yanichenko in his review of the exhibition noted that Tatlin had

exhibited a "leg knocked off a table, a sheet of iron, and a broken glass jug"

(1915, B. 710), whilst Viktor Shklovsky wrote of Larionov:

Larionov put some objects and paints around a ventilator. The
ventilator was electric; it was switched on, started running, and
the artist stood in fascination before a painting which had absorbed
movement."

(Shklovsky, 1940, in 1974, B. 667, p. 21)

It is possible to dismiss Yanichenko's comments about Tatlin as a satire on his

'counter reliefs', but Lentulov and Shklovsky's recollections are not so easily -

ignored. It could be that Shklovsky's description of Larionov's electric

ventilator, which incorporated paints and objects, is none other than "Iron

Battle" - 'iron' because of the metal of the ventilator, and 'battle' because its

sound recalled the noises of metallic machines of war.

Waldemar George, who also makes reference to Larionov's exhibit of a ventilator

which set in motion a mobile of painted objects, refers to the artist as a

projenitor of kinetic sculpture and even the author of the mobile (1966, B. 376,

pp. 24, 74). Certainly Larionov's exhibit at "The Year 1915" stands out from the

rest of unusual but static pieces in that it incorporated mechanical motion, but

Larionov was not the only artist at the time to be interested in this. In fact

the description of the mobile invites a strong comparison with the 'plastic-

dynamic complexes' of Ballo and Depero.

Only one month before the opening of "The Exhibition of Painting 'The Year

1915", the two Italian futurists had published an illustrated manifesto,

Futurist Reconstruction of the Universe (in Apollonio, 1 973, B. 444, pp. 1 97-
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200), in which they described the development of Balla's first 'Complex', and

went on to describe the components and qualities of such 'complexes'. For

example, they had to be made from all kinds of materials, but especially had

to incorporate "mechanical and electrical devices ... musical and noise making

elements" (B. 444, p. 198). Larionov's mobile utilised 'objects' presumably of

different materials, whilst the ventilator itself was of course a mechanical

and electrical device which made noise. His mobile also functions as an

answer to Bolla and Depero's desire "to shape plastic complexes which we

will set in motion" (B. 444, p. 197), as well as being a witty intrpretation of

their phrase:

"The lyrical appreciation of the universe ... relies on plastic dynamism
to provide a dynamic, plastic and noisy expression of universal
vibration."

"Balla & Depero, 1915, in Apollonio, 1973, B. 444, p. 197)

The 'plastic dynamism' of Larionov's mobile, its noisiness and changing shapes

and colours were a direct expression of the 'universal vibrations' of the

ventilator.

The importance of The Futurist Reconstruction of the Universe for Larionov

cannot be ruled out, and he was certainly in contact with the Italian futurists

at this time. On May 10th Larionov's drawing "Bastard Russian Venus"

("Katsapskciya Venera") was published in Lacerba under the title "La Venere del

Soldato" (11). Furthermore, a continuing fascination with contemporary Italian

futurist activities and a vigorous interpretation of them, would represent a

natural development of Larionov's position with regard to futurism before the

beginning of the war.

During his period of convalesence Larionov's thoughts must often have returned

to the West, and indeed his friends there had not forgotten him. Shortly after

Larionov's discharge from hospital Apollinaire had been in contact with him, and
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on discovering that he had been wounded, published a note to that effect in

Le Petit Messager des Arts et des Industries d'Art (12). There was also a

steady bombardment of telegrams from Diaghilev in Switzerland, who after the

dispersal of the "Ballets Russes" on the declaration of war, was now trying to

rebuild his company, and wanted Larionov and Goncharova to join him. By June

1915, Diaghilev's demands that the two artists should move to Switzerland were

becoming more frequent and insistent. Finally in mid-June he sent them a curt

telegram, "Leave immediately waiting anxiously Diaghilev Stravinsky" (13), at

which both Larionov and Goncharova capitulated.

The two artists left Russia on 23rd June 1915, never to return. They travelled

from Moscow to Petrograd, out of the country and through Finland, Sweden,

Norway, England and France to the H6tel Beau Rivage in Geneva, where they

arrived on July 16th, before moving to a pension at Ouchy to be near Diaghilev.

At Ouchy Larionov and Goncharova became close friends of Diaghilev and his

immediate circle, which included the dancing master Ceccetti, the dancer and

new choreographer Massine, the rgisseur Grigoriev, and Bakst, all of whom were

living at the Villa Belle Rive. Stravinsky lived not far away at Morges, and often

Larionov in the company of Goncharova, Massine and Bckst went to visit him

there (Stravinsky, 1936, B. 684, p. 99). It was at Morges that the famous group

photograph of them all was taken (ill. 115), there also that Stravinsky dedicated

his recent "Berceuses du Chat" to both Larionov and Goncharova, and there that

Larionov painted his grotesque "Portrait of Stravinsky" (ill. 116).

This is an unusual and hardly complementary painting of the sitter, in which the

features of Stravinsky's face have been duplicated and rearranged in a mildly

cubist or futurist way. Although the painting includes lines and planes of colour

in the manner of rayism, the use of them is now decidedly more decorative than

structural. In 1912 the "Portrait of a Fool" (ill. 36) had been fractured into
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geometrical planes by such ray-lines, but here they hardly impinge upon

Stravinsky's portrait. Instead they merely indicate and decorate his jacket, and

form decorative intersecting diagonals and grids in the background. The pipe

and pens on the other hand, are painted in a realistic way. The colours have

been crudely scraped onto the canvas leaving an unfinished appearance. On

the whole the medley of styles employed and their uncertain manner of

execution, in which Larionov appears at a loss to thoroughly apply one particular

aesthetic, typifies Fotinsky's statement that Larionov had lost a certain persistency

and determination in his approach to painting following his injury in the war.

Paradoxically this was not so in respect of his skills as a designer for the theatre,

and whilst Diaghilev was trying to reconstruct his 'corps de ballet', and hire

leading dancers to replace Fokine and Karsavina, he instructed Larionov and

Goncharova to work with Massine on some new productions.

At first the group began work on "Liturgie", a ballet which had been planned in

1914 when Diaghilev and Massine had visited Italy together and had seen the

Ravenna mosaics and the works of the early Italian masters in Florence and

Rome. At the time Diaghilev had conceived the idea of staging a liturgical

ballet based on the passion, and had asked Massine to work on the choreography.

Stravinsky had been approached to write the music, but disapproving of the idea,

had refused. Now the ballet was taken up again, and Massine began to prepare

the choreography which, like Nijinsky in "Le Sacre du Printemps", he decided to

base on 'eurythmics' (14). Larionov's role was to supervise Massine and the

choreography, whilst Goncharova started to design the d4cor and costumes. These

were based directly upon her knowledge of the Russian icon tradition. The

curtain of the ballet, for example, she designed in the form of an iconostasis,

and the costume designs assumed the stylistic qualities of icon paintings. Some

of her designs, though, feature 'cubo-futurist' devices such as the displacement of

parts of the body on either side of a dividing line. Unfortunately the ballet never
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got beyond rehearsals, and was soon abandoned.

Preparations for two other ballets were also initiated at this time. They were

u Le Bouffon", with music by Prokofiev, which was to be designed by Larionov

and "Les Noces" with music by Stravinsky, which was to be designed by

Goncharova. At this point the two ballets were only discussed as projects, as

the scores had not yet been completed, and Diaghilev continually postponed the

rehearsals. Despite this, Larionov and Goncharova began to make preparatory

drawings for these ballets in the autumn of 1915. However, as "Le Bouffon"

and "Les Noces" were only finally staged in 1921 and 1923 respectively, the

designs underwent considerable changes, which Goncharova in her writings

correctly called 'a metamorphosis' (1932, B. 97). Another ballet which is

generally held to have been planned at this time was "Histoires Naturelle&'.

The evidence,however, points to this ballet being conceived only in 1917, and

Larionov's designs being made during 1917-1919, at which point it will be

discussed.

Having abandoned "Liturgie" and only just inaugurated "Le Bouffon" and "Les

Noces", the group turned to the ballet "Soleil de Nuit", based upon Rimsky-

Korsakov's music "The Snow Maiden" ("Snegurochka"). The designs were to be

made by Larionov, and Massine was instructed to attend to the choreography,

although once again Larionov was appointed as his supervisor. The choice of

Larionov as a choreographic tutor points to the artist being already well schooled

in choreographic theory and stage practice, knowledge of which Larionov had

evidently obtained in Moscow, but exactly how and where is unknown. George

(1966, B. 376, p. 89) states that Larionov was a frequent visitor to the Moscow

Art Theatre (Moskovsky Khudozhestvennuy Teatr), where in 1911 he met Edward

Gordon Craig who was producing Shakespeare's "Hamlet" there. George also

suggests that Larionov learned much from his "World of Art" friends, such as
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Bakst and Benois, and from his teachers at the Moscow School, such as Korovin.

Some sources, principally Parnack (1919, B. 28, pp. 10, 16), George (1966, B. 376,

p. 90), Schaikevitch (in Loguine, 1971, B. 388, pp. 165, 171) and Chamot (1979,

B. 358, p. 15), assert that Larionov had designed scenery for a production of

Hofmannsthal's "The Minstrels" at the Thtre Intime in Moscow before 1914,

and that during the same period Goncharova designed dcors and costumes for

two pantomimes based on Hofmannsthal, "The Beadle" and "The Wedding of

Zobeide", which were produced in the private studio of A. Kraft in Moscow.

Whilst such early productions would undoubtedly have furnished both Larionov

and Goncharova with a great amount of theatrical experience, there is as yet

no substantiating evidence to support these claims.

However, Massine and Larionov worked well together and they devised the entire

ballet. In his autobiography Massine recalled:

"Larionov was again asked to supervise the choreography. He was
intrigued and suggested that it should revolve round the person of
the sun-god Yarila to whom the peasants pay tribute in ritual
ceremonies and dances, fusing it with the legend of the snow
maiden, the daughter of King Frost, who is destined to melt in
the heat of the sun when she falls in love with a mortal. I also
decided to incorporate into the action the character of Bobyl,
the innocent or village half-wit, and to end the ballet with the
traditional dance of the buffoons."

(Massine, 1968, B. 597, p. 74)

As for the choreography, Larionov suggested to Massine that it should be based

on Russian peasant dances and the dances of children. In particular they used the

"Khorovod" and a dance which Massine and his friends had performed when they

were children, which was accompanied by the words "Burn, burn, brightly" ("Gori,

gori, yasno"). At this time the young Massine was absorbing much through Larionov,

and it would appear that the impetus for the adoption of this 'neo-primitive'

choreography came from the artist. At one point Massine declares:

"... it was through Larionov that I first came to understand the true
nature of these old ritual peasant dances."

(Massine, 1968, B. 597, p. 74)
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The choreography thus complemented Larionov's designs for the ballet, which

were executed in a neo-primitive style, but of the most exotic kind. The colour

scheme for the sets (ill. 117) was executed in strongly contrasting primaries of

red, blue and yellow, whilst for the costumes Larionov adopted a striking range

of colours and tones from peach, gold and orange to scarlet, maroon, purple

and blue (ills. 118-119). This striking colour range he used to maximise the

effect of the tremendous wealth and variety of folk ornamentation which he

had employed in the costumes, such as the applique floral motifs and dog-tooth

flounces. Equally breathtaking were the huge flat suns which were strapped to

Massine's hands, the brightly coloured, pendulous ear-rings and beads worn by

the women, as well as the huge butterfly hats, which were so large that they

frequently over-balanced, and eventually had to be tied around the neck and

under the chin. The most dominant feature of the whole design, however, was

the device of the grinning sun, which appeared on the chest of Massine's shirt,

and was represented throughout the set designs.

As in his neo-primitive painting, Larionov drew upon certain sources in his designs

for "Soleil de Nuit", one of the most important being that of children's toy dolls.

Several of the preparatory sketches (ill. 119) reproduce the stiff angular postures

of dolls, as well as the traditional costume, headress and language of ornamentation,

specific to dolls of certain provinces. Both Larionov and Goncharova had long

been familiar with such dolls, which had already played a role in the formation

of the ideology of neo-primitivism. In 1912 Goncharova had referred to "the

painted wooden dolls sold at fairs" as being cubism 'avant la lettre' (see pp. 58-59)

and Larionov had shown a good many dolls of different kinds at the "Exhibition

of Original Icon Paintings and Lubki" in 1913 (see p. 171 , n. 10 ). Larionov's

neo-primitivism had now forsaken painting and had invaded a new field ... ballet,

in both its choreographic and design aspects, creating what can be considered as

a neo-primitive 'gesamtkunstwerk' in the tradition of "The Rite of Spring" and
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"Le Coq d'Or" (15).

Massine's choreography and Larionov's designs for the costumes and dcor were

completed during the early winter of 1915, by which time Diaghilev had managed

to re-form his company, and in December they moved to Geneva to prepare for

their first premire since the declaration of war. "Soleil de Nuit" was given to

a full house in the Grand Thtre of Geneva on December 20th as part of the "Ballets

Russes" Grand Gala in aid of the Red Cross. As Stravinsky noted, the evening netted

400,000 gold francs and was a "triumphant success". From Geneva, Larionov and the

"Ballets Russes" moved quickly to Paris to prepare for a similar gala there at the

Opera, where "Soleil de Nuit" was given its second showing on December 29th.

Immediately following this performance the "Ballets Russes" took a train for Bordeaux,

and on 1st January 1916 sailed from there to New York for an American tour.

Larionov and Goncharova, however, remained in Paris after the gala evening.

Initially they stayed at the H6tel Casi-ille, No. 37 Rue Cambon, near the Opera,

but shortly after, rented accommodation at 6 Rue Tournefort,(-2%' Larionov now

began to renew friendships which he had made in 1914, especially with Waldemar

George and Fernand Lger (16). Goncharovo meanwhile published some of her

costume designs for "Liturgie" in a folio of 1 6 pochoirs entitled Liturgie, as well

as 14 lithographic portraits of "Ballets Russes" personalities in a folio entitled

Portraits Th6treaux (B. 22 & 23). Both artists continued to maintain contact

with their friends in Russia too, for during this period Goncharova sent a cover

design and illustrations to Sergei Bobrov for inclusion in a large miscellany of

poetry, Second Collection by Centrifuge (Vtoroi Sbornik Tsentrifugi), which was

published at the end of April in Moscow (B. 24).

By this time the "Ballets Russes" were now ending their tour of the north-eastern

American states, in which they had performed various ballets, including "Soleil de
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Nuit", which was given special coverage in the souvenir programme, and was

well received. The American tour ended on April 29th, and on May 6th the

"Ballets Russes" sailed from New York to Cadiz, performed a short season in

Madrid, and then broke for a holiday during June and July, before starting their

next season in St. Sebastian in August.

Larionov and Goncharova hod arranged to join Diaghilev in Spain during the

summer, and left Paris on July 8th for St. Sebastian. Having arrived, Larionov

began work on a new ballet, "Kikimora", which was to celebrate .the famous

witch of Russian folk-lore and children's tales. Diaghilev chose the music of

Liadov to accompany the ballet, the action of which was to be particularly

violent. Massine, who was in charge of the choreography of the ballet,

remembered it as follows:

"The ballet itself then opened with Sokolova, as the infant Kikimora,
asleep in her cradle. In the throes of a nightmare she gnashed her
teeth and waved her arms in violent, contorted movements, while her
cat, danced by Idzikovsky, got down from the stool on which he had
been curled up, and with a succession of sinuous feline movements,
stretched and sidled in front of his grotesque mistress. Kikimora then
emerged from her cradle and was revealed in all her ugliness, wearing
one of Larionov's most outlandishly repellent costumes - a stained,
patched blouse and skirt with gaudy red stockings, and a wig of dark
matted hair. She lashes the cat with a length of rope and finally
crushes its skull with blows from an axe. In this highly charged pas
de deux I had to maintain a constant interplay between the feline
movements of the animal desperately trying to defend itself and the
malicious fury of the witch. Fortunately both Sokolovo and Idzikovsky
understood the specifically Russian violence inherent in the legend,
which was further emphasised by Liadov's music."

(Massine, 1968, B. 597, pp. 98-99)

In his designs for "Kikimora", Larionov again opted for a neo-primitive approach,

and the strong influence of Russian folk art again pervaded the dcor and costumes

of the whole ballet. The set design for "Kikimora", for example (ill. 120), features

two magnificent dragon heads, in imitation of the carved gable ends of Russian

peasant 'izbui' or huts. It also features a fine tiled stove, an indispensable

accessory to Russian folk tales, on which the fool of the house usually reclines,
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picking his nose. The decorative imagery employed in the design belongs

specifically to Ukrainian folk art, and to the vocabulary of designs which the

Ukrainian peasants paint on their 'pysanki' or Easter eggs, and with which

Larionov would have been familiar (17). The glazed tiles of the stove use two

specific Ukrainian folk images known as ' vazon ' and 'kurochka' - the vase and

the hen. The vase is a striking floral design originating and predominating in the

Sokal' region, where it comprises a vase seen in profile, with a schematic

flowering plant growing from it, similar to those of Larionov's tiles. The hen,

which symbolises fertility, is a simple reversed 'S' shape, seen in. profile, and

supported on one or two stick-like legs. Larionov's designs imitate them exactly.

Finally there are the large stylised flowers which adorn the set design of "Kikimora",

and which are also borrowed from the vocabulary of Ukrainian folk imagery, where

they symbolise the female principal. Appropriately this motif also appears on

Kikimora's dress. Perhaps the most startling element of the design of this

ballet was Kikimora's make up, her face painted in three stripes, with a vicious

comb lodged in her hair (iii. 121). This particular feature of the design had

obvious affinities with Larionov's own face-painting, as well as with primitive

races which paint their faces, such as the Red Indians of North America.

During the production of "Kikimora", Goncharova was busy making designs for

three projects, two of which, the ballet Triana" to music of Albeniz, and the

ballet "Espano" to the Rhapsodie Espagnol&' of Ravel, were to remain

unrealised. However, her work for the ballet "Sodko" was more successful. This

ballet had first been presented by Diaghilev at the Thtre du Chatelet in Paris

in 1 911, to music by Rimsky-Korsakov, with choreography by Fokirie and designs

by Boris Anisfel'd. Now Diaghilev had commissioned a new version with

choreography by Adolf Boim and costumes by Goncharova.

Both "Kikimora" and "Sadko" were completed during the summer, and were given
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for the first time during the short August 19th - 25th season of the "Ballets

Russes" at the Teatro Victoria Eugenia in St. Sebastian. Following this the

company then moved to Bilbao, where they gave performances on August

28th and 29th at the Teatro Campos Eliseos, before travelling on to Rome

where, until the company's return in March 1917, they worked on a variety

of new projects.

On their arrival in Rome in mid-September (18), Larionov and Goncharova took

rooms in the Hotel Minerva, and here they remained until their departure from

Rome on 4th April 1917. During this period Larionov became part of a vast

international cultural circle which centred around Diaghilev. Bakst was

preparing designs for the ballet "Les Femmes de Bonne Humeur", Balla had been

approached to design for Stravinsky's "Feu d'Artifice", and Depero for the

latter's "Le Chant du Rossignol". Stravinsky himself arrived in Rome in early

1917 to give advice. At the same time Picasso and Cocteau arrived to begin

work on the ballet "Parade". Constant companions of the group included the

eccentric English composer Lord Gerald Berners, the Italian composer Aifredo

Casella, and those connected with Italian futurism such as Prampolini, Bragaglia,

Marinetti, and Cangiullo, who was trying to persuade Diaghilev to stage his

"Zoological Garden". Even Edward Gordon Craig was in Rome at this point;

he had brought his collection of puppets with him and showed them to Stravinsky

(1968, B. 685, p. 24).

In this unique atmosphere Larionov began to work for Diaghilev, not only as a

stage designer, but also as Diaghilev's artistic co-ordinator and adviser. Giuseppe

Sprovieri, in his letter to the author, described the atmosphere surrounding this

stay in Rome, and Larionov's role:

"The Russian Ballet had marked a turning point not only in the way of
understanding the theatre, but especially in the use of modern costumes.
Artists who had not succeeded in being taken seriously, noisily entered
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onto the stage as if they were the only authentic 'maestri' in the
story of art, creating surprise and scandal. The theatre was the
most direct means of getting in contact with the public ... Rome
became the centre of rehearsals and preparations for the ballets,
a magnetic attraction for artistic innovators, an experimental field
for the most audacious innovations. Italian musicians and avant-
garde painters were called upon to test their ability ... and the
choreography was created and arranged in the basements of the
Piazza Venezia ... Diaghilev called Larionov to Rome, not so much
to put new things on the stage, but because he recognised his
talents, not only as a painter, but as a choreographer, which none
of his other collaborators had. In fact he gave him the job of a
sort of supervisor of the choreography ... It was this task which
gave Larionov the opportunity to contact Italian artists such as the
futurists Balla and Depero and the musicians Rieti, Casella, Respighi
and Tommasini."

(Sprovieri, 1 983, B. 424)

Whilst engaged in this capacity, Larionov was also asked to begin designs for a

new ballet entitled "Contes Russes". "Kikimora" had been so successful that

Diaghilev had decided to produce a ballet composed entirely of Russian folk

tales. "Contes Russes" thus included not only the "Kikimora" story but also

"Bova-Korolevich" and "Baba Yaga", the three tales being bound together by

orchestral interludes and peasant dances. Perhaps because of his wider

commitments to the "Ballets Russes", various artists were asked to help Larionov

with the design work. Goncharova made some costume designs, and Depero was

asked to think up a novel idea for the horse in "Bova-Korlevich", which led to

an unfortunate incident:

"Diaghilev had commissioned the futurist artist Fortunato Depero to
design something suitable, and eventually we were summoned to his
studio on the outskirts of Rome. As we walked into the room the
artist pointed proudly to his construction - a bulbous outsized
elephant! We stood staring at it silently for a few moments until
Diaghilev, in a sudden outburst of rage, smashed the papier-mach
animal with his walking stick. I tried to pacify the shocked and
bewildered Depero by explaining to him that although his construction
no doubt had great charm, it was not quite the horse we had envisaged.
But poor Depero was still puzzled, and explained that he had done
his best. This was exactly how he had imagined the animal. The
problem was not finally solved until Larionov designed a primitive
but graceful animal cut out of thin wood and painted white."

(Massine, 1968, B. 597, pp. 99-100)

With his designs for "Baba Yaga", a new trend becomes apparent in Larionov's
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work, that towards geometricisation and the elimination of the role of the

dancer. In the set design for "Baba Yaga" (iii. 1 22) the leaves and the trees

of the forest are constructed from arcs, which intersect each other and criss-

cross. Then there is Baba Yaga's hut, which in Russian stories traditionally

spins round on four hen's feet. For this Larionov designed a structure rather

like a roof, which was worn over the bodies of two dancers, severely restricting

their movement. Larionov also planned abstract geometrical structures to act

as coulisses. From a photograph of Goncharova taken in Rome at the time,

we can tell that Larionov was experimenting with painted constructions, as one

appears in the background (iii. 123). Some years later this very construction was

reproduced by Der Sturm magazine with the title "Ornement Architectural!

Coulisse" (iii. 124), which indicates that its purpose was to act as a coulisse like

those in "Baba Yoga". There are a number of preparatory studies on canvas for

this construction, such as (iii. 125), and paintings and designs in similar styles

may have been intended as plans for other three dimensional coulisse constructions,

which certainly existed, as they were exhibited a year later in 1918 (see p. 306).

This then represented a break away from the familiar neo-primitive designs of

"Soleil de Nuit" and "Kikimora". Both the trend towards geometricisation and

towards the elimination of the traditional role of the actor which Larionov began

here were to have far reaching implications in his thinking about avant-garde

theatre for the following three years.

The development of a new approach in Larionov's theatre design, as represented

by "Baba Yaga" and "Ornement Architectural", can be explained by his contacts

at the time in Rome. He was of course friendly with Picasso and Cocteau who

were preparing designs for "Parade", which was to be shown in Paris during the

same season as "Contes Russes". In "Parad&' the traditional role of the dancer

was restricted or eliminated, as it were, by the wearing of cumbersome cubist

constructions. However, the futurists Balla and Depero were working towards
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similar goals, and were planning an even greater 'coup'. They were both

elaborating what they called mechanical theatre, which obviated the necessity

for any human agent whatsoever upon the stage. Balla was even to dispense

with the dancer altogether in his "Feu d'Artifice", which was staged by Diaghilev

on 12th April 1917. Despite the importance of Larionov's relations with Picasso

and Cocteau, if we wish to shed light on the changing nature of Larionov's

notion of avant-garde theatre design, then we must once again look to his contacts

with the Italian futurists.

Many documents from the period 1916-1917 still exist, which testify to Larionov's

close relationship with the futurists. During the winter both he and Goncharova

visited the Boccioni retrospective exhibition which was being held in Milan. Then

in the new year Marinetti and Prampolini organised a banquet in Larionov's honour,

at which they presented him with an inscribed futurist poster (19). Even when

Marinetti had rejoined his army unit, which was fighting at Cormons, he still

remembered Larionov, and the day before the artist left Rome, sent him a

futurist postcard proclaiming war to be the only hygiene, the only morality. It

is also recorded that Bragaglia invited both Larionov and Goncharova to hold an

exhibition of rayist works in his studio, but unfortunately no catalogue or list of

works seems to have survived. However, the event was marked by the

publication of Radiantismo (B. 25), an Italian version of portions of Rayism (Luchizm),

and "Le Rayonnisme Pictural", which were compiled and translated by Nina

Antonelli.

Within this context the dominant concepts of avant-garde theatre were those of

'mechanical' and 'synthetic' theatre, propounded principally by Balla and Depero.

Both these concepts had been implicit for some years in Italian futurism. Their

origins lie in the futurist theatre evenings, in the futurist desire to revolutionise

drama, and in the inspiration of the popular music hail, which Marinetti claimed
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had the means to subvert bourgeois theatre (20). More recently, in "The

Futurist Stage (Manifesto)' t of 1915, Prampolini had called for the total autonomy

of the stage designer, to be free to interpret on a bare stage the emotive

equivalents of a work by a complex play of chromatic lighting (cf. "Feu d'Artifice").

In early 1915 the Manifesto of Futurist Synthetic Theatre emphasised the brevity

of a performance, which could be created by synthesising words, gestures, ideas

and sensations, and cited Marinetti's 'drama of objects' "Vengono", as an example

of 'synthetic theatre'.

During 1915-1916 Boccioni, Balla, Depero and Cangiullo performed 'synthetic'

theatrical works throughout Italy. In. some of Balla's 'synthetic' works, the

actors were replaced by coloured shapes, and it was this idea which led to Balla's

remarkable staging of Stravinsky's "Feu d'Artifice" under Diaghilev's auspices. In

this Balla used only the play of coloured lights on three dimensional geometric

shapes which had been covered with canvas, painted, and then surmounted by

forms made of translucent materials. The actor or dancer was dispensed with,

and in lasting only four minutes four seconds, "Feu d'Artif ice" represented the

most important example of 'synthetic' theatre. Finally in 1916 Marinetti

published his "Manifesto of Dynamic and Synoptic Declamation", in which he

advocated that the performer should eliminate idiosyncratic detail, and should

move towards a depersonalised 'abstract' and mechanical delivery; whence

developed the concept of mechanical theatre, where the actor or dancer was

replaced by a mechanism. It was in this context that Larionov in early 1917

began work on a new ballet for Diaghilev, "Histoires Naturelles" (21).

"Histoires Naturelles" was to employ music by Ravel which was based on Jules

Renard's book of animal character studies by the same title. Diaghilev may well

have been considering the possibility of staging "Histoires Naturelles" at this

point, as he was in contact with Ravel concerning a score to accompany a libretto
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for a ballet on a similar subject, Cangiullo's "Zoological Garden". Neither

"Histoires Naturelles" nor "Zoological Garden" was staged, but Larionov made a

number of costume designs for "Histoires Naturelles" which have survived in the

form of pochoirs, published in the 1919 album l'Art Dcoratif Thtral Moderne

(B. 28). The whole ballet was conceived as an experiment in 'mechanical'

theatre. Lifar tells us that "Histoires Naturelles" was to be presented against

moving scenery (1940, B. 578), created by projected coloured images, and without

any form of dance. The costumes, which Larionov described as 'mechanical

costumes', were conceived so as to reduce the movements of the actor or dancer

on the stage to a series of sharp, mechanical and angular gestures, which would

be all that the restricting costumes would allow; see, for example, "The Peacock"

(ill. 126) and "The Cricket" (ill. 127).

Central to the concept of 'mechanical' theatre was what Balla and Depero called

the 'metallic animal'. In their manifesto The Futurist Reconstruction of The

Universe in 1915, they both declared:

"Fusion of art and science, chemistry, physics, continuous and
unexpected pyrotechnics all incorporated into a new creature, a
creature that will speak, shout and dance automatically. We
Futurists, Balla and Depero, will con5truct millions of metallic
animals for the vastest war ..."

(Balla & Depero, 1915, in Apollonio, 1973, B. 444, p. 200)

The 'metallic animal' was discussed in the manifesto in the context of futurist

toys, and the concept was evidently inspired by some of the amusing mechanical

children's toys which were then on the market (ill. 128). Only a year later in

1916, when Depero was asked by Diaghilev to produce designs for Stravinsky's

"Le Chant du Rossignol", he decided to incorporate a mechanical nightingale

into the ballet (see Massine, 1968, B. 597, pp. 147-148).

Larionov could not fail to have been impressed by Balla and Depero's interest in

mechanical animals and their theatrical use, and this may well have had an
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important impact upon his designs for "Histoires Naturelles", in which he

invented at least four mechanical costumes, "The Peacock", "The Cricket",

"The Kingfisher" and "The Swan". "The Peacock" and "The Cricket" in particular

are both comparable to mechanical toys of the period. A comparison with a

mechanical peacock (ill. 128) of the early 20th Century indicates Larionov's close

study of automata. The amazing fan shaped tail and the depiction of the pivots

which hinge the movable parts in Larionov's design directly imitate a mechanical

toy. An example of "The Cricket", in the print room of the Victoria & Albert

Museum, London, bears the following inscription by Lorionov: "Costume mcanique

aussi que se met en mouvement exclusivement par Ia voix. Music de Ravel.

Brevet N. 0,09721840536". The imaginary number of course imitates the use

of patent numbers on mechanical toys, and the odd reference to the movement of

the costume being directly related to the voice, refers back to Balla and Depero's

'metallic animal' which will "speak, shout and dance automatically".

Larionov's mechanical designs for "I-listoires Naturelles" reflect yet another source

than that of Balla and Depero's mechanical theatre, that of the hobby and interests

of the composer Ravel. As early as 1905 Ravel had taken a canal holiday and had

been particularly impressed by the machinery and industrial architecture which he

observed along the river-banks. He wrote:

"How can I convey to you the impression of these castles of iron, these
incandescent cathedrals, the marvellous symphony of conveyor belts,
whistles and mighty hammer blows by which one is surrounded?
Looking at this mechanical landscape one begins to feel one is an
automaton oneself ... I'm storing it all up and I think quite a lot will
come out of this voyage."

(Ravel, 1905, in Myers, 1960, B. 605, p. 28)

A lot did come from the voyage, for in 1906 Ravel composed the music for

Jules Renard's Histoires Naturelles, which was first performed in January 1907.

Some of the musical effects in "t-listoires Naturelles" imitate the charactersitics

of mechanical children's toys; the cricket for example can be heard winding up
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his watch. Mechanical sounds in fact permeate Ravel's music. In "l'Heure

Espagnole" the clocks tick, and in "Noel des Jouets" the toys come to life.

Ravel also developed an interest in all things mechanical - automata, puppets -

and actually possessed a collection of mechanical toys.

Ravel was well known amongst the Diaghilev circle. From 1909-1911 he had

worked on the score of "Daphnis et Chloe" performed by the "Ballets Russes"- in

1912. In early 1913 he had been commissioned by Diaghilev to complete and

re-orchestrate the score of "Khovanshina". Ravel was also a close friend of

Cocteau, Casella, de Folio, Satie and Stravinsky. The latter, who was well aware

of Ravel's interest in mechanical devices, even described him as 'a Swiss watch-

maker'. If Larionov did not know Ravel personally at this time, he would

undoubtedly have heard of Ravel's passion for automata, and would have taken

this into account when creating the costumes for "Histoires Naturelles". In

effect Larionov's designs were occasioned not only by the contemporary development

of 'mechanical theatre', but also by the need to discover forms appropriate to

Ravel's interests and the sources of the music.

Consequently Larionov's concept of avant-garde theatre design had now expanded

to include not only a straightforward neo-primitive approach, but an approach

which was more in line with that of the futurists. In particular, Larionov's work

at this time seems to have been closest to that of Depero. Both artists at this

time used similar devices in their work; for example, in his "Portrait of Marinetti"

of 1917 (ill. 129), Depero used the same curving bands of colour which emanate

from Marinetti's heel, as Larionov used in the tail of his peacock. The stylised

feet and legs are also similar. Other characters from "Histoires Naturelles"

such as "The Kingfisher" (ill. 130) which is designed more in the style of a

mechanical man, bear a direct relationship to Depero's designs in 1918 for his

"Ballet Plastici". Depero's preparatory drawing for "Giant Man with Moustache"
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(iii. 131) indicates not only a similar treatment of the body to that of Larionov's

"Kingfisher", but also the amusing quotation of the walking stick in the hand.

Other characters for Depero's ballet, such as "The Red Indian" and "The Pink

Ballerina" which were published in Ars Nova (22), bear an equally close stylistic

relationship to Larionov's work. It is also interesting to note that some drawings

by Prampolini which were published in his art magazine Noun 1917, resemble

Larionov's drawings and pochoirs "Dance Balance" of the same period. 	 -

Behind these Italian developments in the theatre, and not least behind Larionov's

work, looms the shadow of Edward Gordon Craig (1872-1966) (23), who in the

second issue of his magazine The Mask in April 1908 had written an article

entitled "The Actor and the Über-Marioriette". Here he advocated that the

actor should leave the stage and be replaced with a 'being' entirely free from

emotions, which could be moved and controlled from afar, a mechanical actor -

the Uber-marionette. In 1911 Stanislavsky invited Craig to produce "Hamlet" at

the Moscow Art Theatre, which caused a sensation (24). Larionov may have met

Craig at this time, as suggested by Waldemar George (1966, B. 376, p. 89). David

Burlyuk and Mayakovsky certainly went to one of the 400 performances of the play.

Craig's two major publications On the Art of the Theatre (1911) and Towards a

New Theatre (1913) were both translated into Russian. However, it was as the

editor, chief writer and publisher of The Mask that Craig made his mark upon

the theatre. The Mask was enormously influential, even publishing Marinetti's

manifesto "The Variety Theatre" in January 1914. Larionov himself subscribed

to The Mask (25) and so would have been well acquainted with Craig's ideas before

1917. Because of his concept of the Uber-marionette, his pervasive influence, and

his appearence in Rome with his collection of puppets in 1917, it would be no

surprise if Craig's influence, played an important role in Larionov's changing

concept of avant-garde theatre design.
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At this time Larionov also developed an interest in shadow puppets and shadow

theatre, a subject which ranged from children's toy theatres and amusements

which utilised shadows and shadow puppets, to the real shadow theatre of the

East, the "Karagz" performances of Turkey and its one time vassal states of

Greece and Egypt. Although Craig was an authority on shadow theatre and

puppets, and from April 1918 onwards published a periodical called The Marionette

and despite the fact that Kandinsky and Marc had published Egyptian shadow -

puppets in the Blaue Reiter Almanach (B. 553), as early as 1912, and that Erik

Satie had written music for shadow theatre performances at "Le Chat Noir",

the major impetus for Larionov's interest in this field came from the composer

Lord Berners.

On joining the diplomatic service in England, Gerald Hugh Tyrwhitt-Wilson was

posted abroad, first as honorary attache to the British Embassy in Constantinople

in 1909, and then in 1911 to the embassy in Rome, where he remained until 1919,

when he succeeded his uncle as 14th Baron Berners. Since 1915 he had been partly

taught by Casella, and had received advice from Stravinsky, but otherwise Berners

was a self taught composer, who delighted in writing satyrical music, such as

his "Trois Petites Marches Funbres Pour un Homme d'Etat, Pour un Canari,

Pour une Tante Hritage" of 1914. As a child he had also been interested in

the theatrical effects of coloured lights (26), and later, during his service in

Constantinople, he would have seen the popular "Karagöz" shadow plays, in which

lights illuminate coloured paper puppets, throwing coloured shadows onto a screen.

By 1917 Berners wanted to combine his satyrical music with his interest in shadow

theatre, and chose Larionov as his collaborator. Together they planned a

performance for what Larionov later called a "Th6tre des Ombres Colores", which

would feature shadow puppets by Larionov and would utilise Berners' music "Trois

Petites Marches Funbres". The "Th4tre des Ombres Colores" which Larionov
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and Berners devised could have been either a full scale shadow theatre

production like "Karagöz", or alternatively a production for a children's toy

theatre; the "Thtre des Orribres Colores" was a popular type of toy theatre

at the turn of the Century (27). In either case the once numerous designs which

Larionov made for this production were all intended to function as shadow puppets.

Yet again, Larionov seems to have made a point of studying scholarly works on

the subject, in this case the book by Lemercier de Neuville : Les Puppazzi Noirs,

Ombres Animes ..., which provided him not only with an historical review of

shadow theatre, but also with practical instruction on how to construct a shadow

theatre, how to make the puppets and how to work them (28).

Of the three designs now extant, the best known is that of the "Personnage de

la Marche Funbre pour une Tante ? Hritage" (iii. 132) as it was reproduced as

a pochoir in the 1919 folio l'Art Dcoratif Thtral Moderne (B. 28). Another

design is an original watercolour in the collection of Gavin Bryars, which was

given by Larionov to Lord Berners in 1918, and depicts a "Personnage de Ia

Marche Funbre pour un Homme d'Etat" (ill. 133). A design also exists for a

I,	 •I,character from the Marche Funebre pour un Canari . Each design is an

assemblageof geometrical coloured shapes which are pivoted so as to allow

simple movements. The character. from the statesman's funeral, for example,

depicts a sailor in kneeling posture, which is pinned at the hip to allow movement

forwards to indicate a prayerful attitude. Indeed the actual movement of the

shadow figures and of the mechanical costume designs for "Histoires Naturelles",

and the way in which it dictated the overall design, was something which Roger

Fry found particularly remarkable:

"... what strikes one most is the way in which M. Larionow's designs
support the choreographic design - the extent to which both form and
colours underline and support the movement. Indeed I suspect that
one secret of M. Larionow's success lies precisely in this fact, that for
him the movement of the figure, whatever it be, is the fundamental fact
of his design ... he has treated animal forms, and in those he has seized
on the specific movement as the key to his design; in treating of human
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beings he has an eye to the type of movement characteristic of the
particular individual ... thus his designs are not merely decoratively
satisfying; they also have a vivid expressive purpose."

(Fry, 1919, B. 371, p. 117)

The relationship between Larionov and Lord Berners developed very quickly and

became extremely close. During the winter of 1916-1917 Berners was writing

"Trois Morceaux pour Piano : Chinoiserie, Valse Seni-imentale, Kasatchok", of

which he dedicated "Chinoiserie" to Larionov and "Kasatchok" to Goncharova.

At this point he may even have mentioned the possibility of publishing the score

of this music and that of an earlier piece, "Le Poisson d'Or", with illustrations

by the two artists. Berners evidently found his collaboration with Larionov a

stimulating experience. A watercolour design by Berners on the manuscript cover

of "Les Trois Petites Marches Funbres II Pour un Canari" depicts a host of

geometrical yellow canaries around the cover, and one flat on its back, dead, on

a black coffin, in a manner remarkably similar to Larionov's style and sense of

humour. The "Trois Petites Marches Funbres" were evidently never performed

in the "Thtre des Ombres Colores", but Berners was inspired to begin to write

music specifically for shadow and marionette theatre productions, and began to

collaborate with Depero. In fact in April 1918 Berners' chamber music and Depero's

'mechanical' marionettes were used in Gilbert Clavel's production of the 'ballet

plastici' "l'Uomo dei Baffi", the designs of which were reproduced in Ars Nova (22).

The main company of the "Ballets Russes" returned from their American tour in

March 1917, and began rehearsing "Contes Russes", "Parade" and "Les Femmes de

Bonne Humeur", and making final preparations for a short season that they were

to give at the Teatro Costanzi. At this point the company received news of the

Tsar's abdication in the face of the February revolution, and the establishment

of a Provisional Government in Russia. Diaghilev immediately substituted the

"Volga Boat Song" for the National Anthem, and at the end of the opening night
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at the Costanzi had someone bring on a red flag - a gesture that was badly

received by the audience and was never repeated.

Soon after the opening of the season at the Costanzi, and now that work on

"Contes Russes" was nearing its conclusion, Larionov and Goncharova began to

plan their return to Paris. The last important event of their stay in Italy was

their contribution to the "Exhibition of Russian Artists in Rome" at the Literary

Centre in the Via Colonetti, and once this exhibition had closed the two artists

left Rome on April 4th (29). The winter of 1916-1917 in Rome represented a

crucially important period in Larionov's career. It was a time when, thanks to

the impressive range of contacts gathered in Rome, Larionov was able to assess

and absorb the different currents of thought concerning avant-garde theatre

design, and to make them the basis of his own experimentation.

Having returned to Paris, Larionov and Goncharova awaited the arrival of the

"Ballets Russes" and the premires of "Contes Russes" and "Parade" which were

to be given at the Thtre du Chtelet. The company itself left Rome shortly

after the staging of Bailci and Stravinsky's "Feu d'Artifice" on April 12th. They

travelled to Naples where they gave a few performances at the Teatro San Carlo,

moved to Florence for a one night stand, and then set off for Paris, where they

arrived in early May.

The season at the Chtelet was to begin on May 11 th with "Contes Russes" which

was now ready for production. Last minute preparations were still being made for

"Parade", however, and so Larionov was able to take the opportunity to draw and

caricature the "Parade" team as they worked (30). A handsome 70 page programme

was also in production for the season, containing photographs of the dancers in

their costumes, colour reproductions of designs for the new ballets by Larionov,

Picasso and Bakst, with articles by Apollinaire and Michel Georges-Michel, plots
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of all the ballets being performed, and fine drawings and photographs of the

leading members of the company, including one of Larionov.

As was Diaghilev's usual practice at a premire, he sandwiched new ballets in

between old favourites; thus on the first night at the Chetelet, "Les Femmes de

Bonne Humeur" and "Contes Russes" were preceeded by l'Oiseau de Feu" and

then followed by "Les Danses du Prince Igor", which were both extremely

popular.

u Contes Russes" itself began with an orchestral prelude based on the music of a

Russian Christmas carol, to which the narrator of the stories danced. This led

straight into "Kikimora", which tells how the spirit of wickedness first came into

the world. The plot then followed that of the 1916 version, with Larionov's

bizarre and frightening designs for Kikimora and her cat causing a lot of

excitement. An orchestral lament and danced interlude followed "Kikimora and

introduced the story of Bova Korolevich", a kind of Russian Don Quixote. Bova

rides on his horse through the Russian steppes until he enters a country where

an evil dragon has bewitched a beautiful princess. The eight sisters of the princess

implore Bova to save her, and after a short fight with the dragon, he cuts off its

head and wakens the princess with a kiss. Despite her entreaties, however, he

then sets off in search of new adventures.

An orchestral lullaby and another danced interlude separates Bova from the last

story, that of "Baba Yoga" the ogress, who with her evil spirits haunts a deep

wood in which a little girl has lost her way. The spirits capture the girl, and

dancing around her, lead her to Baba Yaga's hut (ill. 122), where the ogress is

preparing to devour her. At the crucial moment the child makes the sign of the

cross, and the evil forces are dispelled. The orchestra then played a piece

entitled "The Legend of the Birds", before the entire ballet ended with a
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traditional Russian folk dance.

"Contes Russes" was a great success in Paris, as indeed it proved to be elsewhere.

In fact, the whole season at the Chtelet was well received, and Massine, who was

now recognised as a leading choreographer, gave Larionov a photograph of himself

as Yarilla in "Soleil de Nuit", inscribed: "To Dear Mikhail Fedorovich as a token

of our work and friendship, from his affectionate pupil Leonide Massine, Paris,

May 31st 1917". The "Ballets Russes" was next engaged in Spain; they left for

Madrid in early June, and in July set sail from Barcelona to tour South America.

Having returned to Spain in October they proceeded to Portugal, where, trapped

by the revolution, they remained until March 1918, when they made another tour

of Spain, finally returning to Paris in August 1918. During this period, therefore,

Larionov and Goncharova, who had elected to stay in Paris, saw no more of the

company.

On their return from Rome Larionov and Goncharova had again decided to stay

at the H6tel Castille in the Rue Cambon. They began to settle into Parisian

artistic life, subscribing to magazines such as Joseph Riviere's Soi-Mme,

Picabia's JJ Reverdy's Nord Sud, and Pierre Albert Birot's Sons, ldes, Couleurs.

Even so they kept in touch with events in Italy and continued to receive Casella's

Ars Nova and the magazine Procellaria (31).

Whenever possible the two artists sought information about their friends in

Russia, and when the Russian acmeist poet Nikolai Gumilev arrived in Paris

in July 1917 with his army unit (32), Larionov and Goncharova monopolised him.

During the next six months, before Gumilev was posted to London, Larionov,

Goncharova and he became extremely close. Larionov's letters to Gleb Struve

(1952-3, in 1970, B. 105), provide an illuminating insight into their relationship

at the time. Both Larionov and Goncharova provided illiustrations for a
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manuscript album of poetry that Gumilev was writing whilst in Paris, entitled

Verses (Stikhi) (ill. 1 34) (33). The two artists drew portraits of the poet (34)

and Gumilev in turn wrote a poem about his hosts and their art, called

ItGoncharova and Larionov, which he based on the Malaysian poetry form known

as the 'pantum':

"The tender and splendid East
Goncharova discovered within herself,
The grandeur of real life
Larionov sternly possesses.

Goncharova discovered within herself,
The delirium and the singing of peacock colours,
Larionov sternly possesses
The spinning of ferrous fire.

The delirium and singing of peacock colours
From India to Byzantium,
The spinning of ferrous fire -
The wailing of the subdued element.

From India to Byzantium
Who's dreaming, if not Russia?
The wailing of the subdued element -
Is this not the element renewed?

Who's dreaming, if not Russia?
Who has a dream of Christ and Buddha?
Is this not the element renewed?
Sheaves of light-rays and piles of stones.

He who dreams of Christ and Buddha
Has set forth on fantastic paths.
Sheaves of light-rays and piles of stones -
Oh, how the miners roar with laughter!

He sets forth on fantastic paths
In sweet Persian miniatures.
Oh, how the miners roar with laughter,
Everywhere, in the fields and the gloomy pits.

In sweet Persian miniatures
The grandeur of real life.
Everywhere, in the fields and the gloomy pits
The tender and splendid East."

(Gumilev: "Goncharova I Larionov", 1917, in 1964, B. 530, Tom 11, pp. 167-168
Translated by the author and Dr. A. Pyman) (35)
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During the latter half of 1917 and early 1918, whilst Larionov was at the H6tel

Castille, he continued to work for the "Ballets Russes". He was still engaged at

this time with the designs for "Le Bouffon". The score by Prokofiev, which had

been commissioned in the spring of 1915, was now completed, but Diaghilev

vacillated as to when to stage the ballet, and so plans for its production were

once again shelved. Larionov also made designs for a ballet entitled "La Fe

des Poupes". This was a ballet which Diaghilev had planned in Rome, which

would combine the music of Rossini with the libretto of the German ballet

"Die Puppenfee". However, it was Bakst, not Larionov, who was chosen as the

designer; Bakst had in fact made designs for "Die Puppenfee" as long ago as

1902, when it was staged to the music of Bayer at the Hermitage Theatre in

St. Petersburg. Larionov's only direct part in the ballet would have been the

commissioning of Respighi in Rome, to orchestrate Rossini's piano music. "La

/	 /	 ,,	 •	 ,I	 •	 ,,
Fee des Poupees or, as it was renamed, La Boutique Fantasque , was regarded

as Bakst's ballet. Nonetheless, even when Diaghilev, Massine and Bakst were

organising the choreography in Barcelona, Larionov continued to make many

designs for this ballet, although exactly why he should have done so remains

unclear (36).

A large number of Larionov's designs for this ballet were shortly after exhibited

during April and May of 1918 at the "Exposition des Oeuvres de Gontcharova et

de Larionow : I'Art Dcoratif Thtral Moderne" at the Galerie Sauvage in the

Rue St. Honors (B. 179). Both Larionov and Goncharova exhibited some of their

recent paintings here, including a rayist work, "Deux Dames" by Larionov, and

three studies or constructions for coulisses such as ill. 124, entitled "Ornements

d'Architecture". However, the major part of the exhibition comprised stage

and costume designs. Goncharova exhibited 97 designs for ballets such as "Le

Coq d'Or", "Sadko", "Liturgie", "Espana", "Triana", and "Les Noces". Larionov's

designs included 18 for "Soleil de Nuit", 3 for "Kikimora", 4 for "Baba Yoga",
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9 for "Bova Korolevich", 13 for "Khorovode" - the peasant dance at the end of

"Contes Russes", 13 for "Le Bouffon" and 22 for "La Fe des Poupes". None of

the designs for the 'mechanical' and shadow productions conceived in Rome were

exhibited here, suggesting that they were still uncompleted, and in preparation.

The exhibition attracted a great deal of attention, not least that of Apollinaire,

who noted:

"At the exhibition of 'Theatrical Costumes and Decorations' by M. Mikhail
Larionov and Mme. Nataliya Goncharova, people noticed with a great
deal of interest that the two artists left the gallery accompanied by
M. Firmin Gemier. M. Gemier is just now in the process of preparing
his next production for the Nouveau Cirque, located across the street
from the Sauvage Gallery, where the exhibition is being held. After
his production of "Aristophanes" in a circus arena, perhaps M. Gemier
is now thinking of collaborating on a play with the two decorators the
Ballets Russes have introduced to us ... Mikhail Larionov did the sets
for last year's remarkable production of 'Contes Russes'."

(Apollinaire, 1918, B. 346)

Evidently nothing came of the discussions which Larionov and Goncharova held

with Firmin Gemier, but discussions with other visitors to the exhibition proved

more fruitful. The Russian poet Valentin Parnakh agreed to collaborate with

Larionov and Goncharova on the publication of an album of their designs for the

theatre, which was to be published just one year later as Gontcharowa Larionow:

l'Art Dcoratif Thtral Moderne (B. 28). During the summer the two artists

became close friends with Parnakh; he dedicated three of his most recent poems

to them and invited Goncharova to illustrate his forthcoming book of poetry,

Samum (1919, B. 31).

At about the same time Larionov was also collaborating with Alfredo Casella.

Casella was of the same generation as Larionov, had left Italy in 1896 to study

music in Paris under Faur, had met Ravel and then travelled through Europe,

meeting Mahler, Balakirev, Rimsky-Korsakov, and Stravinsky. It was only in

1915 that he returned to Italy, with a strong determination to reform Italian
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music. He had been particularly influenced by Schoenberg's atonalism, and his

most recent works, "Pupazetti", "Sonatina", "Elegia Eroica" and "A Notte Alta",

had aroused considerable opposition. In 1917, when he first met Larionov, Casella

was founding the "Societ?i Nazionale di Musica", shortly after renamed "Societ?

Italiana di Moderna Musica", which brought together young Italian composers,

organised concerts and published the magazine Ars Nova, to which Larionov

subscribed.

Larionov and Casella already knew each other well, when in 1918 Casella invited

Larionov to collaborate on a production of Carlo Gozzi's "Donna Serpente". It

was to be a choral ballet with music by Casella and designs by Larionov. The

libretto of "Donna Serpente" was based on a fairy-tale told by the Italian dramatist

Count Carlo Gozzi (1720-1806). Larionov made a point of studying the work of

Gozzi in preparation for the production, and in particular acquainted himself with

the books Thtre Fiabesgue de Carlo Gozzi, Paris 1865 and Le Fiabe, Milan 1914

(37). The central event of "Donna Serpente" is the point at which Altidor, King of

Tiflis, curses his fairy wife Miranda and she turns into a snake. It was for Miranda

as snake-woman that Larionov made his now one extant design (iii. 135). Executed

in the same spirit as his designs for Lord Berners, this design functions both as an

ordinary puppet and as a shadow puppet. For example, the contraption in the

upper half of the design, a blue square which frames the head and an orange

triangle which is affixed to it, and which are linked by chains to a wooden bar,

evidently work as puppet strings, which allow the body to extend, contract, or

sway from side to side. The design also functions well as a shadow puppet, given

the bold outlined coils of the snake's body, its camouflaging patches, and the

rectangular panel with cut out letters, which would show up on the shadow screen

and identify the character. It may be that the two diagonal bars which appear to

support the snake are an allusion to the two rods of the shadow puppeteer which are

used in every shadw performance. Unfortunately Casella gave up the idea of "Donna

Serpente" in the form of a choral ballet, and Larionov's designs. were never used.
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During 1918 the shelling of Paris by "Big Bertha" rendered the city unsafe, and

so at the end of July, Larionov and Goncharova moved from the Htel Castille,

which had been their home for 1 6 months, and took up residence at Pivotins, in

the Commune de Vieilmanay in Nivre (2). From here they continued to keep

in contact with their friends, especially Apollinaire, Picasso and Lord Berners.

A lively and witty correspondence took place between Apollinaire and Larionov.

The former had recently published his book of poems, Calligrammes, and Larionov

seems to have delighted in sending Apollinaire 'télgrammes' which were executed

in a style similar to some of the poems in Apollinaire's book, and were evidently

meant as puns. One such 't4lgramme' from this period (ill. 136) for example,

in calligraphic style and using musical notation, recalls Apollinaire's calligramme

"Venu de Dieuze". Apollinaire, who was now working in the office of the

Minister of Colonies in the Chamber of Deputies, enjoyed replying in grand style

on official headed note paper. An example dated 16th July 1918 and sent to

Pivotins reads:

"My Dear Larionov, Thank you for your kind thoughts and for your
beautiful drawings - I haven't forgotten you, nor has Serge. I have
sent my wife to Brittany and I am working hard. Respects to
Goncharova, Regards G. Apollinaire."

(Apollinaire, 1918, in George, 1966, B. 376, p. 124)

Picasso too was eager to keep in contact. He had recently married the "Ballets

Russes" dancer Olga Koklova, and during his honeymoon on August 1 6th sent a

postcard to Larionov and Goncharova:

"My Dear Friends, Here is our address at Biarritz, 'Villa Mimoserai&,
on the Bayonne road. Do write and make us some drawings - send us
some local views. We have been married for some time. Olga is
getting better but the doctor still isn't letting her walk, for a few
days she has to rest. Apollinaire is in Brittany. Cocteau at Piquay.
Our respects and best wishes, Ever Yours, Picasso."

(Picasso, 1918, in George, 1966, B. 376, p. 122)

One of Larionov's most interesting relationships at this time was with Lord Berners
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however. Since Larionov's first meeting with the composer in Rome, they had

both maintained contact, sometimes meeting and sometimes corresponding by

long letters in which they poured out their latest ideas to each other. For

example in a letter of November 1918 to Berners, Larionov suggested the

possibility of producing three short ballets based on Berners' latest music, "Trois

Morceaux Pour Piano", as well as the publication of an Anglo-Russian art

magazine:

"... I think that it is possible to make ballets of your three new pieces,
and for my part, if you wish, I will gladly make the costumes and
dcors, and will do all that I can to this end ... I am thinking of
a magazine concerning both modern and the most ancient of art.
And I have had the idea of publishing it in Russian and English at
the same time, thus making English art known to the Russian public,
and Russian art to the English. What do you think to that? ... At
the moment all my thoughts are taken up with this magazine."

(Larionov, 27 November 1918, B. 85)

A close relationship between Berners and Larionov was also sustained by the fact

that Berners had commissioned Larionov and Goncharova to make illustrations and

cover designs for the publication of three of his scores. Larionov's two designs

for the front and back cover of "Trois Petites Marches Funbres" were never

published (38). The design for the front cover is of particular interest as it

simply represents a black square pierced by a perfect circle. It is difficult to

avoid a comparison with Malevich's "Black Square", painted in 1915 and exhibited

in Moscow at the "0.10" exhibition in December 1915. Larionov and Goncharova

however were not in agreement with Malevich, suprematism, or its artistic

implications. Already Goncharova, in the draft of an article (B. 84), had

referred to Malevich as "old fashioned", and suprematism, or the restriction of

one's work to symmetrical figures, as "absurd and boring". Given this, it is

unlikely that Larionov's 'black square' is a serious response to suprematism; more

probably it represents a witty joke: the black square has been pierced, shot

through the middle, and like the canary, the rich aunt and the statesman, is

ready to be buried.
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Larionov's illustrations for Berners' score Trois Morceaux Pour Piano and

Goncharova's frontispiece and vignette for his Le Poisson d'Or, were however

successfully published by J. & W. Chester in January and June 1919 respectively

(B. 26 & 27). For Trois Morceaux Larionov provided blue and brown drawings

(ill. 137) which are particularly evocative of the piano pieces that they accompany,

"Chinoiserie", "Vcilse Sentimentale" and Kasatchok". The flat monochrome

geometrical shapes which comprise the illustrations, the stencilled letters 	 -

scattered over the page in abandon, and the peculiar little dots, were to become

Larionov's favourite devices in both painting and book illustration during the early

1920's. The drawings are not without wit either, that for "Valse Sentimentale"

being accompanied only by the letters "Valse Sentime", a pun on 'centime'. The

illustrations would appear to have been prepared during mid 1918 and were

probably given to Berners along with three designs for shadow puppets in early

November 1918 (39). Shortly after, an enthusiastic Larionov wrote:

"I am very grateful for your many thanks, but really I am very
humbled because for me it's sufficient that these drawings pleased
you, and I am very happy ... I look forward to your music with
pleasure and I will listen to it immediately. Thank you so much
for the pieces that you are dedicating to me and Goncharova also
(Chinoiserie and Kasatchok) ... What do you think of the publication
of illustrated music? It will be for the first time."

(Larionov, 27 November 1918, B. 85)

However, on their publication the illustrations do not seem to have evoked much

enthusiasm:

"One has to spend a little time over the cover of the next item. It is
fairly easy to discover Lord Berners's name at the top - with the S turned
the wrong way. The welter of crudely stencilled letters below beat me.
I managed to make out "Chinoiserie" ... Finally I gave it up, and weakly
referred to the title page, where the necessary particulars were set out
in normal style - 'Lord Berners'. 'Chinoiserie', 'Valse Sentimentale',
'Kazatchok', for pianoforte duet. (J. & W. Chester Ltd.)'. I read further,
'Couverture, Illustrations, et Ornement de Michel Larionov'. The
illustrations must be seen to be believed. They are not likely to be
understood, and the accompanying titles are also calculated to keep one
in the dark. Thus, the casually disposed letters C H I C H I R I, with a
few floating blue and brown full-stops do not go far towards 'Chinoiserie'.
Before the second piece we read V A L E	 E N T 1 M E. Apparently
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Mr. Larionov got tired here abouts. You will notice the subtle humour
in the disposition of the S and I. Admitting that 'Valse Sentimentale'
is perhaps a rather heavy dose for a stenciller. I turned to No. 3,
feeling sure that 'Kazatchok' would not be decapitated. But evidently
Mr. Larionov had mislaid his Z and forgotten an A, for only 'Katchok'
appeared, as casually dispersed as the rest. I am aware that this
method is on a level with the modern composer's elimination of the
unessential, but in that case why not eliminate this and similar pages?
It was a relief to get on to the music. Not that this was plain sailing.
A reading at the necessary slow pace was about as comfortable as a
progress over broken glass bottles."

(The Musical Times, 1920, B. 604)

During 1919 Larionov's name became even more familiar to the English public

through his connection with the "Ballets Russes". In August 1918 the "Ballets

Russes" had arrived in London, where Diaghilev had managed to obtain a six

month season at the Coliseum. Unfortunately fourteen pieces of scenery for

Larionov's ballet "Contes Russes" had been burned in a train, during the company's

tour of South America, and whilst in London, Diaghilev decided to have these

replaced. He also took the opportunity to suggest certain additions to the ballet,

including a bizarre celebration after the "Kikimora" story, where a crowd of

peasants acclaim Kikimora and her cat. Then moving into "Bova" a new piece

was added in the form of "Lament of the Swan Princess", in which the dragon

who has bewitched the princess allows her to roam by a magic pool at night

before returning to his palace in the morning. After the battle between Bova

and the dragon, Diaghilev added another sequence entitled "Funeral of the Dragon",

where the Russian peasants carry the dragon's heads in a solemn ceremony which

suddenly turns into a celebratory dance.

Consequently, the work to be carried out on "Contes Russes" was considerable.

Massine had to create the choreography for the new additions to the ballet and

Vladimir Polunin, the company's scene painter, had to recreate the scenery

destroyed by fire and paint the new d4cors - in which he was hampered by numerous

problems (40). Larionov was involved in the revision of "Contes Russes" only a
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month before its planned premire. Diaghilev had first asked Polunin to design

a drop-curtain for the "Lament of the Swan Princess", and only when Polunin

refused and insisted on a design from Larionov, did Diaghilev send a telegram to

the artist on November 26th (41). Larionov made the required designs and

supplied them by post in early December, along with two letters (B. 86 & 87),

in which he suggested changes to some of the costumes and dances, ideas which

were politely ignored by the recipient. Furthermore, taking advantage of Larionov's

absence, Polunin records that:

"Diaghileff decided to have the scene for the third act painted in
green, remarking "I want it to be spring-like, instead of looking
like a banana forest". And the scene took on the aspect of Spring
much to the displeasure of the designer (as I learned later). But
Diaghileff persuaded him that, owing to the difficulty of procuring
ochre in London in war time (!) green tones had perforce to be used."

(Polunin, 1927, B. 623, p. 27)

The English premire of "Contes Russes" on 23rd December 1918 was, despite all

the problems, a triumph for the "Ballets Russes" and for Larionov, and was

enthusiastically reviewed by newspapers and magazines. Roger Fry wrote that

the ballet was "the most lovely spectacle that I've ever seen on stage" (Fry, in

1972, B. 510, letter 441). The critic of The Times thought that Larionov's

designs for the devils in "Baba Yoga" might suggest a new line in Christmas toys,

and went on to declare:

"... the grotesque setting is so quaint and unlike anything that one
usually associates with a children's entertainment, the dancing of
the whole team is so exhilarating, that one cannot wonder. at the
enthusiasm which greeted it."

(The Times, 1918, B. 694)

The "Ballets Russes" remained in London not only during Christmas of 1918, but

throughout the whole of 1919. They finished their season at the Coliseum at the

end of March, went on a two week visit to Manchester in April, and then at the

end of the month returned to London for a season at the Alhambra. They broke

for holidays during August and September, and then began a three month season
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at the Empire which ended on 20th December 1919. Throughout the entire year

Larionov's ballets continued to excite the public and as late as November 1919 were

still attracting favourable criticism:

"... "Children's Tales" and "The Midnight Sun". Both are Russian in
subject, designed as to scenery and costumes by Larionoff, whose
handling of the opportunities for colour which these peasant dances
and folk tales provide is triumphantly daring. The peculiar
fascination of "Children's Tales" is hard to define; but it might be
written of these strange little tableaux of witches, dragons and
enchanted swan maidens, as Pushkin wrote of the wise cat and
other marvels which form the theme of Rimsky-Korsakoff's "A
Fairy Tale" : "There dwells the true spirit of Russia. I have been
there" ... to what fantastic lengths the Russians can indulge the
childish vein of fancy, and by very abandon turn the ridiculous
into the sublime. If "Alice in Wonderland" is capable at all of
presentation on the stage, these are the people who could do it."

(Johnson, 1919, B. 547)

It is doubtful whether Larionov came to London to attend the premire of the

revised ' t Contes Russes" at the Coliseum. He did however, have an eye to the

appreciation of his work in England, and during December 1918 - January 1919

he had established postal contact with Roger Fry. In a letter to Andre Gide of

9th February 1 919, Fry wrote that Larionov had sent him "some most interesting

letters" about his designs for the "Ballets Russes", and that he in turn was writing

an article about Larionov for the Burlington Magazine (Fry, in 1972, B. 510,

letter 446). Although Larionov had not as yet met Fry (see p. 318), he executed

a splendid watercolour Qnd collage portrait of him (ill. 138). In style it is

reminiscent of the portrait of Apollinaire on Larionov's "t4lgramme" (ill. 136),

especially in the use of bold lines to construct the portrait and surrounding

geometrical forms, in the device of the cross-hatched grid, which also occurs

in the "Portrait of Stravinsky" (iii. 11 6), and in the use of a thin wash for shading

purposes. Most remarkable is Larionov's use of collage. Although he remained

fascinated by reproduced and printed images and enjoyed using their stylistic

qualities in his work, such as the stencil-style date in this portrait, he seldom

incorporated actual items such as the news-print letters into his work. Once
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again Larionov's innate wit is revealed by his use of a piece of flower ribbon to

allude to Fry's bow-tie.

His friendship with Roger Fry led in February to the organisation of an unusual

joint exhibition at the Omega Workshops in London. The "Exhibition of Sketches

by M. Larionov and Drawings by the Girls of Dudley High School" (B. 180) opened

on February 21st and featured 13 works by Larionov and an unknown number-of

drawings by the girls from Dudley, who were taught by Marion Richardson, one

of the pioneers of British art education. Larionov's contribution consisted of

his recent experimental theatre designs, three from "Histoires Naturelles", two

for "Trots Petites Marches Funbres", and one each for "Donna Serpente" and

"The Queen of Ethiopia" (42). He also showed some drawings on blue and brown

paper. Apart from the list of Larionov's exhibits, the rest of the catalogue,

which was written by Roger Fry, was devoted entirely to Marion Richardson and

her pupils.

Richardson had studied at Birmingham Art School under Catterson Smith, a former

assistant of Burne-Jones and William Morris, who advocated the artistic expression

of mental imagery, and taught his students to paint what they remembered,

imagined or visualised in their mind. Having become art mistress at Dudley High

School in 1912, Richardson began to develop her own techniques of teaching art,

based on the work of Catterson Smith. Like him she encouraged her pupils to

give artistic expression to their mental imagery. To help them she devised the

technique of the "word picture". The pupils closed their eyes and listened to

Richardson's description of a 'picture' she hod seen. The children were then

asked to paint the picture which had evolved in their own mind during the

description. They were then encouraged to criticise and discuss their own work,

making written evaluations.
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The collaboration of Larionov, Fry and Richardson upon the Omega exhibition

is not as surprising as it may seem, as the exhibition was an expression of a

mutual interest - the relationship between fauve, expressionist and flea-primitive

trends in contemporary painting, and children's art. The subject had been of

importance in the development of Rus5ian neo-primitivism (pp. 137-141).

Moreover Larionov, who maintained a deep interest in the art of children

throughout his life, would have been fascinated by Richardson's techniques of

art teaching as well as by the remarkable results achieved by her pupils. Roger

Fry had also long been interested in the equivalence between the work of artists

such as Larionov, who had exhibited at his "Second Post-Impressionist Exhibition",

and the art of children. The subject was an important theme of his writings (43),

and in 1917 he tried to provoke discussion of the topic by arranging the exhibflion

"Drawings by Children of Artists". At this exhibition he first met Richardson,

and immediately added to it some drawings by her pupils. Richardson too had

been intrigued by the same question ever since 1 91 2, when she visited the

"Second Post-Impressionist Exhibition" and was astounded by the similarities she

observed between the paintings and the work of her own pupils.

Also, between Richardson and Larionov there existed a mutual appreciation of

each other's work, which during 1919 and 1920 yielded surprising results for both

parties. In late 1918 or early 1919 Fry had introduced Richardson to the "Ballets

Russes". Consequently she was allowed to attend rehearsals, saw behind the scenes

and met the company. In the "Ballets Russes" she discovered rich source material

for her teaching work, as scenes from the ballets made exciting "word pictures"

for the children. The head-mistress at Dudley at that time remembered:

"Many a time Marion went up to London after school to see the
Russian Ballet, returned by the last train, and walked from Dudley
Post, getting home after midnight. The next day she gave the
children vivid word pictures of the ballets she had seen, with the
result that many lovely paintings were made."

(Athene, 1947, B. 448)
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In the Marion Richardson Archive itself there is also a letter from an old pupil,

Mary Hart, which recalls how she and other children used to gather around

Richardson's feet and listen to her descriptions of the Russian Ballet (44).

The most potent influence upon Richardson, however, was exerted by the designs

of Larionov, especially those for "Soleil de Nuit", and during 1919 she based many

of her "word pictures" upon them. In her autobiography she states:

"We had already made a series of drawings from my description of
the ballets "Children's Tales" and "The Midnight Sun". Roger Fry
had been especially pleased with them ..."

(Richardson, 1948, B. 635, p. 33)

Indeed, 46 children's paintings based on Richardson's descriptions of the ballets

still exist in the Marion Richardson Archive, 17 of which can be positively

identified as being based upon "word pictures" of Larionov's "Soleil de Nuit" (45).

The majority of these, like that by Muriel Church (ill. 139) reproduce the string

of smiling suns which were painted on the backcloth, as well as the device of the

suns strapped to Massine's hands and the decorative red and green coulisses.

Others, such as that by Ada Thacker (ill. 140), are much more imaginative and

are less a straightforward transcription of Richardson's "word pictures". Ada

evidently remembered Richardson's description of the long shirt sleeves worn by

Larionov's buffoons (ill. nfl, but imagined her own backcloth with two windows

and a door, and a magnificent blue sun emanating broad gold and orange rays.

Five of the "Soleil de Nuit" 'word pictures' were dated by the children as being

painted during March 1919, and the coincidence between this date and Larionov's

exhibition at the Omega with Richardson's pupils raises some fascinating but at

present unanswerable questions about the creative relationship between artist and

art teacher at this time. Richardson's use of Larioriov's theatrical design concepts

for her "word pictures" represents a most unusual reciprocal influence of Fine Art

upon child art. Larionov's work thus played a fascinating if limited role in the
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development of art education in Britain.

A year later, in 1 920, Richardson's influence was to make itself felt upon

Larionov and Goncharova. In order to supplement their poor income,

Goncharova was to take a job in a Parisian school as an art teacher, in which

she adopted the methods of Marion Richardson. Shortly after meeting Larionov

and Goncharova for the first time, in Paris in April 1 920, Roger Fry affirmed

this:

"Gontcha is a brown round-faced Tartar, very sympathetic. She
teaches children and showed me marvellous results working on
Marion Richardson's lines ..."

(Fry, in 1972, B. 510, letter 472)

Roger Fry must have played a crucial role in the relationship between Richardson

and Larionov. He had not only championed Richardson's cause since 1917, but

now in 1919 became the first person to acclaim Larionov's theatrical work in

Britain. In a scholarly article published in the March volume of Burlington

Magazine (B. 371), he reproduced and discussed not only Larionov's work "Soleil

de Nuit" and "Contes Russes", but also the mechanical costume and shadow puppet

designs then on display in the Omega exhibition. In particular Fry admired

Larionov's original and skilful use of colour, as well as his ability to evolve forms

in both costume and puppet design which expressed not only the nature of that

particular character, but which suited the specific movements it would make.

His conclusion was that in modern history Larionov was the first to have set "a

real work of visual art within the frame of a proscenium".

The spring of 1919 was a crucial period for Larionov, as he was now in a position

to sum up the different approaches that he had made towards theatrical design

since his first collaboration with Diaghilev in 1915. Both Larionov and Goncharova

were in fact undertaking a review of their theatrical work in the form of on album
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of representative designs, which they were to publish under the title

Gontcharowa Larionow : PArt Dcoratif Th42itrol Moderrie. In the album,

Larionov's neo-primitive approach was differentiated from his more experimental

approach to theatrical design. These were the two poles of his work, the two

courses which he had elaborated since 1915, and which were to find a resolution

in his designs for "Chout" in 1921. At present, though, the way ahead was

obscured by more practical and urgent considerations. 	 -

Larionov and Goncharova had now temporarily given up hope of returning to

Russia. The country was deep in civil war, their friends had fled from Moscow

and Petrograd. Kruchenuikh and the Zdanevich brothers were in Tiflis, David

Burlyuk had fled with his family to Vladivostok and was preparing to move to

Japan, and many who had the means, such as the family of Mary Chamot

(Goncharovcfs future biographer), had already taken a ferry for Bergen and left

their homeland for good. Larionov and Goncharova now decided to end their

years of wandering and to establish a home in Paris, at least until events in

Russia had settled. Accordingly on 5th May 1919 the two artists left Pivotins

and returned to Paris, where they rented a small fourth floor flat at No. 43 Rue

de Seine, and a small studio at No. 13 Rue Visconti(Now a new period began in

Larionov's life. It was to be a decade full of excitement and optimism after

the war, a time when Montparnasse beckoned and Larionov became a leading

member of the School of Paris.
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CHAPTER 8 - NOTES

1. Olga Resnevich-Signorelli was the wife of the famous Italian surgeon

Signorelli. Eva Kuhn was the wife of Giovanni Amendola, who opposed

the rise of fascism in Italy in the early 1220's and was the leader of the

opposition to Mussolini in Parliament before the dictatorship in 1 926.

Raissa Olkienskaya-Naldi was the wife of an influential Italian.newspaper

director.

2. Details concerning Larionov and Goncharova's visits abroad are recorded

in their statements supplied to the Ministre de Ia Justice in 1938 in support

of their applications for French naturalisation. These are preserved inthe

Ministre des Affaires Sociales et de la Solidarit Nationale, see B. 395.

3. The premire of Le Coq d'Or" had been intended for May 21st, however,

the costumes which were being made up by the Taldikin Company of Moscow

from Goncharova's designs, failed to arrive in Paris on time, and so the

premiere was postponed until the 24th. Both Kochno, 1973, B. 565, pp. 99

and Fokine, 1961, B. 505, p. 233 cite the advertised date as that of the

premiere.

4. See Chapter 2, pp. 106-107, n. 17.

5. George is mistaken about a number of the theatrical personalities that he

cites as being present. Nijinsky was in fact in Vienna at the time (Buckle,

1971, B. 472, p. 414), and Diaghilev, Fokine, and Karsavina were in London

in the middle of their season at the Theatre Royal, Drury Lane. Diaghilev

could perhaps have returned for the opening, but this is unlikely.
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6. Lacerba (Florence), 1 July 1914, Anno II, No. 13, P. 207.

7. "He was there at the start of the Russian offensive, in eastern Prussia;

he was concussed over there by a shell ..." (Fotinsky, l960's, B. 436).

8. Bowlt, 1976, B. 469, p. 299, n. 25.

9. See Denisov, 1916, B. 491, Mayakovsky, 1955, B. 598, pp. 355, 451-452,

Katanyan, 1956, B. 554, p. 67, and Apollo (Apollon) (B. 443), February 1915,

No. 2, p. 71. For colour plates of many of the works produced by "The

Contemporary Lubok" ("Segodnyashny Lubok") see Rudenstine, 1981, B. 644,

plates 946-964.

10. On the declaration of war "Boulevard Venus" along with all the other works

which had been on show at the Galerie Paul Guillaume, were being exhibited

at the Der Sturm Gallery in Berlin. As a state of war existed between

Germany and Russia the paintings could not be returned, so Herwarth Walden

put the paintings into store and kept them safe until after the war, when

having sold a few to cover his expenses, he returned the rest to Lorionov

and Goncharova in Paris. See Chamot, 1979, B. 358, p. 17.

11. Lacerba (Florence), 10 April 1915, Anno III, No. 15, p. 125. Sprovieri in

1983, B. 424, records that it was Soffici who re-titled the drawing.

12. "Nataliya Goncharova and Mikhail Larionov, who were in France when the

war broke out, were able to return to Russia. Larionov, serving as a

sergeant in one of the regiments that invaded East Prussia, was wounded

near the Masurian Lakes ... Since these details need no commentaries, I

shall close up shop. Besides, I have things to do." (Apollinaire : "Living
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Art and the War", in Le Petit Messager des Arts et des Industries d'Art

(Paris), 1 March 1915. Trans. into English in 1972, B. 442, PP. 439-441.'

13. Reproduced in Loguine, 1971, B. 388, p. 200.

14. Eurythmics is a term which denotes a system of rhythmical bodily

movements which directly expresses the time values of the accompanying

music, the crotchet being taken as the unit, which equates to one step.

The system was developed by Jacques Emile Dalcroze (1865-1950), who

by 1911 had founded an institute at Hellerau in Bavaria where he researched

and taught eurythmics. Diaghilev and Nijinsky were particularly attracted

by his work, and in 1913 Nijinsky introduced eurythmics into the two

ballets "Jeux" and "Le Sacre du Printemps". In Jeux" the dancing

synchronised exactly with the beat of the music, but in Le Sacre du

Printemps" he ingeniously varied the use of eurythmics so that the dancing

acted as a rhythmical counterpoint to the music. Larionov and Massine

evidently made their own study of eurythmics in preparation for the

choreography of "Liturgie". Larionov obtained an illustrated manual Der

Rhythrrius Em Jahrbuch, Hellerau Bildungsanstalt Jacques Daicroze, Jena,

1911, and it may be that he and Massine, whilst at Ouchy, paid a visit to

the Institute of Daicroze, which had recently moved to Geneva. Larionov's

copy of Der Rhythmus is located in the National Art Library, The Victoria

and Albert Museum, London.

15. For a discussion of the ideology of the "Ballets Russes" and its aspiration

towards the concept of the 'gesamtkunstwerk', see Bazarov, 1975, B. 460

and Grigoriev, 1953, B. 528, p. 107.
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16. "1 saw Goncharova and Larionov again in December 1915, during leave-time,

I bumped into them at the corner of Rue Visconti, in that area of St.

Germain-des-Pr&s, where they came to pass fifty years of their life. A

firm and fervent friendship was established between us." (George, in

Loguine, 1971, B. 388, p. 80). A letter from Fernand Lger to Larionov

dated 13 January 1916 is reproduced in George, 1966, B. 376, p. 120.

17. The Ukrainians use many schematic designs in the decoration of their 'pysanki',

each of which has a specific meaning and represents a specific concept or

object. These designs are not simply arbitrary decorations, but are a

pictorial vocabulary which has evolved over generations. Recently a

number of works have been published which discuss and identify these

traditional designs and their meanings, see, for example, B. 696.

18. It has previously been thought that from Spain Larionov and Goncharova

returned to Paris. This does not seem to be the case as Grigoriev in

Loguine, 1971, B. 388, p. 109, remembered that from Spain, Larionov and

Goncharova accompanied the small group to Rome : "After the departure

of the main body of the troupe, we left Spain to take up our winter quarters

in Italy. Larionov and Goncharova went with us." This also agrees with the

account given in Larionov and Goncharova's naturalisation applications (n. 2),

where it is clear that the artists did not return to Paris having left Spain,

but proceeded to Italy.

19. The poster, inscribed "With kindest and affectionate regards to Larionow and

to Gontcharova, F.T. Marinetti, Enrico Prampolini", is reproduced in George,

1966, B. 376, p. 122.
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20. See Marinetti's manifesto "The Variety Theatre" in Lacerba (Florence),

1 October 1913. Trans. into English in Apollonio, 1973, B. 444, pp. 126-131.

21. The earliest published date for "Histoires Naturelles" occurs in 1921, B. 190,

where the design for the "Peacock" is dated 1917. Shortly after in 1922,

B. 196, the "Peacock", "Kingfisher" and "Cricket" are dated Paris 1917.

Later in 1930, B. 61, the "Peacock" and "Histoires Naturelles" itself were

re-dated as Lausanne 1916. Using this as a source Lifar in 1940, B. 578,

reproduced this as the date for "I-listoires Naturelles". Fifteen years later

in 1955, B. 65, the "Peacock" and "Histoires Naturelles" were again re-dated,

this time as Lausanne 1915. Subsequently this has become the accepted date.

No other authorities, such as Grigoriev or Massine, mention the ballet. '1n

this thesis the first published dates of 1917 are accepted as being correct

because (a) the designs in their experimental nature are compatible with

those executed for Berners and Casella - which can be dated to 1917-1919

and (b) had any of the designs been completed, it is more than likely that

Larionov would have exhibited them at the 1918 Sauvage exhibition, (B. 179),

which provided a retrospective of all his ballet projects since joining Diaghilev

in 1915. They were probably finished after this exhibition, as they were

constantly exhibited by Larionov from February 1919 onwards, e.g. B. 180,

181, 190, 196, etc.

22. "Pagliacci e Uomo dai Baffi", "Selvaggio Rosso" and "Ballerina Rosa" were

reproduced in Ars Nova (Rome), .April 1918, Anno II, No. 5, pp. 5-6.

Larionov subscribed to Ars Nova from December 1917 to March 1919. His

personal copies are preserved in the National Art Library, the Victoria &

Albert Museum, London.
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23. Craig played a crucial role in the development of European theatre from

the turn of the century onwards. At first an actor in Britain, he moved

into stage design and worked with Isadora Duncan, Max Reinhardt,

Eleonara Duse, and Stanislavsky. In 1907 he settled in Florence and a

year later made his dbut as a leading theorist and writer on the theatre,

where he began to publish his magazine The Mask : A Monthly Journal of

the Art of the Theatre, which continued for 21 years and was dedicated to

a rejuvenation of all aspects of the theatre.

24. The setting comprised simple screens of ordinary canvas stretched over

wooden frames, which could be moved around to suggest a variety of

architectural forms, corners, streets and niches. The character of Hamlet

was required to be present on the stage at all times and there was great

emphasis on the light effects. The play had a great success and made an

important impact upon Tairov and Meyerkhol'd (see Slonim, 1963, B. 670,

p. 159) and on the staging of Mayakovsky's play "Vladimir Mayakovsky

A Tragedy 11 (see Compton, 1978, B. 483, pp. 51-52).

25. Larionov's volumes of The Mask : A Monthly Journal of the Art of the

Theatre (Florence) 1908-1915, 1918-1919 and 1923-1929, are preserved

in the National Art Library, Victoria & Albert Museum, London.

26. When still a young boy, Berners had made his own toy theatre out of an

old doll's house in which to stage Wagner's "Ring Cycle" ! In this child's

production the remarkable thing was the lighting system which Berners

devised: "I felt it would be simpler to rely on daylight for my lighting

effects, I placed the theatre in a bow window and, covering the window

panes with coloured gelatine and tissue paper, arranged blinds and shutters

so that the light could be directed on to any part of the stage required."
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(Berners, 1 945, B. 463, P. 90). In effect Berners had invented a theatre

where a prominent role was played by the effect of coloured lights.

27. Pollock's Toy Museum in London possess a fine example of such a theatre.

28. Louis Lemercier de Neuville : Les Pupazzi Noirs, Ombres Animes ... Notice

Historigue sur les Ombres, Construction du Thtre et des Ombres, Macination

des Personnages, Intermdes et Pieces. Cinguante-trois Modles d'Ombres,

Paris, 1896. Larionov possessed two copies of this work both of which are

now located in the National Art Library, Victoria & Albert Museum, London.

•	 •'	 ,
He also possessed a charming children s book Ornbromanie. Deuxieme Serie,

Paris, 1860, which comprises 18 plates showing children how to manipulate

their hands so as to cast hand shadows against the wall. It is located in

the same collection.

29. This is the date recorded in Larionov and Goncharova's naturalisation

applications (n. 2). This conflicts with Chamot's account of how

Goncharova spent the summer of 1917. In 1972, B. 357, p. 131 she states:

"Before returning to Paris in the month of October, Goncharova visits

Florence, Venice and Turin". In a letter to the author of 1 February 1982

concerning this, Mary Chamot's source for this information was unclear.

As there is no further evidence to support her statement the date of

April 4th is accepted here as that on which both Larionov and Goncharova

returned to Paris.

30. See for example Loguine, 1971, B. 388, p. 102. Larionov's favourite method

of caricaturing the "Ballets Russes" was to portray its leading personalities

as dogs. Many of these drawings still exist and have been frequently

reproduced, e.g. Larionov, 1970, B. 116, pp. 38-39, 71. These are always
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difficult to date precisely, save for those which feature Lifar and

Apollinaire with a halo, which must have been executed after the mid-

1920's when Lifar had come to prominence and Apollinaire had died. The

problem is compounded in that Larionov continued to make drawings of

the uBallets Russes" late into his career, and only initialled and dated his

drawings in the years before his death, in a spidery hand.

31. Larionov's personal copies of all these magazines are now located in the

National Art Library, Victoria & Albert Museum, London.

32. On the declaration of war in 1914 Gumilev had enlisted as a private. During

1915 he won the St. George Cross twice and in April 1916 was promoted and

transferred to a regiment on the eastern front. In the spring of 1917 he was

again transferred and ordered to join the Russian brigades at Salonika.

Gumilev left Russia in May and travelled via Finland, Sweden, Norway,

England (he stayed in London briefly) to Paris, where he arrived in July.

For some reason - perhaps a lull on the Salonika front, his orders were

changed and he was attached to the Provisional Government's Military

Commissariat in Paris. He remained here for six months and at the

beginning of 1918 requested to be attached to the British Army fighting

in Mesopotamia. His request was approved and at the end of January 1918,

he left Paris for London where he stayed for three months, and then, as his

plans did not work out, he returned to Russia.

33. The manuscript of the book with Larionov and Goncharova's illustrations

is now in the collection of Professor Gleb Struve, California, U.S.A.

34. For that by Larionov, see Loguine, 1971, B. 388, p. 70, and for two by

Goncharova see Gumilev, 1964, B. 530, Tom II, frontispiece, and Salmina-
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Haskell, 1972, B. 653, pl. XXI, No. 66.

35. The poem was first published in Northern Lights (Spolokhi) (Berlin), 1922,

No. 4.

36. Shortly after this Diaghilev stopped the production of the ballet and it was

not until 1919 that he suddenly decided to stage it again and wrote to Bokst,

demanding maquettes. Bakst who was annoyed at Diaghilev's temperamental

behaviour replied that he would complete them in his own time, and that if

Diaghilev needed designs quickly he should approach another artist. Diaghilev

immediately gave the commission to Andr4 Derain.

37. Larionov's personal copies of Count Carlo Gozzi : Thtre Fiabesgue de

Carlo Gozzi, Paris, 1865 and Le Fiabe. Con un Discorso di R. Guastalla,

Milan, 1914 are both located in the National Art Library, Victoria & Albert

Museum, London.

38. Both designs were exhibited recently at the Lord Berners Centenary

Exhibition, (1 983, B. 335) and are located in the archives of J. & W. Chester,

London.

39. A meeting evidently took place between Berners and Larionov in early

November 1918. One of the three original designs for shadow puppets by

Larionov in the collection of Mr. Gavin Bryars, London, is inscribed:

"Marche Funbre sur le Mort d'une tante i hritage. Personnage. Dedi

Tyrwitt (Berners' name before his Baronetcy) Novembre 918 Paris."

40. Lacking canvas, Polunin had to paint the scenery on the reverse of existing

curtains and back-drops, and directly on top of some old ones such as
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those for "l'Aprs-Midi d'un Faune". A disastrous but unavoidable result

of this was that after a while the aniline paints which had been used for

the older designs began to show through the newly-painted surface.

Continuous re-painting was the only answer to the reddish tints which

showed through the newly painted drop curtain of "Lament of the Swan

Princess", and the green aniline which showed through Bova's horse. A

lack of stout thread meant that the canvas had to be sewn with cotton, -

with the result that, during a performance, one of the curtains split in

two. Certain pigments such as vermillion were also extremely difficult

to obtain.

41. See B. 324, item No. 204, which reads: "We wish to add, ballet of Liado'i-

a small dance, meeting of Bova with Swan Princess, am 1 able to receive

by the latest 8th December poetic curtain sketch, magic lake, moon-light,

possible with silver colour framed folk ornament. Serge Diaghilev".

42. A design by Larionov for "The Queen of Ethiopia" was auctioned by

Sotheby's of New York, in their sale of 15 December 1977, item 85.

Larionov's mechanical and shadow theatre designs would have been much

appreciated at the Omega, as already during 1913-1914 Roger Fry had made

a toy theatre there and.Winifred Gill had made paper puppets with pivoted

joints for a "Castanet Dance", a "Shawl Dance" and a "Blue Butterfly Dance".

Before joining the Omega, Gill had had her own puppet show in Guildford.

The toy theatre now in Bethnal Green Museum of Childhood and Gill's

puppets now in the Courtauld Institute Galleries, were recently shown as

exhibits W.4 and D.43 in the exhibition The Omega Workshops 1913-1919

Decorative Arts of Bloomsbury, Crafts Council Gallery, London, January -

March 1984.
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43. See for example Roger Fry : Vision and Design; Letters, 1972, B. 510,

Nos. 394, 396, 399, 447 & 472 and Burlington Magazine, June 1917.

44. Marion Richardson Archive, School of Art Education, City of Birmingham

Polytechnic, item 3071.

45. Marion Richardson Archive, items 4429-4474. Those based on descriptions

of "Soleil de Nuit" include 4431, 4433, 4436, 4438, 4440, 4441, 11H, 4446,

4447, 4448, 4453, 4454, 4461, 4466, 4468, 4469 & 4473.
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CHAPTER 9

MONTPARNASSE BIENVENUE 1919 - 1929

RESPONSES TO THE SCHOOL OF PARIS AND THE SOVIETS

The arrival of Larionov and Goncharova in Paris in May 1919 was celebrated one

month later by a large exhibition at the Galerie Barbazanges in the Rue Faubourg

St. Honors. The."Exposition des Oeuvres de Gontcharova et de Larionow : L'Art

Dcoratif Thtral Moderne" in June 1919 (B. 181) was little different from the

exhibition at the Galerie Sauvage the year before. Goncharova exhibited her

recent paintings, and designs for the same ballets, but contributed a further 27

designs for "Liturgie to this exhibition. Larionov also showed the same paintings

and designs that he had shown at the Sauvage, which included work for the ballets

"Soleil de Nuit", "Contes Russes, "Le Bouffon", and "Fe des Poupes". However,

in addition to these he exhibited for the first time 17 illustrations for the music

of Lord Berners including those recently published by Chester, 5 mechanical

costume designs for Berners' Trois Petites Marches Funbres, 12 designs for

"Histoires Naturelle&', 3 for Donna Serpente" and a selection of watercolours,

drawings, masks and make-up designs.

Concurrent with the exhibition was the publication in three editions of Gontcharova

Larionow : L'Art Dcoratif Thtral Moderne (B. 28), which comprised a text about

the two artists written by Valentin Parnakh, and reproductions in the form of pochoirs

and prints of several of the designs on display (1). The ordinary edition of Art

Thtral offered six designs by Goncharova and eight by Larionov. Those by

Larionov included drawings for "Le Bouffon" and "Kikimora", three mechanical

costumes, "The Swan", "The Peacock" (ill. 126), and "The Cricket" (ill. 127) and

a make-up design for "Histoires Nat'ure1les' a design for Berners' shadow theatre

(ill. 132) and "The Kingfisher" (ill. 130). The more expensive version of Art Thtral

included two extra Larionov pochoirs "Theatrical Mask" and "Dance-Balance". The
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text by Parnakh is not historically accurate but is important, as it details

Larionov's interests, his ideas about dance and theatre, as well as discussing the

projects with which he was then involved. Two particular ballets are mentioned

as being in preparation: "The Manure Heap" concerned with the rhythmical

movements of a farmer as he ploughs his fields and plants his beans in the furrows,

and "The Bureau of Ideas", where people buy ideas from a bureau, which they

subsequently corrupt when they put them into practice. Unfortunately neither

of these productions by Larionov seem to have been completed or staged.

During the summer of 1919 Larionov, with the aid of Pierre Bertin, organised

several soires at the Galerie Barbazanges. For example, two evening concerts

and a literary afternoon were organised by them in association with the Larionov

and Goncharova exhibition. Here on June 18th, 20th and 24th, music by Stravinsky,

Berners, and "Les Six" was played, and readings given of Satie's "Sokrate", and of

the poems of Jacob, Cocteau, Cendrars, and Reverdy.

A few weeks after this, on July 1 2th, Larionov organised another soiree at the

Barbazanges, in aid of the Russian Canteen for Free Meals. Originally Larionov

had wanted to perform his "Commedia dell'Art Moderna" at this event, along with

his "Conference of Peace" which celebrated the signing of the Versailles Peace

Treaty on 28th June (2). However at the last moment and for unknown reasons,

the production of the two theatrical pieces had to be replaced by a mixed

programme of poetry, music and theatre. Larionov had to design a new programme

cover, and invited Parnakh, Cendrars, and Cocteau to read their poetry, Lipkovska

to sing some Russian songs, Sonya Paviova to dance, and the Meyer family,

Koubitsky and Casella to play music by Stravinsky, Satie and Casella's own "Pagine

di Guerra".



- 333 -

At this time, life for Larionov seems to have consisted in organising and

attending the numerous soires that took place in the leading Parisian galleries.

As Pierre Bertin stated:

"In the small musical and theatrical soires that I used to organise
in the days after the War, where the programmes comprised the
names of Satie, Milhaud, Cendrars, Apollinaire, Salmon, Cocteau,
and Fargue, he (Larionov) was the first to associate himself with
this small world of artists and fashionable people which crowded
the galeries of Paul Guillaume, Barbazanges and of Poiret."

(Bertin, in Loguine, 1971, B. 388, p. 86)

If not at a soiree, Larionov could usually be found in one of the cafs in St.

Germain: the Cafe Flore, Aux Deux Magots, Au Petit St. Benot, or in Montparnasse:

La Rotonde, Le D8me; all of which were meeting places for artists and intellectuals.

Consequently Larionov did little creative work. Those who knew him intimately

ascribed this to the nervous condition from which he was suffering (see pp. 277-278),

but others (Stravinsky for example) believed that like Oblomov, Larionov enjoyed

a vocation for laziness and that Goncharova did most of the work. Vera Popova

gave another point of view when whe stated:

"In fact, Larionov was Goncharova's impressario from the start of
their Parisian life. He went everywhere, knew everyone, and obtained
all her commissions himself, whilst Goncharova never moved but
remained at home to work."

(V. Popova, in Loguine 1971, B. 388, p. 157)

Now that the two artists had a permanent address in Paris they were able to

resume contact with their families and friends in Russia. Il'ya Zdanevich wrote

from Tiflis and asked Goncharova to provide five illustrations for his play "A

Donkey for Rent" ("Asel Naprakat"), which was published in the miscellany To Sofiya

Georgievna Mel'nikova: The Fantastic Caf4 (Sof ii Georgievne Mel'nikovoi: Fantastichesky

Kabachek) (B. 30), in September 1919.

Towards the end of the year Larionov probably received news of the death of his

brother Ivan, killed whilst fighting in the Red Army in November. In fact it was

probably due to the death of his brother that Larionov now became fascinated by
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Aleksandr Blok's revolutionary poem "The Twelve" ("Dvenadtsat"), about the

soldiers of the Red Army. During early 1920 Larionov, Goncharova and Serge

Romoff prepared two versions of the poem for publication by Povolotsky. The

Twelve. The Scythians (Dvenadtsat'. Skifui) (B. 33) was published in Russia with

illustrations by both Larionov and Goncharova, and Les Douze (B. 32) in French

with illustrations by Larionov only. For the Russian edition Larionov made 3 bold

designs for the main characters of "The Twelve" ("Dvenadtsat"). They include two

of the twelve soldiers, who are conceived as apostles of the Revolution, Katya the

prostitute and Vanku her client, and the mangy cur who follows the twelve as they

trek through the snow. For "The Scythians" ("Skifui") Larionov chose more to

illustrate the metaphors of the poem. Thus the reference in verse 5 to "Doom

spreading her wings" is interpreted as one of Larionov's neo-primitive birds flying

over a skull. Two of the most impressive illustrations, however, are one of leering

masks which accompanies verse 15: "We shall turn our other side to you revealing

our Asiatic self", and another, a magnificent design executed in the style of a

Turkish shadow puppet, which illustrates the reference to the Scythians being able

to tame horses.

The two books were published in the summer of 1920, and almost immediately

afterwards Chatto and Windus in London organised an English translation of the

book by C.E. Bechhofer. Having made his translation, Bechhofer applied to

Larionov for permission to reproduce in the English translation the drawings which

had appeared in the French version. Bechhofer received permission from Larionov

on June 16th, however, the book, though ready for printing, could not go ahead

without Larionov's actual drawings. For a week Bechhofer desperately tried to

get Larionov to send them, Larionov delayed. Finally on June 22nd Chatto

received a letter from a desperate Bechhofer:

"I have just received a note from Larionov saying that he is holding
up the illustrations for 'a day or two', in order to prepare a better
cover than the one he made for the French edition of The Twelve.
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I think that he will go on delaying	 La. &ui.s	 unless something
drastic is done."

(Bechhofer, 22 June 1920, Chatto & Windus Archive, Reading University
Library)

Something drastic evidently was done and the book with Larionov's drawings and

two new cover designs was published as The Twelve (B. 34) on November 4th.

7—,
The frontispiece drawing by Larionov (ill. 10) is based on the 1911 painting

"Soldier's Head" (in George, 1966, B. 376, p. 121), but here the crude and obscene

comments which are scribbled across the soldier's face, and which dominate the

work, are much more explicit. It is perhaps the most vulgar of any of Larionov's

works. The other illustrations follow the action of the poem quite closely and

offer fascinating visual interpretations of the events and characters of the poem.

They include the old woman weeping at the sight of a Soviet banner, the bourgeois

lost at the cross-roads and looking like a question mark, the fine woman who slips

in the snow, Vanka and Katya in bed together, the mangy cur - a literary symbol

for the Devil, the soldiers marching, and at their head Jesus Christ. The cover

designs (iii. 141) are executed in a new and vigorous way to match the content

of the poem. The device of the dots and circles found in the illustrations for

Lord Berners (iii. 137), is used again here, perhaps to represent the bullets from

the guns. Of especial importance though is the geometricisation of the human

figure, depicted by thick stepped lines and irregular monochrome blocks, which

achieves a monumental statuesque effect, akin to ancient South American

sculpture, which elevates the soldiers of the Red Army to the plane of mythical

heroes. Unfortunately one of Bechhofer's letters in the Chatto & Windus archive

refers to the fact that the book was a failure and indeed it was remaindered by

Chatto in May 1922.

During 1920 Larionov and Goncharova also illustrated a volume of poetry by

Parnakh called Slovodvig/Motdinamo (B. 35), whilst Goncharovo herself was working
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closely with Aleksandr Rubakin on his book The City Verses (Gorod : Stikhi)

(B. 36) and also with Mikhail Tsetlin on Transparent Shadows : Images (Prozrachnuie

Teni : Obrazui) (B. 37). Larionov's illustrations for Slovodvig/Motdinamo are

heterogenous in style and tend to be non-objective works which are difficult to

relate to the poems, save for a possible portrait of Mme. Curie (iii. 143), which

accompanies the poem "Radium".

Both artists also began to contribute to international exhibitions such as that at

the Galerie Feuillets d'Art in Paris, the XII Venice Biennale, the "Der Sturm

Ninetieth Exhibition - Graphic Art" in Berlin in October, and "La Section d'Or"

which toured through Holland from June to November. Larionov's work continued

to be shown in Russia and was featured in the exhibition to mark the "Ilird Comintern

Congress" in Moscow, s well as in "The First State Exhibition of Art and Science"

("Pervaya Gosudarstvennaya Vuistavka Iskusstva I Nauki") in Kazan.

During October Kirill Zdanevich arrived in Paris from Tiflis, and during his stay

saw a great deal of Larionov and Goncharova. Numerous drawings exist in the

Il'ya Zdanevich archive, some by Larionov of Kirill (ill. 144), and others by Kirill

of Larionov, which were executed at the time. Kirill also brought Larionov a

collection of 'zaum' books that he, his brother Il'ya Zdanevich, Terent'ev, and

Kruchenuikh, had written and illustrated in Tiflis. They included such obscene

and bizarre works as Post-Coital Tristesse in a Condom (Malokholiya v Karote),

Milliork, Easter Island (Ostraf Paskhi), Fact : Verses (Fakt : Stikhi), and Treatise

on Complete Indecency (Traktat a Sploshnom Neprilichii) - a representative sample

of the themes of interest, and methods of approach to poetry and book illustration

with which the Tiflis group were concerned (3).

Kin!! Zdanevich probably returned to Tiflis in November, as Larionov and Goncharova

were preparing for the "Exposition International d'Art Moderne" at Geneva. Larionov
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was also busy preparing and finalising designs for the ballet "Le Bouffon" which

Diaghilev now planned to show in Paris in May 1921, but under the Russian title

of "Chout". The designs for "Chout" had gone through many changes until,

early in 1921, Larionov had evolved set designs and costumes, the structure and

ornamentation of which was a brilliant melange of Russian neo-primitivisnl and

cubo-futurism (ills. 145-147).

The set design for the first scene of "Chout" (ill. 145), for example, is based

directly on the series of 'lubki' "Please Leave Me Alone" (ill. 69). The stove in

Larionov's design is an almost exact replica of that found in this series of 'lubki'.

It is supported on a construction of two arches and four short columns, its shape

and delineation are the same, the right hand outline merely stepped whilst the

left recedes irregularly. Also on the left, Larionov has duplicated exactly the

shelves of bread, each loaf being decorated alternately with either spots or

lines. The fretwork top of the shelves is similar too, but with the fool himself,

instead of a cat, reposing there. The roof tops of the houses of the seven old

fools of the ballet, in the second scene, is also a direct imitation of the style

of the roof in "Please Leave Me Alone".

To these thoroughly neo-primitive elements Larioriov adds certain cubo-futurist

devices. The table unfolds two of its sides towards us, the set design for scene

three, the court-yard of the fool, comprises intersecting planes of shattered roof

tops, whilst the design for scene six is broken into conflicting geometrical planes

and utilises the device of displacing an object on either side of a diagonal.

The costumes are even more striking. That of the soldier (ill. 146) features

brightly coloured geometrical shapes with four large epaulettes made from a

stiff canvas which stands proud of the costume. The stylised shapes of the tunic

were strengthened and made rigid by basket cane. The same principles were used
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in the costumes for the fool and his wife (iii. 147). Here bands and triangles of

colour and material were employed with rich ornamentation, some of which

resembles the designs to be found on 'Pysanki' (see p. 289). The central image of

orange bands running from either side of a scarlet diagonal and enclosed in a blue

elipse is similar to the stylised design of 'the old woman' ('stara baba') painted

on 'pysanki' and the stylised floral imagery on the dress of the matchmaker in

the ballet, relates to the traditional 'pysanki' design of 'lily of the valley'

(see B. 696). Like the costume of the soldier, both the tunic and pantaloons of

the fool and the hem and amazing hoop of his wife's costume were strengthened

with cane so as to keep their shape.

The only draw back to these extremely unusual and elaborate costumes was the

difficulty of performing in them. Unfortunately Massine, who had become the

resident choreographer for the "Ballets Russes", was given his notice in January

whilst the company were in Rome. This meant that there was no one to

choreograph the new productions, and consequently Diaghilev asked Larionov to

design the choreography and dramatic action of "Chout" himself, with the help

of the dancer Slavinsky, acting as a technical aid. According to Haskell (1934,

B. 63, p. 319) Diaghilev even asked Larionov to dance in the ballet, but the latter

claimed to have stage fright and refused! This was the third time that Larionov

had been invited by Diaghilev to contribute to the choreography of his ballet

company, a unique achievement for an artist, which testifies to Larionov's

extensive knowledge of dance and choreography, for Diaghilev to have placed

so much trust in him.

On 15th March 1921 Lorionov signed a contract stating that for three months he

would accompany the "Ballets Russes" in Madrid, where rehearsals for "Chout"

were to begin. However, he was held up at Hendaye whilst waiting for a Spanish

visa. From here he wrote to Diaghilev on March 24th:

"I have already studied 'Chout' and know it by heart. I have bought
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another big sketch book and am attending to the entrances of the
dancers and to the drawings of the choreographic forms. ''Chout',
in its entirety, is in my head, ready to be achieved. It's tiresome
to preserve it there."

(Larionov in Kochno, 1973, B. 565, p. 160)

In Madrid Larionov met Prokofiev and, together with Slavinsky, they completed

the plot of the ballet and began rehearsals.

In mid-April the "Ballets Russes" season at the Teatro Reale in Madrid ended,

and the company moved on to Monte Carlo where work on "Chout" continued.

In Monte Carlo Larionov stayed at the Hotel Terminus and renewed his

friendship with Juan Gris who had been commissioned by Diaghilev to draw the

portraits of Larionov and Slavinsky for reproduction in the "Chout" programme.

During his stay in Monte Carlo Gris was depressed and spent much of his time

with Larionov. In a post card to D.H. Kahnweiler Gris wrote:

"I can't stand this sort of Universal Exhibition landscape, where one
sees nothing but bad architecture, people with idiotic expressions or
intriguers. True I spend a great deal of my time with Diaghilev,
Larionov or the dancers, but they are all Russians, that is to say
eccentrics of one sort or another ... So I need not tell you that I
go to bed almost as bad tempered as I get up."

(Gris, 1921, in Kahnweiler, 1969, B. 548, p. 20)

By the start of May "Chout" was nearing completion, and Gris, who hod now

finished the two portraits (ill. 148), had escaped to the south of France for a

holiday. From here he wrote to Larionov to thank him for the support that he

had given over what had been a difficult period:

"I have returned here with pleasure and have happy memories of your
kindness towards me. The drawings have been sent to Paris and here I
am now resting from work and I am dancing. Say a fond hello to
Slavinski and Pepita, and to you my true friendship."

(Gris, 30 April 1921, in George, 1966, B. 376, p. 124)

Shortly after Larionov received the postcard, the "Ballets Russes" moved on to

Paris for their season at the Gaiet Lyrique, where on May 17th "Chout" was

given its premire.
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"Chout" or, as the sub-title ran, "How a young fool duped seven old fools and a

stupid merchant" had a complicated plot A young fool tricks seven old fools into

believing that a whip he possesses can bring the dead back to life. The old fools

buy the whip for a huge price and go home to try it out. The seven fools kill

their seven wives but the whip fails to work. They plan to kill the young fool and

make off in the direction of his house. The young fool meanwhile has disguised

himself as the cook, and when the old fools arrive and cannot find the young

fool, they take her with them.

Once at home again the seven old fools are visited by a rich merchant who intends

to marry one of their seven daughters. The merchant, however, takes a fancy to

the cook, and leads her off to the bridal chamber. In the bedroom the cook complains

of feeling ill and asks the merchant to lower her out of the bedroom window by a

bed sheet. Outside, the cook ties a goat to the bed sheet and when the merchant

hauls the sheet back he finds that his beloved is turned into a goat, and is

inconsolable. The seven fools begin to mock him, but just then in bursts the young

fool with seven soldiers. He demands his cook who has been stolen from him

by the seven old fools. When they offer him the goat in return he has them all

arrested, and fines the merchant 100 rubles. The seven soldiers and seven

daughters flirt together whilst the fool and his wife play with the money.

Because of the complex plot, Larionov's outrageous costumes, the difficult music

by Prokofiev, and the fact that "Chout" in its final form was closer to pantomime

than ballet, the French audience remained indifferent. However, artists and

composers such as Marcel Mihalovici claimed it to be a masterpiece (5), and

writers such as Il'ya Zdanevich (in B. 369) and the critic of Le Petit Journal (in

B. 400) declared Larionov's design and choreography to be an important manifestation

of cubism on the stage. They also argued that Larionov was a precursor in this

respect as his designs for the ballet dated back to 1915, thus pre-dating Picasso's

application of cubism in "Parade" by two years. The costumes for "Chout" were
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certainly astonishing creations, but had undergone a long metamorphosis since

being commissioned in 1915 and it seems unlikely that the remarkable structures

which Larionov finally evolved for the costumes were conceived as early. They

were, nonetheless, worthy of the enthusiasm lavished upon them by the critics.

After the Paris season, Dioghilev and the "Ballets Russes" moved to London, where

"Chout" was given at the Prince's Theatre on June 8th and 9th. The English

audience reacted differently to the French, they were scandalised:

"Chout, a nightmare of impudent bad-boy perversity, for which the
perpetrators deserved rather to be spanked and put to bed rather than
be criticised."

(Vogue, Early December 1921, p. 61)

"... the worst of bores ... The shrillest of elementary colours are painted
on the backcloths and dresses, and plastered over the boots, even, of the
dancers and the properties ... at some moments the retina of the eye
was almost torn asunder ... The new art form as represented by "Chout"
has not yet learned to walk. It can scream very piercingly whilst
waiting for its bottle."

(The Observer, June 1921)

Although Diaghilev was incensed by the critics and their reviews, and wrote a

long and biting letter about them to The Times, "Chout" was shortly afterwards

dropped from the repertoire, at least temporarily.

After the Paris premire of "Chout" at the Gaiet4 Lyrique, Larionov helped to

organise and contribute to the exhibition "Les Cent du Parnasse" held at the Caf4

du Parnasse on June 3rd. Serge Romoff was one of the principal organisers of

the exhibition, and was the author of the introduction to the catalogue, and it

was evidently he who invited Larionov and Goncharova to contribute, as well as

a number of other Russian artists who had recently arrived in Paris.

Shortly after this, however, as Larionov was still under contract to the "Ballets

Russes", he left Paris with them and went to supervise the London premire of

"Chout". When his contract expired on June 15th, Larionov stayed in London to

await the opening of "The First Russian Exhibition of Arts and Crafts" at the
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Whitechapel Gallery on June 28th. The exhibition was particularly important as

it brought together over 450 works by 71 Russian painters and sculptors who were

living either in Paris or London. Larionov and Goncharova dominated the exhibition

with nearly 80 paintings and theatre designs. Larionov later recalled the exhibition,

his stay in London and some of the contacts he made there:

"It was a large exhibition, it occupied the entire gallery, two floors both
top and bottom. The exhibition continued for more than a month and had
a large attendance during the whole of this time ... During that visit I
stayed in London for more than two months. At first I lived in Kensington
and spent the days (if not at ballet rehearsals) in Hyde Park, in Chelsed, by
the Thames, or beyond Chelsea in Chiswick - sometimes I spent whole days
at the exhibition at the Whitechapel which I came to love very much.
I liked to wander through the streets round about, to breakfast and dine
in small Jewish restaurants where the food was tasty, where they served
vodka and where they understood me in Russian ... Three and a half weeks
later I left Kensington and moved to Tower Street, near the British Museum
and almost against the University. I was thus nearer to the theatre and to
the exhibition ... In addition to painters and other artists, there was a
crowd there at the opening. Diaghilev was there as well as several writers

It was there that I met Wyndham Lewis ... It was in 1921 that Lewis
invited us along with the Russian dancers to a small London cabaret called
"The Eiffel Tower", which belonged to a Czech, Stulik. The price of a
bottle of French champagne in London was about £1-lO shillings, but more
in a cabaret. Lewis ordered 8 of them and the only one who was able to
keep up with him was Augustus John who, everyone said, was rich because
he painted portraits of the English court for £5,000. He was also there that
evening in the cabaret and drinking heavily. We stayed there until morning.
The entire "Eiffel Tower" cabaret was decorated with cubist works by Wyndham
Lewis; there, were also some large watercolours by John. I have been told that
Stulik's cabaret is long since closed and that Stulik himself disappeared or was
killed in the last war."
(Larionov, 11 February 1956, B. 109)

On Larionov's return to Paris in August, Goncharova was nearing the completion

of designs for a ballet commissioned by Fokine called "The Russian Toys". The

production was staged at the Palace Theatre, New York on October 3rd.

Goncharova had also been working for the magazine La Revue Musicale, providing

illustrations, and ornamentation for articles in the July and November issues, and

vignettes for their special music supplements (B. 38-40). She had also designed a

splendid frontispiece and ornamentations for the text of Walter Propert's magnificent

review of Diaghilev's "Ballets Russes": The Russian Ballet in Western Europe 1 909-

1920 (B. 41). The book also included an appreciation of Larionov and Goncharova's

work for the theatre as well as the first discussion in English of Larionov's rayism

(see pp. 259-260).



- 343 -

During the summer and autumn both Larionov and Goncharova exhibited works at

the various Paris salons. These included the "Salon des Tuilleries", the "Salon des

Indépendants", and the "Salon d'Automne". They also collaborated with a number

of their old "World of Art" friends who were now living in Paris, and together

organised the "Exposition de l'Art Russe Paris en 1921" at the Galerie La Boétie.

Following the example of the original "World of Art" exhibition rules, only artists

who had been members of the society were allowed to show works; consequently

some of the other Russian artists living in Paris who had never associated themselves

with the "World of Art" in Russia, had to be specially invited to participate.

In early November Il'ya Zdanevich arrived in Paris and stayed with Larionov and

Goncharova in the Rue de Seine for several months (6). In Tiflis, Zdanevich had

founded the 'Zaum' poetry society "The University of 41°", which had been responsible

for publishing the collection of books that Kirill Zdanevich had given to Larionov the

year before. In October 1920 when Kirill was with Larionov, Il'ya had been working

in Batum for "Near East Relief", but moved to Constantinople where he awaited a

visa in order to travel to Paris. Whilst there he continued to work for "Near East

Relief" and in his spare time drew and studied the Turkish architecture. Nearly a

year later in October 1921 he was granted his visa and journeyed to Paris.

Il'ya Zdanevich's stay with Larionov and Goncharova was particularly important

for both parties. Larionov was able to introduce him to the artists and poets of

Montparnasse, to guide him around Paris and to show him galleries, cafes, and

publishing houses. Zdanevich on the other hand was able to share with his old

futurist allies all that had happened in Tiflis, and especially the new poetical

theories that had been developed by himself, Kruchenuikh and Terent'ev.

The first result of this collaboration was a conference that was given just two

weeks after Zdanevich arrived in Paris. It comprised a lecture given by him on

"New Schools of Russian Poetry", at the studio of the singer Olenine d'Alheim

on November 27th. However, it was Larionov who designed the dcor for the



- 344 -

evening, Larionov who made the design for the invitation card (iii. 149), and

Larionov who organised the venue and arranged for the distribution of the

invitations to people such as Canudo, Pierre Albert Birot and Raymond Cogniat.

The latter wrote a review of the lecture shortly afterwards in Comoedia:

"41 degrees, that is the name of the movement which was revealed to
us ... (Zdanevich) supplied some documents of real interest, and some
ideas which, if they are not easily accepted by everyone, are not
lacking in provoking impassioned discussions ... (Larionov and Zdanevich)
continued talking to us volubly, to say what they both hoped of us,
the one and the other searching now and then for their words, speaking
them to themselves in Russian, translating them for me; one tall, fair,
jolly, enthusiastic ... the other short, dark, with confident speech, the
eyes sparkling with assurance."

(Cogniat: "l'Universit du Degr 41: Un Laboratoire de Posie", in
Comoedia, 4 December 1921)

Throughout the year Larionov had also been in frequent contact with other members

of the futurist group who were still in Russia, such as Chekruigin, who wrote long

letters to Larionov throughout 1921 and up to his accidental death in 1922. In his

letters Chekruigin informed Larionov of artistic events in Moscow, and especially

of the fate of Larionov's paintings, and library, all of which had been left behind.

Chekruigin also tried to locate various members of Larionov's family, all of whom

had disappeared during the .Revolution, but without much success. Other letters

by Chekruigin ask about Paris:

"I have a request to put to you 'humbly begging for advice': tell me
Mikhail Fedorovich, is it worth while going to Paris or is it not?
Is it possible to work there freely, are there paints, canvas, brushes,
exhibitions, pencils, paper?

Would you take upon yourself the labour of a friend by talking to
the dealers - you must have many acquaintances - about whether
they would contract to buy me (tell them that I am industrious
and add sterling qualities and exclamation marks from motives of
friendship).

The desire for Paris, for its atmosphere and Lefranc's paints (I
don't give a damn about cars, clothes, etc.), came upon me like
a pregnant woman's desire for a watermelon."

(Chekruigin 1921, in 1982, B. 361, p. 40)

During January 1 922 the small flat at 43 Rue de Seine saw much activity.

Zdanevich was still staying there and was busy organising a long succession of
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conferences as well as contacting and meeting painters and poets, such as Tzara

and Picabia (7). Goncharova was continuing to provide illustrations for musical

scores such as Manuel de Falla's El Amor Brujo (B. 44) and for books such as

Claude Anet's translation of Pushkin's poem "Tsar Saltan" (B. 43). The book was

a luxury production, published by Louis Kalder in Paris, with end papers and

twelve full page illustrations, each hand-coloured. •Goncharova was also preparing

designs for two theatrical productions, the first being "Contes des Fes" for -

Diaghilev, and the second "Pierettes Veil" for Boris Romanov's "Russian Romantic

Theatre" in Berlin.

Larionov too was engaged on ballet designs, for "Le Renard". The music for this

ballet had been composed by Stravinsky, and the libretto written by Stravinsky

and Ramuz. Since the production of "Chout", the year before, Diaghilev had

employed Bronislava Nijinska as the company's new choreographer. Consequently

it was Bronislava who designed the choreography and danced the leading role of

"Le Renard", when it was first performed at the Opera in Paris on May 18th.

"Le Renard" was a short ballet based on the Russian folk stories of Renard the

fox, as recorded by Afanasiev. As the ballet was sung, the singers were placed

in the orchestra pit, unlike "Le Coq d'Or" where they appeared on stage with the

dancers. Larionov's design for the curtain of the ballet was based upon his neo-

primitive painting "Winter" (iii. 40) of 1912-1913, whilst his designs for the

costumes were executed in a more restrained neo-primitive style, such as that

of the Fox disguised as a Russian Orthodox nun (iii. 150).

Fox is the first to appear, along with Cock. Fox disguised as a nun succeeds in

catching Cock. However, Cat and Billy Goat appear, rescue Cock and chase Fox

away. They dance for joy. Then Fox reappears disguised as a tramp. He offers

some sweets to Cock, and Fox catches Cock once again. Cat and Billy Goat come

to the rescue, they save Cock and slaughter Fox. They dance for joy, and leave



- 346 -

the stage.

Stravinsky was delighted with the production of Le Renard":

"I still deeply regret that the production, which gave me the greatest
satisfaction both musically (the music was , under the direction of
Ansermet) and scenically (the scenery and costumes were by Larionov
and were one of his greatest successes), has never been revived in
that form. Nijinska had admirably siezed the spirit of its mountebank
buffoonery. She displayed such a wealth of ingenuity, so many fine
points, and so much satyrical verve, that the effect was irresistable."

(Stravinsky, 1936, B. 684, p. 168-169)

However the Parisian audience did not agree. Stravinsky himself put this down

to his "two intimate acts" being sandwiched in between the rest of the ballets

forming the programme, also to the "crushing environment" of the Opera, and

"the mentality of the audience composed mainly of the famous 'abonns' (season-

ticket holders)" (1936, B. 684, p. 169). W.A. Propert on the other hand suggested

that:

"The audience either found the music too harsh, or the scenery too
childish or the dancing too grotesque."

(Propert, 1931, B. 627, p. 18)

The result was that temporarily "Le Renard" was dropped from the repertoire.

It was during this season that "Chout" was once again revived. This time Nijinska

played the leading role as the Fool, and Larionov made some alterations to the

costumes to make them more comfortable, but still the audience were not enthused,

and "Chout" was permanently dropped from the repertoire. Goncharova's costumes

in "Contes des Fes" had more success. "Contes des Fes" was a part of the ballet

"Le Manage de La Belle au Bois Dormant", with dcors and costumes by Benois.

This ballet became particularly popular with the "Ballets Russes" audiences, and

established a tradition of being the last work to be performed on the last night

of every season.

By 1922 Larionov and Goncharova had established an international reputation as
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designers in the theatre. This was made clear by their participation in several

international theatre exhibitions which took place in this year. The "Internationale

Theater Tentoonstelling te Amsterdam" held at the Stedelijk Museum in January

and February, showed the work of 100 theatrical designers in eight large exhibition

halls. Here Larionov showed designs for Lord Berners, and for the ballets "Soleil

de Nuit", "Histoires Naturelles", "Contes Russes", and "Chout". Shortly after this,

in June and July, he also participated in the "International Exhibition of Theatre"

at the Victoria and Albert Museum in London.

Larionov's theatrical designs and paintings were also shown in the "Salon des

/	 ,,	 .Independants in Paris, at a large exhibition in Prague, and at the Kingore

Galleries in New York, in the same year. The "Goncharova - Larionov Exhibition"

in the Kingore Galleries was particularly important as it was the first exhibition

that Larionov and Goncharova had held in the United States. The exhibition was

organised by Dr. Christian Brinton, an art critic, lecturer and author, who was

to become a leading American authority on Russian and Soviet art during the

1920's and l93O's. He was a friend of both Larionov and Goncharova, visited

them whenever he was in Paris, wrote a fine introduction to their exhibition

catalogue, and remained a staunch supporter of their art until his death in 1942.

Earlier in the year Goncharova had been commissioned to make designs for the

ballet "Pierette's Veil" for Boris Romanov's "Russian Romantic Theatre" ("Russky

Romantichesky Teatr") in Berlin. Since then interest in the two artists had been

heightened amongst the German public by a series of articles in various publications.

Larionov's ballet "Chout" was the subject of an article in Theatre (Teatr) (B. 427),

Ii' ya Zdanevich wrote about the two artists in The Fire-Bird (Zhar Ptitsa) (B. 370)

and many of their theatrical designs had been reproduced in Der Sturm (8). During

August both Larionov and Goncharova travelled to Berlin in order to supervise the

production of "Pierette's Veil" and remained there until it was given its premiere
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on September 26th, when it created a sensation amongst the Russian community

of Berlin. The ballet was reviewed enthusiastically in Theatre (Teatr) (B. 349)

and was later described by Berberova who went to see it with Boris Pasternak,

Ehrenburg, Shklovsky, Tsvetaeva and Bely, as one of the greatest theatrical

experiences of her life (Berberova, 1969, B. 462, p. 168).

The Treaty of Rapallo of 1922, by which Russia and Germany resumed diplomatic

relations following the war, had reopened the cultural dialogue between the two

countries. This made possible the large and impressive "Erste Russische

Kunstausstellung" held at the Van Diemen Gallery in Berlin in the same year.

The exhibition comprised the work of artists who had been working in Russia

since the Revolution, Larionov and Goncharova therefore, did not participate,

but during their stay in Berlin would have met old friends and compatriots who

had come for the opening of the exhibition, as well as those now resident in the

city. Larionov also associated closely with other artistis who were working for

Boris Ramanov at the time, such as Leon Zak, Pave! Tche!ichev, Vladimir

Boberman and Filipp Hosiasson (9). He took the opportunity to visit "The Art

Salon of the Russian Bookshop 'Sarzha' : Exhibition Boberman, Hosiasson,

Tereshkovich, Puni, Zak" and also seems to have met Stanislavsky, whose address

Larionov scribbled in pencil on a German theatrical magazine (10).

During their stay in Berlin a number of people sought Larionov and Goncharova's

collaboration. In particular, they were approached by representatives of the

Weimar Bauhaus, who invited them to contribute one piece of graphic work each

for reproduction in their forthcoming folio: Neue Europaeische Graphik : Italienische

v Russische Kuenstier (B. 50). Goncharova also held discussions with the writer

A. Luther, who asked her to design illustrations for his German translation of

The Lay of Igor's Campaign (Slovo o Polku Igoreve).
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After her return to Paris with Larionov in early October, Goncharova began

work on the illustrations. On November 18th Mayakovsky arrived in Paris and,

stayed until mid-December. During his stay he visited the studios of Picasso,

Braque, Delaunay, Lger and Maillol. He was entertained at a banquet given in

his honour by I1'ya Zdanevich and Romoff, and paid visits to Stravinsky, Cocteau,

Larionov and Goncharova. With Larionov and Goncharova Mayakovsky seems to

have discussed the state of Soviet publishing, and may have promised to try and

get them some commissions from Soviet publishers to design book covers for their

latest publications (11). In any case he asked Larionov to make illustrations for

his poem "The Sun" ("Solntse") which was to be published by "Circle" ("Krug") in

Moscow in the following year.

At the beginning of 1 ,923 Larionov and Goncharova were again involved in a

variety of activities, which included not only the organisation of a large ball for

the "Union des Artistes Russes Paris", preparations for exhibitions, and the

completion of the drawings for Moyakovsky and Luther, but also the staging of

the long awaited "Les Noces" for Diaghilev.

Preparations for the "Grand Bal des Artistes Travesti-Transmental" began in

January 1923. Larionov had been elected to the committee of the "Union" and

had been asked to organise the events at the ball. Firstlythere was the interior

decoration of the Salle Bullier where the ball was to be held. Larionov arranged

that the columns should be decorated with poems by Cocteau, Khlebnikov,

Kruchenuikh, Soupault, Tzara, Mayakovsky, and Pound amongst others. He then

visited 47 artists and the offices of La Gazette Montparnasse, in order to ask

each of them to design a special cabinet which would be exhibited at the ball

and then auctioned in aid of the "Union" charity. Larionov described his idea

to Survage in a letter:
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"Dear Leonid, I came to your house and am sorry that you were out.
This is what I wanted : like last year, there will be "The Painters'
Ball" at the Salle Bullier. Being on the Committee this year, I am
charged to ask you if you want to make a cabinet and to decorate it
according to your own taste and ideas. Leave an opening for the
spectators. The dimensions are to be roughly as follows:

Height: 2.35 metres
Breadth: 2.00 metres
Height of the barrier: 65-70 cms.

You can work on a plain white calico with distemper colours.
The cabinet will be sold as "The Survage Cabinet". If you are
not able to buy the materials, we will undertake the cost. There
will be other cabinets made by Bart, Picasso, Gris, Gleizes, Lger,
Goncharova and myself. I embrace you and kiss the hand of Germaine.
Yours, M. Larionov."

(Larionov, 24 January 1923, B. 91)

Altogether there were 50 decorated cabinets, others being created by Tzara,

Romov, Zadkin, Fotinsky, Sudeikin and Izdebsky.

Larionov also arranged the entertainments for the ball. The three clowns, the

Fratellini brothers, were invited to perform, as was Arnau the Catalan guitarist.

Vera Rosenstein and Lizica Codreano danced to the music of Mihalovici, conducted

by the composer himself, with choreography by Larionov and costumes by

Goncharova. The two dancers also performed a dance from Larionov's "Kikimora',

and a dance with choreography and costumebyLarionov called "The Carnival of

Venice". Fujita and his friends reconstructed an old Japanese village fair,

Delaunay appeared with his "Trans-Atlantic Company of Pickpockets", Count

Tolstoi conducted a Russian choir, and Nina Payne her jazz band. There were

also exhibitions: Goncharova had a boutique of masks, Sonya Delaunay a boutique

of dresses, Vasil'eva showed her puppet fortune teller, and Lipnitsky, the

photographer of the "Ballets Russes", showed his 'concavo-convex' photographs.

There were quite specific links between the "Ba! Travesti-Transmental" and the

Dada movement. Many of the events of the ball were of a distinctly Dada nature,

such as the 'aunt Sally' game with a four headed foetus. Dada poems were

reproduced in the programme booklet and several Dada artists and poets participated
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in the organisation of the ball. Such links testify to Larionov's close

relationship at the time with Tzara, Ribemont-Dessaignes and

others.

In total about 150 artists took an active part in the ball. Many such as Ferat,

Derain, Goncharova, Tzara, Huidobro, Izdebska, Evangulov, Soupault and Ribemont-

Dessaignes contributed to the programme booklet. Il'ya Zdanevich devised alurid

red poster with black block capitals which read: "Why is this ball called transmental?

Because ILIAZD, KRUCHENUIKH, TERENTEV, are the creators of transmental

poetry. Without images, without descriptions, without usual words". The ball was

also called 'Travesti', and this of course referred to the fancy dress that everyone

had to wear. Larionov himself designed the cover of the programme and also the

tickets (ill. 151) of which over 5,000 were printed! However, considering that the

ball was such an important event, and that it began at 9.00 p.m. on February 23rd

and ended only at 5.00 a.m. on the following morning, this was not an over-estimate,

and the "Union des Artistes Russes" made the equivalent of £2,500 for their

benevolent fund from takings at the door alone (12).

Concurrent with all the organisation for the "Bal Travesti-Transmental" Larionov

and Goncharova were preparing works to send to Japan, where the "Exhibition of

Goncharova and Larionov: Esquisses for Stage Sets, Costume Designs Etc." opened

for one week from March 4th, at the Gallery Shiseido, Tokyo (13). The exhibition

could well have been arranged for Larionov and Goncharova by David Burlyuk who

had recently left Japan, or maybe through Fujita. Beyond this, little is known of

the exhibition. Shortly after this the two artists prepared works to be sent to

"Le Monde d'Art" organised by the Socit4 des Beaux-Arts in Brussels from May

to July.



- 352 -

The two artists, however, remained in Paris during March to take part in the

celebrations of the first season of the Kamernuy Theatre in Paris. After the

opening night Larionov took Tairov, Cocteau, Mihalovici and some others to La

Rotonde, to celebrate (14). Following this there was a large exhibition of

maquettes and costume designs for the Kamernuy at the Galerie Paul Guillaume,

which Larionov attended, and it was only in early April that Larionov and

Goncharova were free to leave Paris for Monte Carlo to supervise the rehearsals

for "Les Nloce&'.

In Monte Carlo, Bronislava Nijinska had already begun rehearsals in March with

Stravinsky, the composer of the music. On Larionov and Goncharova's arrival

they watched the nearly completed version of Nijinska's choreography and then

the three of them began to discuss it. Nijinska told Goncharova that her costume

designs were at odds with the choreography. Goncharova at first refused to

consider any different design approach. Larionov suggested more accoutrements.

After three days, however, Larionov and Goncharova agreed upon a new approach

which suited Nijinska's choreography. The two artists then returned to Paris to

complete the new designs, and continue discussions with Diaghilev. The new

designs were finished in May, and Les Noces was given its premiere on June 1 3th

at the Gaiet Lyrique in Paris.

During the latter half of June, Mayakovsky's The Sun (Solntse) was published in

Moscow with Larionov's illustrations, and during July, Luther's German translation

of The Lay of Igor's Campaign (Slovo o Polku Igoreve) with illustrations by

Goricharova (B. 49). Larionov's illustrations for The Sun were similar to his

designs for the "Ba! Travesti-Transmental". In fact the ticket design for the

"Ba! Trcivesti" (iii. 151) was re-used by Larionov as one of the illustrations for

The Sun. Other illustrations (ill. 153) are similar, in Larionov's use of a complex

monochrome geometrical shape. These illustrations which seem to suggest human
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figures, by their stylised references to hands and arms, feet an.d legs, represent

a development of the techniques used by Larionov during 1919 and 1920 in the

illustration of the cover of Art Thtral (B. 28), in Slovodvig/Motdinamo and in

the cover design for The Twelve (ill. 141), where the soldier's heads are composed

of monochrome geometrical shapes.

Furthermore, Larionov was not averse at this time to using one design again and

again for different publications in order to broaden his international reputation.

The cover design for The Sun (Solntse) (ii!. 152) was also the design which

Larionov chose to reproduce in the Bauhaus folio Neue Europaeische Graphik

Italienische v Russische Kuenstler which was published at about the same time.

The design was reproduced again a year later in Michel Seuphor's Dutch art

magazine Het Overzicht (see p. 354).

Throughout the l920's Larionov seldom painted, preferring to draw, produce

graphics and to design for the theatre. However, when he did choose to paint,

the style he adopted testified to the close relationship between his pictorial and

graphic ideas. A series of small oil paintings on paper (e.g. 1969, B. 299, No. 27),

being compositions of inter-related monochrome geometrical shapes, are

reminiscent of the cover design for The Sun (Solntse). Furthermore, Miche! Seuphor

claims that the illustration reproduced in Het Overzicht was that of a painting not

a graphic work.

In August both artists went on holiday to Banyuls in the Eastern Pyrenees and

then in early 1 924, preparations began once again for another ball for the "Union

des Artistes Russes Paris". Whereas the "Ba! Travesti-Transmental" was very much

Larionov's creation, the "Ba! Banal" was to be Gonchorova's. She designed not

only the tickets but also two large and very beautiful posters to publicise the

event. Unfortunately this became the subject of a feud which was to continue
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for a life time, with rather serious results. It appears that Robert Delaunay had

already suspected Larionov of sabotaging a plan for a ballet that he had presented

to Diaghilev. When he saw that Goncharova had designed the poster for the ball,

he was extremely angry, and he and his wife Sonya Delaunay seem to have broken

their friendship with Larionov and Goncharova (15).

Despite this unfortunate incident plans for the ball went ahead well. Over 150

artists took an active part in the ball, and the programme booklet alone carried

contributions from Derain, Matisse, Braque, Brancusi, Metzinger, Lger, Puni,

Utrillo, Dufy and others. Special events at the ball included a 'tableau vivant'

with mise en scne and costumes by Larionov, "The Triumph of Cubism" by Il'ya

Zdanevich, with designs by Granovsky and Bart, some Georgian dances performed

by Antadze and "Japanese Fantasies" by Fujita. The ball also included a mass of

bizarre and disconcerting items such as "The laying of the First Stone of the

Modern Montparnasse Tower", by ' a certain Mr. Babel! At the same event

Zdanevich was observed walking around wearing an immense cardboard cube, and

a smaller one over his head. On the back of the cube was written "Advice to

Young Girls" and there was also a string which was attached to a trap door cut

into the cube. The words "Advice to young girls" were an invitation to pull the

string, and when one did so the trap door opened to reveal the small of his back -

nude! (1 6). The Dutch artist Fernand Berckelaers, better known by his pseudonym

of Seuphor (an anagram of Orpheus), was at the "Bal Banal" that night. Larionov

hed met Seuphor in 1 923 at La Rotonde, but Seuphor now took the opportunity

to ask Larionov to contribute in some way to his avant-garde art magazine

Het Overzicht (B. 614). Larionov gave him a photograph of his latest painting

(ill. 152) to reproduce in the April 21 issue.

After the success of the "Bal Banal", Goncharova began to complete designs for

"La Nuit stir Le Mont Chauve", a choreographic tableau for Diaghilev, which was
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given its premire on April 1 3th at Monte Carlo. She was also busy designing

a cover illustration for the magazine Broom : An International Magazine of the

Arts (6. 46).

Larionov, however, was once again on the committee of the "Union des Artistes

Russes Paris" this year as vice-president, and it was his decision to hold another

large ball, just four months after the Ba! Banal, on July 11th in order to celebrate

the opening of the Olympic Games in Paris. The "Bal Olyrnpique" was organised

this time by a large committee, which did not include either Larionov or

Goncharova. However the two artists were asked to contribute various items to

the entertainment. Larionov appeared with his "New System of Fantastic Projections",

which utilised coloured designs by Tchelichev, Tereshchkovich, Bart and others.

Goncharova, however, designed puppets and costumes for a charming little play

by Julie Sazonova and her "Marionette Theatre of Petrograd", called "A Spanish

Moment with a Lion".

Following the ball, in August, Larionov and Goncharova went on holiday to

La Haye, and then moved on to spend some time at Bielefeld in Germany,their

visit coinciding with an appreciation of their art by Waldemar George, in the

German art magazine Das Kunstblatt (B. 374). Having returned to Paris, Larionov

and Goncharova paid a visit to Julie Sazanova, and suggested the possibility of

collaborating with her and her puppet theatre, to produce two puppet shows.

Sazanova agreed to the outlined plans that Larionov and Goncharova had made

and asked them to begin work whilst she booked a Christmas venue for the

production at the Thétre du Vieux Colombier. Goncharova had chosen to call

her puppet play "The Village Fate", and using the music of Tcherepnine; it was to

be a fairly straightforward performance, and she began designs for the puppets

and their costumes. Larionov, however, wanted to produce something more

ambitious: a Turkish shadow play entitled "Karagueuz: Gardien de l'Honneur de
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son Ami", which was to be based on the traditional Turkish shadow theatre

character "Karagueuz". This represented a development of Larionov's long-

standing interest in Turkey, which dated back to his "Imaginary Voyage" series

of paintings of 1912-1913, as well as his interest in shadow theatre which first

manifested itself in 1917in collaboration with Lord Berners (see pp. 299-301)

and later in 1920, in an illustration for The Twelve. The Scythians (Dvenadtsat'.

Skifui) (see p. 334).

At first Larionov approached Bohislav Martinu to compose some suitable music,

but Martinu declined because of his preoccupation with other work. Larionov

then invited the Roumanian composer Mihalovici, who readily agreed. Mihalovici

immediately began research at the Bibliothque Nationale, looking through books

on popular Turkish songs and melodies. Having read several of these Mihalovici

himself invented the musical themes that ran throughout the score of "Karagueuz".

It was to be imaginary Turkish music for a small instrumental ensemble which

included a piano. The result sounded particularly strange because of the broad

chromatsm of the score (17).

Larionov meanwhile was writing the libretto. The play was to employ a large

cast: Karagueuz, Zouleika, All, the False Zouleika, a Turkish Officer, Bathers,

Women of the Harem, Soldiers, Acrobats, Street Actors, Fruit Sellers, etc. Larionov

later described the plot as follows:

"After the first eight beats the curtain rises. Behind the screen
Karagueuz makes stylised poses.

First Scene: One sees a courtyard in front of the palace of All;
before leaving with his caravan, Ali asks Karagueuz to keep an
eye on his wife Zouleika. Zouleika looks down from the height
of her window. The departure of the caravan: procession and
parade.

Second Scene: One sees a small enclosed garden with a fountain.
The Turkish women are going to bathe. Amongst them Zouleika.
Karagueuz to watch her better, disguises himself as a woman. The
dance of the bathers. Afterwards, Zouleika dances alone. However
she recognises Karagueuz and in order to escape his surveillance, she
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exchanges her clothes for those of a bather. Karagueuz does not
notice this. A general dance.

Third Scene: Night. One sees a bridge which leads to a cemetry.
Soldiers, Fruit Sellers, young and old men and women. Kciragueuz
is caught in the trap. The woman who now wears the dress of
Zouleika, crosses the bridge in the arms of an officer. Karagueuz
disguises himself as a dragon and thus tries to prevent the young
woman from succumbing to the charms of the officer. Appearance
of the dragon: frght and death of the woman who Karagueuz believes
to be Zouleika. Funeral dance.

Fourth Scene: Once again one sees the courtyard in front of the
palace of All. The latter is returning with his caravan. Pantomime
where Zouleika appears, to the great astonishment of Karagueuz, and
where he learns that during the absence of her husband she has been
the most faithful of his wives. There follows a final dance."

(Larionov, 1930, B. 62)

The performance of "Karagueuz" had been scheduled for 24th December 1924 at

the Thâtre Vieux Colombier in Paris. However Mihalovici began to find the

experience of working with Larionov extremely frustrating. By mid-December

Mihalovici had completed his score, Goncharova's Russian puppets had been made

for "The Village Fête", and had been photographed for the programme, but

Larionov had still not completed his designs for the Turkish shadow puppets.

However, everyone assumed that the puppets would be completed, and preparations

went ahead for the opening night. Later Mihalovici described the performance:

"The first showing was held in the Vieux Colombier Theatre, in
December of the same year. But Larionov, slow in his work had
not finished his maquettes. There were décors painted by Goncharova,
and curtains executed by Larionov. But the shadow characters who
were to animate the ballet weren't ready.

All Montparnasse had descended on the Rue du Vieux Colombier, to
give encouragement to Sasonova's premire. But only the ballets of
Nicholas Tcherepnin and of Frank Martin which figured on the same
programme, were able to be shown. Well, then Lcirionov asked me
to conduct my score, whilst he, on the stage, perched on a stool,
showed the dcors and curtains of "Karagueuz", and explained all
about them to the public. It was a sensational success. But Jean
Tedesco who was at that time the director of the Vieux Colombier,
finding that this type of spectacle did not conform to the style of
his theatre, cut the lights. The audience, furious, stampeded onto
the stage: a riot of epic proportions took place. The police, who
were called quickly, carried off the combattants, in a rough manner

And so it was that our ballet never even saw the foot lights!"

(Mihalovici, in Loguine, 1971, B. 388, p. 160)
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Despite the fiasco of the first night of "Karagueuz" at the Vieux Colombier, and

the fact that Larionov had not been able to complete the shadow puppets on time,

he continued to work on the subject of Karagueuz, and the collaboration between

himself and Mihalovjci on the theme was to be renewed in 1926.

The major event of 1925 for Larionov was his participation in another ball organised

by the "Union des Artistes Russes". The "Ba! de La Grande Ourse", (puns on U.R.S.,

the 'Russian bear', and the Plough constellation) was to celebrate the Russian

section of the "Exposition International des Arts D4coratifs". Larionov, Goncharova,

Fotinsky and Il'ya Zdanevich were amongst those on the organising committee.

However, Larionov took no active part himself in the ball, although he did design

the ingenious cover of the programme booklet in which the metro stations of a

map, showing how to get to the Salle Bullier for the ball, take up the position of

the stars of the Plough constellation. The Fratellini clowns were again engaged

along with the popular comedian Dranem. Kakabadze performed a "Walk into

Space", Fotinsky demonstrated a "Modern Bridge of Sighs with an Artificial Moon

on Special Cords", and Jean Borlin danced. Il'ya Zdanevich and Granovsky had

created a "Synthetic Ballet", there was to be some Japanese dramatic theatre,

and also contributions from some of the visiting Russians such as Rodchenko and

Melnikov, although to what extent is uncertain. The programme booklet cites

Rodchenko's name in the list of contributors and reproduces a poster design by

Rodchenko for the "Mospoligraf" pencil factory. It also reproduces a drawing of

the interior of Melnikov's "Soviet Pavilion" at the "Exposition des Arts Décoratifs".

The poster for the ball even cites "The Group of Russian Constructivist Architects"

as being on the organising committee, although it does not specify exactly who.

However, in the "Ba! de la Grande Ourse" which was held on May 8th, Rodchenko

at least was almost certainly involved as he had arrived in Paris on March 23rd

and remained there until June 10th (see B. 638).
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During 1 925 Goncharova seems to have earned most of the money that was

needed to support them both. She made designs for a ballet by Paviova called,

"L'Amour Sorcier", and illustrated Vinicio Paladini's exhibition catalogue Arte

Nella Russia dei Soviets : Ii Padiglione deli U.R.S.S. a Venezia (B. 56). Both

artists also contributed designs to the programmes of the society "Musica Viva"

which was organised by the composer Karl Amadeus. Hartmann in Munich. They

also continued to send works to the leading painting and theatrical exhibitions

that were taking place, such as the "Salon des Tuilleries", the 'Exposition

International des Arts Plastiques d'Aujourd'hui", and the "Arts du Thtre" at the

Galerie Charpentier. Larionov's works were also being shown in the Soviet Union

during this period, in a series of thematic exhibitions organised by the Tret'yakov

Gallery. Already in November 1924 Larionov's neo-primitive works had been shown

at the exhibition "The Peasant in Russian Art" ("Krest'yanin v Russkoi Zhivopisi")

and in March 1925 at the exhibition "The Woman in Russian Art" ("Zhenshchina v

Russkoi Zhivopisi").

At the start of 1926, Larionov and Mihalovici organised a meeting with Adolf

Bolm, a dancer from Diaghilev's "Ballets Russes" who had set up his own ballet

company in Chicago. Bolm was looking for new ideas for ballets to stage, and

Larionov took the opportunity to suggest a proper ballet based upon his "Karagueuz"

shadow play of 1 924. Bolm agreed to this, and whilst Larionov began designs for

the costumes and dcors, Mihalovici was asked to revise his 1 924 score.

In fact by 1926 Mihalovici had turned towards neo-classicism, and he decided to

completely re-write the score. In the 1926 version then one can trace the

influence of Stravinsky, Milhaud, of Roumanian folk music as well as that of

traditional Turkish music. For this new version Larionov actually began to make

designs for the costumes, one of which was reproduced as the cover design of

the score for "Karagueuz" (ill. 154) published by Max Eschig in 1930 (B. 62).
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The illustration depicts Karagueuz entering the harem, disguised as a woman.

He wears a heavy cape and yash-mak, and bears a direct stylistic resemblance to

traditional Turkish shadow puppets which depict Karagueuz in this role. Rehearsals

of the ballet were commenced in Chicago, but according to Mihalovici the ballet

was never staged for unknown reasons. The American ballet authority Amberg

on the other hand cites it amongst the list of productions by the "Chicago Allied

Arts Company" during 1924-1927 (see Amberg, 1946, B. 440, No. 422).

During late March and early April both Larionov and Goncharova sent works to

the "Salon des Ind4pendants" and then throughout the year to the "Internationale

Kunstausstellung" in Dresden, to the Galerie Camp Prisma in Paris, and to "The

Exhibition of Modern French and Russian Theatre Designs" at the Victoria and

Albert Museum in London. Goncharova herself had been particularly busy. In

the spring she illustrated Joseph Kessel's Le Th du Capitaine Sogoub (B. 57), in

June she held an exhibition of her works in the Claridge Gallery in London, and

was engaged on design work for two ballet companies. "Les Ballets Privs du

Thtre des Champs Elyses" had commissioned her to make designs for "Sorochinsk

/Fair , and in August Diaghilev asked her to create new decor and costumes for

the ballet "The Fire Bird", which he hoped to revive in London in November.

After a summer holiday in Juan-les-Pins Goncharova began her designs for "The

Fire Bird", and on their completion gave them to Larionov, who had agreed to

take them to London and to supervise the production and its premire. Larionov

left Paris with the "Ballets Russes" and arrived in London on November 19th,

where he stayed at the Savoy Hotel (18). At the Lyceum Theatre he attended and

helped at the rehearsals not only of "The Fire Bird", but also of a new ballet,

"The Triumph of Neptune", with music by Lord Berners and story by Sacheverell

Sitwell. Balanchine had created the choreography and Prince Shervashidze had

designed the dcor and costumes, which he had adapted from old prints for children's

toy theatre productions by Cruikshank, Tofts, Honigold and Webb. The prints had
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been collected by Benjamin Pollock, proprietor of the famous toy shop, and often

during the production of "The Triumph of Neptune" Diaghilev, Lifar, Berners,

Larionov and others went to visit the shop. Larionov's interest in Cruikshank may

well date from this time, as his library contained an English edition of a Punch

and Judy book with illustrations by Cruikshank (19). Both "The Fire Bird" and

"Triumph of Neptune" were enthusiastically received. The former had its premire

at the Lyceum on November 25th, shortly after which, on November 28th, Larionov

returned to Paris.	 -

In the U.S.S.R. the year 1927 was the occasion for great celebrations as it was

the tenth anniversary of the Revolution. Numerous artistic events were organised,

including the "Exhibition of the Work of the Artists of the Group 'Jack of Diamonds"

("Vuistavka Proizvedeny Khudozhnikov Gruppui 'Bubnovuy Valet"), which waheId

in the Tret'yakov Gallery in March. The exhibition comprised mainly works which

were now stored in the Tret'yakov, the State Museum Repository, and the collection

of The Museum of Artistic Culture. Larionov did, however, donate a study, and

the painting "Morning in the Barracks", which were afterwards kept by the Soviet

authorities. Larionov's work was also shown in Russia this year in the "Exhibition

of New Trends in Art" ("Vuistavka Noveishikh Techeny v Iskusstve").

At this time Larionov and Goncharova were still in contact with their friends in

Russia. Goncharovo received letters from the Soviet art critic Nikolai Punin (20),

and Larionov was in contact with Kogan, the professor of The Moscow Academy

of Sciences and Arts, concerning the possibility of organising a large exhibition of

contemporary French art which would travel to Moscow during 1928.

Whilst plans were being made for this exhibition, Larionov also had a hand in

organising the "Exposition 'Art et Libert4" at the Thtre des Champs Elyses

in June. The exhibition was designed to compliment various performances at the

theatre, such as the "Exhortation La Victoire : Choeur Tragique pour Isadora
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Duncan" by Fernand Divoire. Following this Larionov and Goncharova went on

holiday in July and August to the Villa La Plage, at Sainte Maxime. In the autumn

both artists exhibited paintings at the "Exposition International des Beaux Arts de

Bordeaux" and both of them were awarded diplomas for their work. Finally during

the winter of 1927 Larionov took part in Comte Etienne de Beaumont's "Soires

de Paris", but in what capacity is unknown.

1 928 for Larionov was a year of phenomenal activity in contributing to and -organising

exhibitions. He helped to put together the "Exposition d'un Group Russe" in the

Galerie Zak in Paris in early January, and contributed to the "Exhibition of

International Theatrical Art" at the Whitechapel in London in February and March.

Since December 1927 Larionov had also been in close contact with Pierre Vorms,

the director of the Galerie Bullet in Paris. Together with Vorms, Larionov

organised an exhibition called "Exposition du Groupe de Moscou La Voie de La

Peinture". This group was led by an old friend of Larionov's, Lev Zhegin, and

comprised a number of artists who Larionov had known well in Moscow. Within

the group there was also a heavy reliance on the work of Chekruigin, whose paintings,

pastels and drawings dominated the exhibition. Altogether Zhegin sent 1 28 works to

Larionov and Vorms, which were shown at the Galerie Billiet from May to June.

At the same time that preparations were being made for the exhibition of work

by Zhegin's group, Larionov, Vorms and their friend Fotinsky were also busy

organising "The Exhibition of Contemporary French Art" ("Vuistavka Sovremennogo

Frantsuzskogo Iskusstva"), which would travel to Moscow. An invitation to exhibit,

in the form of a letter, was sent out in the spring of 1 928 to many artists in Paris,

and by the end of April 262 works had been assembled at the Galerie Billiet to be

sent to Moscow. There were two sections to the exhibition. One, the work of 41

French artists, including Modigliani, Brancusi, De Chirico, Lger, Lourens, Marcoussis,

Ozenfant, Severini, Utrillo, Fujito and Ernst was shown at the State Museum of

Modern Western Art in Moscow. The other, the work of 36 Russian artists working
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in France, including Annenkov, Bart, Boberman, Hosiasson, Grishchenko, Zak, Kikoine,

Kremegne, Lipchitz, Man-Katz, Miestchaninov, Orloff, Tereshkovich, Zadkine,

Chagall, Exter, Larionov and Goncharova was shown at the Tret'yakov Gallery.

The exhibition was open f or two months from May 1 st, and was a great success.

The catalogue contained four introductory articles by Lunacharsky, Kogan, Efros,

and Ternovets. The latter ensured maximum publicity for the exhibition by

contributing numerous articles to newspapers and magazines (21). The exhibition

was particularly important, and in an interview together, Pierre Vorrns and Serge

Fotinsky later discussed its impact and Larionov's role:

"Vorms: But you remember that together the three of us organised
the first exhibition of "Contemporary French Art" in Moscow?
Fotinsky: Yes, that was much more important. It's already a piece
of history, the date was 1928, it stood out from the body of small
exhibitions because it was so important. It had an effect in
Russia. Remember that in Russia since the 1914 war one was cut
off ... thanks to the activity of Larionov and us two, one could see
art in Moscow that one had never seen for 20 or 30 years.
Vorms: What was also very interesting was the idea that you had,
and which was accepted by the Soviets, of also presenting a very
important section of the work of Russian artists in Paris, in the
framework of the 'Exhibition of Contemporary French Art'.
Fotinsky: Yes, that was very interesting. Because there were many
artists like Larionov and Goncharova living in Paris, and over there
(in Russia) one hadn't seen their works; without mentioning Survage,
Annenkov, even those who were emigr4s. They too exhibited at
Moscow. Hence the Muscovites and Russians saw the evolution of
their compatriots who were working in Paris, but above all the
importance was that they saw French art ... in Moscow it marked a
very interesting page in art. Certain Muscovite painters were
influenced by this exhibition.
Vorms: Very probably. But one thing is evident, that Larionov had
a flair for organising such exhibitions."

(Vorms & Fotinsky, late 1960's, B. 436)

With the "Exhibition of Contemporary French Art", Larionov's activity as an

exhibition organiser reached its height, and had a greater impact than his art of

these years. At the exhibition Larionov himself showed two drawings and two still

lifes, one of which was illustrated in the catalogue (ill. 155). From this reproduction

we can tell that during the past few years Larionov had reverted to using images

from his neo-primitive period, the branch with berries, for example, which is carried
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by the birds in "Autumn" (ill. 39), and the profile of the face in the background

which appears for the first time in the postcard of "Sonya" (iii. 30) of 1912. The

execution of this later painting, however, is sketchy and rapid, it has none of the

immediacy and power of the early works, but is mysterious and haunting, effects

compounded by the absence of objects in the picture.

Contemporary paintings by Larionov such as this "Still Life" (iii. 155) appear to

have evoked little interest in Russia at the time. However, Larionov's earlier

work, painted before the first World War, was beginning to be highly rated, and

coincidental with the "Exhibition of Contemporary French Art" was the publication

of the first major appreciation of Larionov's work in Russia, since the publication

of Eganbyuri in 1913, it was Nikolai Punin's essay "The Impressionist Period in the

Creativity of M.F. Larionov" ("Impressionistichesky Period v Tvorchestve M.F.

Larionova") (B. 407).

Apart from organising these exhibitions during the summer of 1928, Larionov also

contributed to the "Exposition d'Art Russe Ancien et Moderne" at the Palais des

Beaux Arts, Brussels, in May, to "The Exhibition of Contemporary Russian Art"

at the Ruskin Gallery, Birmingham, in June and July, and to the exhibition

"Diaghilev", at the Literary Book Co. Ltd., London. At the height of this activity

Larionov fell ill and in June left Paris with Goncharova, and went on holiday to

recover at the Villa Lei Cigalo at Favire.

Larionov was again ill in January 1929, but had recovered sufficiently by the end

of the month to organise an exhibition of his 32 pochoirs, An Imaginary Voyage

to Turkey, at The Literary Book Co. Ltd., in London, which opened for a week

from February 1 2th. This series of pochoirs were probably printed in Paris in

the late 1920's, a few of the works are based on earlier neo-primitive designs

dating from 1912-1913, others date from Larionov's work on "Karagueuz" in 1924
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and 1926, and yet others, which feature bathers in beach dress (iii. 156), appear

to derive from drawings he made during his holidays in the south of France in

the late 1920's (22).

Larionov had recently become very friendly with the director of the Literary Book

Co. Ltd., and his wife, Stanislas and Joan Osiakovski, and he may well have

discussed with them plans to exhibit part of the "Voie de Ia Peinture" exhibition

in England. During February Larionov evidently wrote to Zhegin in Moscow about

this, and accordingly Zhegin instructed Pierre Vorms to give Larionov 51 of the

works from this exhibition for this purpose. It appears, however, that nothing

came of the idea and the works were returned to Moscow.

At the start of the year Larionov had accepted another commission from Diaghilev,

to produce new dcor and costumes for a new version of "Le Renard", which he

hoped to give at the Thatre Sarah Bernhardt in Paris in May. Serge Lifar was

to create the choreography, and on March 1st he, Diaghilev, Kochno, and- Larionov

met to discuss the new project. Larionov and Lifar both wished to incorporate

into the ballet trained acrobats, who would perform the feats that their dancing

counterparts could not. During March Larionov and Lifar worked on the ballet in

Paris, whilst the "Ballets Russes" were in Monte Carlo. Then at the end of March

Lifar left Paris to join them there to begin rehearsals.

For the costumes, Larionov dispensed with thetraditional Russian costumes which

he had used in 1922. Now he used simple leotards, with masks to differentiate

the various characters, and he also stencilled their names over the costumes in

large and bold letters (ill. 157). For dcor Larionov designed a magnificent barn

with a view onto a cold and chilling wood. Then across the stage he hung ropes

from which the acrobats could swing, and then he provided a large feeding table

for Cock (ill. 158), from which he could leap.
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During the production of "Le Renard", Goncharova had been 'making designs for

a small ballet, "Lgende", with music by Borodin, and she and Larionov had

contributed to a number of exhibitions such as the "Salon des Tuilleries", the

"Pariser Kunst von Heut&' at the Wurthie Galerie in Vienna, and an exhibition

at the Galerie Hirschman in Paris. In addition to this Mihalovici had invited

Larionov to provide cover designs for an album of. music entitled Treize Danses

(B. 59) which was to be published first by "Editions de la Sirnehl and shortly after

by "Max Eschig". The album contained one dance by each of thirteen composers

of different nationalities, including Mihalovici and Martinu. Larionov supplied

two drawings for the album, one of a gypsy dancer in movement (ill. 159) for the

front cover, and another of a musician, which can be identified as Hermes playing

a lyre, for the back cover (ill. 160).

On May 13th the uBallets Russes" left Monte Carlo and came to Paris to prepare

for their season at the Thtre Sarah Bernhardt, where "Le Renard" was given on

May 21st. Lifar described the premire:

uThen came 'Le Renard' ... The ballet proved an immense success
and received a veritable ovation, to loud cries of Stravinsky,
Stravinsky, Lifar. Stravinsky took the call with the artist (Larionov)
and bowed. But the calls for Lifar went on increasing, drowning
the applause. Stravinsky hurried out to fetch me, and strove to
draw me onto the stage ..."

(Lifar, 1940, B. 578, p. 356)

Following the end of the season at the Sarah Bernhardt, Larionov and Goncharova

remained in Paris until July, when they again went on holiday to the Villa Lei

Cigalo at Favire. Diaghilev after a season in London had left for Venice.

But now, at the end of the decade, economic and political events were changing

in Europe, the U.S.S.R. and America. Those who had taken part in the soires

in the Parisian galeries after the war were ten years older, and some, such as

Bakst, Modigliani, and Apollinaire had died. The world of Montparnasse could

not remain the same. The writer Michel Georges-Michel, sensing a change of
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direction in the arts in Paris, and the end of an epoch, dedicated his latest novel

to the artists of Montparnasse, to those who had created such a distinct spirit of

artistic life in Paris during the 1920's. Those artists appeared in his story, some

incognito, some by their real names, and he asked each one to provide an

illustration for the book. They included Modigliani, Picasso, Fujita, Gris, L4ger,

Soutine, Survage, Metzinger, Bakst, Severini, Picabia, Kisling ... Larionov and

Goncharova. The book was called Les Morttparnos : Roman Ilhistr par les

Montparnos (B. 60). A chapter of the book was dedicaetd to Diaghilev, and in -

that chapter was reproduced a fine drawing of him by Larionov. But by the time

that the book had been printed, on September 30th, Diaghilev was dead. Life

was passing.
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CHAPTER 9 - NOTES

1.	 The album was published in three editions as follows:

A. 15 copies, not for sale, lettered A to 0, illustrated text with 10

colour illustrations and two black and white. Comprising 7 colour

prints, 1 black and white and 6 pochoirs coloured by hand. Original

covers on special paper.

B. 100 copies, at 200 francs each, with hand written numbers in special

figures from 1 to 100. Includes two extra original pochoirs. Presented

in a folio.

C. 400 copies, at 75 francs each, numbered in Arabian figures 101 to 500.

In Quarto.

A publishers note cites the printing of the book as taking place on 15th June

1919. "La Cible" or the Russian "Mishen" was the imprint of the publisher

Jacques Povolotzky, who during the early 1 920's published a number of books

illustrated by Larionov and Goncharova. Povolotzky operated from 9 Rue de

l'Eperon and 13 Rue Bonaparte from 1910-1931 when his business went

bankrupt. Povolotzky's literary and commercial manager Michel Kaplan set

up.hisown publishing house in the former address shortly after 1931, which

is now the "Maison du Livre Etranger (Dom Knigi)". (Information kindly

supplied by Mme. B. Delorme, formerly Mlle. Kaplan).

2.	 Little is known of these two productions, although a backcloth or curtain

design for the "Conference of Peace" was recently sold at Sotheby (London),

25th May 1977, No. 105.

3.	 Aleksei Kruchenuikh: Post-Coital Tristesse in a Condom (Malokholiyo v Karote),

illustrated by K. Zdanevich, Tiflis, 1918.

Aleksei Kruchenuikh: Milliork : Apollo in Controversy, Painting in Poetry
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(Milliork: Apollon v Perepalke, Zhivopis' v Poezii), Tiflis, 1919.

Il'ya Zdanevich: Easter Island (Ostraf Paskhi), Tiflis, 1919.

Igor Terenfev: Fact : Verses (Fakt : Stikhi), Tiflis, 1919.

Igor Terent'ev: Treatise on Complete Indecency (Traktat o Sploshnom

Neprilichii), Tiflis, 1919.

Larionov's copies of the above works are now located in the National Art

Library, Victoria & Albert Museum, London.

4. The wording of the contract is quoted in Kochno, 1973, B. 565, p. 159.

5. In a conversation with Marcel Mihalovici on 9th July 1982, the composer

told the author that "Chout" was 'wonderful', and Larionov's costumes

'highly original'. He thought "Chout 11 to be a masterpiece, and completely

failed to understand why it had been so badly received in England.

6. Various letters and envelopes still exist in the Il'ya Zdanevich archive which

were sent to Zdanevich on his arrival in Paris, and which. gives his address

as being do Larionov, 43 Rue de Seine, Paris. Also on 16th January 1922,

M. Guyon, the concierge of 43 Rue de Seine, gave Zdanevich a reference

stating "I certify that Mr. Zdanevich is living at 43 Rue de Seine with

Mr. Larionov" (see Zdanevich, 1982, B. 711, pp. 181-182).

7. For example, there is a letter in the Il'ya Zdanevich archive from Francis

Picabia, addressed to Zdanevich at 43 Rue de Seine, and dated 30th January

1922.

8. See Der Sturm: Monatsschrift (Berlin):

April 1922, Vol. 13, No. 4, p. 53: Larionov, "Ornement Architectural/Coulisse";

P. 55: Goncharova, "Espagnol&'; p. 57: Goncharova, "Le Coq d'Or"; May 1922,
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Vol. 13, No. 5, p. 75: Larionov, "Chout".

9. Romanov was showing nine other ballets in this season, including:

"La Chasse de Diane", "Giselle", "La Danseuse et La Larronne" and "Le

Trap&ze", with designs by Leon Zak, "Tempelopfer der Atoraga" and "Les

Noces Russes", with designs by Pavel Tchelichev, and "Andalusiana", "Les

Millions d'Arlequin", and "Paraphrases sur les Valses de Schubert", with

designs by Boberman and Hosiasson.

10. "Hotel Furstenhof Liwnier 16 Stanislavsky", is inscribed in pencil with

numerous other names and addresses, on the front and back covers of

Zwischenakt: Blatter des Lessingtheaters und des Deutschen Künstlertheaters,

1922-1923, 3 Jahrang Heft 1, located in the National Art Library, the Victoria

& Albert Museum, London with the catalogue Kunstsalon der Russischen

Buchhandlung 'Sarja' : Ausstellung Wiadimir Bobormann ... Philippe Hosiasson

Konstantin Tereschkowitsch ... Ivan Puni, Leo Zack, Berlin 1922, 2pp.

11. A year later in 1 924, one of Mayakovsky's regular publishers, "Red Virgin

Soil" ("Krasnaya Nov")1 published two books with covers illustrated in 'lubok'

style, one initialled M.L. and the other N.G. They are: L. lozefovich: How

to Contend with Ravines: Ravines the Enemy of the Farmer (Kak Borot'sya

s Ovragami: Ovragi-Vragi Zemledel'tsa) and S.Uritsky: What the Peasant Must

Know about Taxes (Chto Dolzhen Znat' Krest'yanin o Nalogakh). At present

it is unknown whether or not the initials on these covers definitely refer to

Larionov and Goncharova, but given the style in which they and the covers

are executed, and the link with Mayakovsky, it is certainly a possibility,

and would represent a fascinating example of Larionov and Goncharova's

involvement with the early Soviet publishing programme.
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12. The tickets were 15 francs each, and at that time 1 Franc = 8d.

13. See the Japanese art magazine Chuo Bijutsu, April 1923, No. 91, pp. 106-107.

14. Mihalovici later remembered:

"What a delightful evening we passed after the premire at the
Rotonde in Montparnasse, with Tairov, Director of the Kamernuy,
Cocteau, J. Kessel and Odette Talazac."

(Mihalovici, in Loguine, 1971, B. 388, p. 162)

In conversation with the author on 9th July 1982 Mihalovici also included

Irne Codreano the sculptor and Zakharov, amongst those present.

15. Michel Seuphor, in conversations with the author of 22nd August 1981 and

12th May 1983. During 1923 and 1924 Seuphor was extremely friendly with

both the Delaunays and Larionov and Goncharova.

16. Michel Seuphor in conversation with the author on 12th May 1983. A

photograph of the costume is reproduced in the exhibition catalogue Iliazd,

Centre Georges Pompidou, Paris, 1978, p. 54.

17. The only manuscript of this 1924 score was destroyed in the Second World

War. I am grateful to Marcel Mihalovici for his recollections of it in his

letter of 23rd October 1982.

18. The date of 1923 for this visit published in George, 1966, B. 376, p. 122, is

inaccurate. The archives of The Savoy Hotel show that Larionov was only

once resident there, in November 1926.

19. Punch and Judy, with Illustrations by G. Cruikshank, "Books for Bairns",

London, c. 1900. Larionov's personal copy is located in the National Art

Library, the Victoria & Albert Museum, London.
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20. A letter from Punin to Goncharova, dated 7th June 1 927 is in the collection

of The Institute of Modern Russian Culture, Blue Lagoon, Texas, U.S.A.

21. See B. Ternovets: "The Exhibition of Contemporary French Art in Moscow"

("Vuistavka Sovremennogo Frantsuzskogo Iskusstva v Moskve") in Printing

and Revolution (Pechat' i Revolyutsiya), October - November 1928,

pp. 117-141 and "Leftist Art and the Art Market of Paris" ("Levoe Iskusstva

i Khudozhestvennuy Ruinok Parizha"), in Art (Iskusstvo), Nos. 1 & 2. Also

see his articles in Truth (Pravda), 14th September 1928, and Eternal Moscow

(Vechernaya Moskva), 5 October 1928.

22. Only two complete folios are now extent, one in the Print Room, Victoria

& Albert Museum, London (acc. E. 4772-4805, 1968) and the other in the

Bibliothque of the Muse d'Art Moderne, Centre Georges Pornpidou, Paris.
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CHAPTER 10

"ZHIZN' PROKHODIT, LYUBOV' NET" - 1930 - 1964

Larionov and Goncharova were both on holiday at the Villa Lei Cigallo, at

Favire, when news reached them of Diaghilev's death. A number of "Ballets

Russes" dancers and some of Larionov's friends were also staying at Favire

that August, including Joan Osiakovski, who later remembered:

"At Favire there was a little shack on the beach where Larionov
and Goncharova ate lunch, they used to eat raw onions and tomatoes.
They ate raw onions like apples ... There were four little houses
built behind the pine wood on the beach, and some of the dancers
of the "Ballets Russes" used to go there, and in the morning they
would go out and dance on the sands. One day we went to Larionov
and Goncharova for lunch and when we arrived everyone was in
tears. I said to Larionov "What has happened?", Diaghilev had died
in Venice and they had only just heard. I said "But is it a total
disaster?", thinking that someone could be found to replace Diaghilev,
but Larionov replied "No, they will all quarrel" - and they did."

(Mrs. Joan Osiakovski in conversation with the author 14/Vu/i 983).

During 1930 Larionov decided to commemorate Diaghilev's life and work by

organising a large exhibition of "Ballets Russes" stage and costume designs.

Serge Lifar agreed to lend many items from his own collection, and when

Larionov proposed the idea to Pierre Vorms, he agreed to show the exhibition

at the Galerie Billiet, and to help Larionov with the organisation. In addition

Vorms also agreed to publish a book that would be written by Goncharovo,

Waldemar George and Georges-Michel, entitled Les Ballets Russes de Serge de

Diaghilew: D4cors et Costumes (B. 61). During the writing of the book, Vorms

and Larionov began to visit the studios of various artists who had worked with

Diaghilev, to ask them to lend their designs. However, Vorms found Larionov's

method a little trying:

"... we worked together for some months by the special method that
he used, and which you know well. For example one day he would
make on appointment and he had decided that on that day he would
come to meet me at three o'clock, and that we would go to Picasso's.
Well the amazing Larionov would arrive towards five o'clock, and I
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would say to him: "Let's go to Picasso, it's necessary to huiry, we will
be late", but oh no: "We'll not go to Picasso today, for example,
Meyerhold has just arrived from Moscow, he is just in the middle of a
rehearsal at the Thtre Montparnasse, we'll go there, it will be very
interesting". It was exciting but it was never the programme that we
had planned. •.. Our temperaments didn't correspond in this, but all the
same we managed to do some very good work with this freakish method."

(Vorms, 1960's, B. 436)

The "Exposition Rtrospective de Maquettes, D4cors, et Costumes excuts

pour La Compagnie des Ballets Russes de Serge Diaghilew" finally opened at

the Galerie Bullet-Pierre Vorms in October 1 930. As a result of organising

the exhibition, Larionov was asked by Henri Prunires to write an article

about his own memories of Diaghilev, for publication in the December edition

of La Revue Musicale, which was to be consecrated to his memory, (see B. 95).

The death of Diaghilev marked the start of a new phase in Larionov and

Goncharova's work for the theatre. Now that the long standing commitment

to Diaghilev's company was terminated, the two artists found themselves free

to collaborate with a variety of drama, opera and ballet companies. During

1 930, Larionov made designs for Prokofiev's "Symphonie Classique", presented

by the "Opera-Ballet Company" of Michel Benois, with choreography by

Slavinsky, at the Th8tre Pigalle. He also collaborated with Goncharovo on the

costumes and dcor for Alfred Savoir's "La Petite Catherine", given at the

Thtre Antoine, whilst Goncharova was occupied with designs for Komisarzhevsky's

production of Mussorgsky's comic opera "Sorochinsk Fair".

The two artists continued to lend works to various exhibitions at home and

abroad, such as "Dcors de Thtre" at the Galerie de France, an exhibition

of Russian art at Belgrade, and during November they contributed to

Raymond Cogniat's theatrical art section at the "Salon d'Automne" in the

Grand Palais. Then in June 1931 Larionov and Goncharova held a joint
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exhibition at the Galerie de l'Epoque, their first since that at the Barbazanges

in 1919.

It was in 1931 also that Larioriov met the young journalist Frdric Pottecher.

In recent years Pottecher has frequently described his first meetings with

Larionov (1). In his accounts two interesting points recur: Larionov's inability

to speak French having lived in France for over twelve years, and his

collection of newspaper clippings:

"Our first conversations literally astonished me. Larionov, who had at
his disposal a vocabulary of about fifty French words at the most,
succeeded in explaining everything. He was sensational ... and
irrisistable. He used to make himself understood to the young French
provincial that I was, by adding to adverbs and verbs, which he used
freely, an extraordinary abundance of actions, winks of the eyes, mimes,
endearments

I never went to the Rue Jacques Callot, where Larionov and
Goncharova worked, but I know that Larionov kept there some thousands
of drawings and sketches, and thousands upon thousands of newspaper
cuttings. With his great agile fingers, he tore to shreds pages of
newspapers in order to remove an advertisement, a photograph, or
even only a title, "... because typography ..." he used to say.

He stuffed these fragments of papers into his pockets, and at home
he put them in order ... What did he do with them? I don't know."

(Pottecher, 1971, Loguine, B. 388, pp. 179-180)

Other friends have also testified to Larionov's inability or unwillingness to

speak correct French. Joan Osiakovski has said:

"Larionov never learned to speak French, Goncharova spoke perfect
French, he didn't ... When you met Larionovandsaid "Hello, how are
you?" he would reply "ca-va" - that was the limit of his French."

(Joan Osiakovski in conversation with the author, 14/VII/1983)

And Marcel Mihalovici:

"Larionov was very intelligent, he had a very great knowledge of the
French language and was particularly knowledgable about French
poetry. But he spoke French very badly "like a negro" as we would say."

(Marcel Mihalovici in conversation with the author, 9/VII/1982)

V
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Larionov's avid collection of press cuttings at this time demonstrates his

continued interest in typography and the reproduced graphic image. He found

this form of visual art to be not only aesthetically pleasing in itself, but useful

as a possible source for his own work. The impact of newspaper advertisements

upon him can be traced as early as 1910 in the painting "Woman in a Blue

Corset (Newspaper Advertisement)". He had later used graphic techniques in

his own illustrative work, such as the stencilled letters in the score Trois

Morceaux pour Piano of 1919 (B. 26). More recently graphic art had invaded

Larionov's designs for the 1929 version of "Le Renard", where the names of the

characters were stencilled onto their costumes. One particular item from

Larionov's collection of newspaper clippings, a small portrait drawing, is

preserved in the print room of the Victoria and Albert Museum, and it was

probably in the late 1920's or early 1930's that Larionov began to buy old

copies of Broadway Magazine andVanity Fair (2), dating from the turn of

the century, but the experimental typography of which was far in advance

of their time.

During 1932 Goncharova once again seems to have earned their living by

designing for the theatre. In June her work for Ravel's "Bolro", and a

Tchaikovsky "Divertissement", both produced by the "Ballets Russes de

Bronislava Nijinska", could be seen at the Opera. Later in the year her

designs for "Tsar Saltan" produced by the Kovno State Opera, Lithuania, and

"On ne s'avise jamais de tout" at the Th46tre Pigalle were also staged. Not

only this, but she wrote an article on "The Metamorphosis of Les Noces" for

Ruski Arkhiv, (B. 96) and made some dress designs for Myrbor of Paris.

Together, Larionov and Goncharova exhibited their works at the "Exposition

de l'Art Russe" at the Galerie de lo Renaissance in June, at the "Exposition

de 1'Art Dcoratif au Thtre et dons la Musique" at the Muse Galliera, and
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in America their works were shown in an exhibition organised by the Wilmington

Society, "Russian Painting and Sculpture, Realism to Surrealism".

In August both artists went on holiday to the Villa "Le Moulin" at Bormes

les Mimosas, and then in September moved on to Aiguebelle in Savoie.

Following their return to Paris in the Autumn they began to collaborate with

Prokofiev on the staging of his opera "Sur le Borysthn&', which was to be

shown at the Paris Opera on December 16th. Lifar designed the choreography,

Goncharova the costumes and Larionov the dcors, which included a gigantic

stylised oil well which was constructed on the stage alongside a peasant

cottage. According to Lifar (in Loguine, 1971, B. 388, p. 126), Larionov made

the most of his "modernism and abstract forms", which were too advanced

for the public, who gave "Sur le Borysthne" a cool reception. On the

following day Frdric Pottecher, in his article "Dans un Restaurant de Ia

Rive Gauche avec Larionov" in Comoedia, offered an entertaining explanation

of the dcors:

"Larionov ... an immense blond fellow, with blue eyes and mumbled
speech. Mumbled because he is obstinate to explain in French
exceedingly complicated things. The ideas arrive pell-mell, chaotic;
the ideas jostle with the words. Larionov pursues the words. The
words get lost. This results in a sort of intense buzzing, staccato
stutterings, yappings, of the most comical nature. To this strange
speech is added rapid gesticulations, unexpected, which translate the
frenzied passions which burn in his shaggy head.

"Yes ... yes ... I have done ... done ... some dc ... constructivist
de'cors for Prokofiev's ballet. Lif ... Lifar ..."

Soukhomline explains to me "He has designed the dcors for the
"Borysthne" which is playing at the Opera ... You will see in
Larionov's d4cors a stylisation of an oil well ..."

In the colours and the decorative constructions, Larionov tries to
synthesise both the human endeavor so curious of the U.S.S.R. and the
legendary Russian earth, with its brooding, its immensity, its eternity.
Also by a canvas with a coloured, shaded background, he recalls the
traditional Russia, and by the constructions (the oil well, the home of
a peasant) the Russia of Stalin."

(Pottecher, 1932, B. 404)
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At the start of 1933 Goncharova began to make designs for two ballets to be

choreographed by Boris Romanov, and produced by the "Chauve Souris" Theatre,

in New York; these were "Voyage d'un Danseuse", and "La Vie Parisienne".

Larionov's only creative contribution of the year seems to have been a series

of 12 designs for the cover of Mark Slonim's book Portraits of Soviet Writers

(Portretui Sovetskikh Pisatelei). Larionov's designs all employ the motif of

the large pagan head with the flying bird (iii. 161); however, when the book

was finally published it bore a cover design and illustrations by Yuri Annenkov;

Larionov's designs had evidently been turned down (3). During this summer

Larionov and Goncharova again went to Fovire for their summer holiday, and

there they were joined by Oreste Rosenfeld, Stalinsky, Goncharovcfs pupil

Tatiana Loguine, and Alexandra Tomilina (4).

On his return to Paris, Larionov began to work seriously upon an idea of his

own, that of creating a ballet version of Shakespeare's "Hamlet". There was

to be no dcor, and no costumes in the accepted sense, only the naked bodies

of the dancers, which were partly covered, and made up (ill. 162). A few

accessories such as batons, spheres, and cords were to complement the

expressions and gestures of the dancers, and as in "Renard", the characters

were identified by their names written across their bodies. The corps de

ballet were to be divided into two, to play the choir of ancient tragedy, one

part representing the principle of predestination, and the other, events taking

place on the stage. In fact a peculiarity of the production was that Larionov

planned to use three stages, one below and one above the proscenium. Each

role was played by three dancers, identically made up, and each performing

from a different viewpoint on each stage. The ballet was to be accompanied

by the music of Bach and Palestrina, sometimes the dancers were to dance

to the music, sometimes they were to stand immobile on the stages until the

music had ended, whereupon they would begin to interpret it.
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Larionov worked on his production of "Hamlet" throughout 1933 and into 1934.

His plans for the "Choreographic Tragedy" as he called it, created a great deal

of interest amongst his friends, with the result that in June 1 934 Rolf de Mar

paid a visit to Larionov to discuss the project for an article that he was

writing for the July issue of Archives Internatioriales de la Danse (B. 393).

Hamlet represents Larionov's last piece of experimental theatre, and it is

unfortunate that it was never completed or staged as it would have been a

remarkable 'tour de force'.

During 1934 Larionov became increasingly friendly with Colonel de Basil, who

had acquired the dcors and costumes of Diaghilev's "Ballet Russes", and had

now set up his own company. In fact it was probably due to Larionov's

influence that throughout this year a number of his own and of Goncharova's

ballets were revived by de Basil's "Ballets Russes". On April 7th, Goncharova's

"Bolro" was revived in Monte Carlo, on August 7th, Larionov's "Contes Russes"

in London, and on November 12th, Goncharova's "Manage d'Aurore" in

Philadelphia. Larionov also obtained a commission from de Basil, for

Goncharovo to make designs for a new ballet entitled "Les Jouets".

Goncharova was also busy executing designs for three costumes to be worn by

Spessivtseva in her divertissements "La Pavane", "Menuet", and "L'Oiseou

Prophte".

Both artists also continued to obtain commissions to illustrate books. Some

fell through such as Goncharova's charming drawings for Lon Osmin's book

Figures de Jadis : Les Pionniers obscurs du Socialisme (5). Others were

extremely successful, such as Arnold Haskell's Balletomania : The Story of an

Obsession (B. 63), which went through sixteen impressions in its first ten

years alone. Haskell's book is an entertaining selective history of Diaghilev's

"Ballets Russes", the text of which was illustrated with 11 drawings by Larionov
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and 7 by Goncharova, which were taken from their sketch books, for the ballets

"Soleil de Nuit", "Contes Russes", "Le Renard", "Le Coq d'Or", "Les Noces" and

"Chout". Larionov and Goncharova also provided Haskell with material for the

penultimate chapter of the book "The Artistic Background of Ballet", in which

Haskell described, what was by then Larionov's hugh collection of theatrical

archives:

"Today, in an historical building, rue de Seine, four cruel flights up a
wooden stair case, in Larionov's studio, is one of the finest theatrical
museums in the world, kept in such disorder, so constantly added to,
that, after several long visits, I have only just skimmed the surface.
It is my great ambition to work on a systematic arrangement of the
hundreds of portfolios, that contain sketches, maquettes, letters,
photographs, and working notes of all the choreographers from Petipa to
Lifar. This is not in any sense a sentimental collection; every item
has its practical value that traces the journey from St. Petersburg and
Moscow to Paris. The loss or disposal of these works would be a
tragedy. When we meet, however, there is so much to be said that we
talk the whole night, each picture or document suggesting a new
exciting train of thought, so that perhaps the work may never get done."

(Haskell, 1934, B. 63, p. 322)

In the same chapter, Haskell also tried to assess Larionov's importance as an

artist, and in doing so left an interesting record of his method of work:

"In these portfolios, too, is the proof that Goncharova and Larionov have
anticipated many of the major artistic movements since 1900, and the
disorder in which they lie is contradicted by the extremely scientific
nature of the researches. There are whole series of subjects, each treated
in hundreds of drawings, realistically, as caricatures, studies in form,
colour, abstractly and finally theatrically. It is an exciting event to
watch the development and variations of a theme, if and when Larionov
can find the right portfolio. They are carried out in every type of
medium, painted and drawn on papers, from thick parchment, rare
Japanese vellum, to a brand of toilet paper, the possibilities of which
delighted him. Larionov realises their value as documentation. He is
continually increasing his knowledge, but he makes little effort to make
himself more generally known as an easel painter, in a city where it is
necessary to help genius by an occasional shout.

He is fully accepted by a small group of brother artists, and has been
acclaimed by the two finest critical minds of his generation, Diaghileff
and Apollinaire. His ultimate fame is certain, but probably he will never
enjoy it. He does not complain, but I do. It is largely his own doing
that he is not as universally recognised as Picasso, whom he has
influenced, as he influenced the whole Diaghileff circle, and whose equal
he is, at any rate as an artist-investigator."

(Haskell, 1934, B. 63, pp. 322-323)
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It was characteristic of Larionov never to 'shout' about his work. Even in the

noisy years of Russian Futurism Larionov had retained a modest streak in his

character. Lentulov in recalling the first "Jack of Diamonds" exhibition

remarked:

"Larionov took a place by the window. He was always humble, but for
the works of Goncharova he attempted to do everything possible to
promote her to first place."

(Lentulov, mid 1930's, in B. 668, p. 155)

Many of Larionov's friends have since testified to his modesty and reluctance

to talk about his work, and during the 1930's there are several accounts of

Larionov's obstinacy when selling works to American collectors, despite his

own and Goncharova's poverty. Haskell in his book goes on to tell how the

rich collector Albert Barnes paid a visit one day with Paul Guillaume to buy

some paintings, but, having chosen the ones he liked, was informed by Larionov

that he could not buy them as Goncharova had taken a fancy to them, and that

he was going to give them to her. On another occasion Joan Osiakovski visited

Larionov when two other American collectors were there, viewing some works.

They were unable to make up their minds as to which paintings to buy, and

were subjected to a frustrated Larionov who shouted "Prennez ba.Ln (bien), vie.

(in Russian) prennez ba..Lvt moi qu'est-ce tz (que)", and were shown the door.

Both Larionov and Goncharova continued to exhibit widely, in 1934 at the

exhibition "Theatre Art", at the Museum of Modern Art, New York, and in

1935 at the "Retrospektivni Vystavy Ruskeho Malirstvi XVIII-XX" in the Slavic

Institute in Prague.

In February 1 935, de Basil's "Ballets Russes" was once again in Philadelphia,

and here, on the 15th, "Soleil de Nuit" was revived, and during the following

two years was taken to New York, London and Melbourne. Meanwhile Larionov
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and Goncharova were making designs for three new productions.' The first to

be performed was "Mephisto Valse", on June 24th at the Ope'ra Comique,

produced by Olga Spessivtseva with designs by Goncharova. The other two

ballets, "Amour Sorcier" and "Port Said", had both been commissioned by

Leon Woizikovsky, for his September ballet season at the London Coliseum.

Goncharova designed "Amour Sorcier", set to the music of Manuel de Falic,

whilst Larionov took charge of "Port Said".

"Port Said" was a humourous ballet in one scene written by Anatole Shaikevich,

set to the music of Konstantinov with choreography by Woizikovsky. The

action occurred in a bar in Port Said, where three sailors and three girls are

amusing themselves. Some bizarre events ensue which include a captain and

two arabs, in the course of which one of the girls is hidden in a cask and

emerges to perform a snake dance to the sounds of a flute. Larionov's designs

for the costumes (ill. 163), gently caricature the type of character that wears

them: the matelots in striped 'T' shirts, the sea-dog captain with pipe and spotted

cravatte, and the chorus-line dancers from the cabaret of the bar wearing

frilled dresses. In particular his designs for the coquette masterfully reproduce

and caricature a familiar image of the popular imagination. The poses and

choreography reinforced Larionov's iconography, and much of the humour of

the ballet must have been derived from this subversion of popular types. By

the time of the premire, however, the choreography was still incomplete arid

so the cast had to improvise their own finale. Nonetheless, the ballet had

quite a success and was performed regularly for two years.

When "Port Said" had its premire on September 27th, Larionov and Gonchorova

were enjoying a late summer holiday at Bormes-les-Mimosas, where they stayed

until November. Goncharova was to continue designing for the theatre for a

further 20 years, earning just sufficient money for them both to live on.
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Larionov, however, ended his career as a stage designer with uPort SaYd", and

increasingly devoted himself to the study of dance and to the expansion of his

already large archive and library.

Larionov's library was an extremely important collection of scarce books and

magazines relating to modern art and choreography. Marcel Mihalovici

recognised it as "one of the most important libraries on the art of

choreography in Paris", others found it unique as a phenomenon one had to

encounter on entering the small flat. The sculptor Zadkine remembered huge

piles of books around which figures continually appeared and disappeared.

Mary Charnot recalled that "there were piles of books everywhere, magazines,

catalogues, papers of all sorts" which were piled so high against the walls, that

one had to turn sideways to squeeze through the narrow corridors. And Kyrle

Fletcher remembered heaps of books on the floor, on tables, on chairs, and

piled upto the ceiling; so many in fact that there was hardly any room to move,

and that he and Larionov had to sit literally knee-to-knee, surrounded by a

'sea' of books kne-high (6). Larionov was not just a bibliophile, but a

'fanatical collector' (Kyrle Fletcher), and went to great lengths to obtain

books, sometimes using rather unorthodox means:

"One day, he came to my place, he saw a book that I had received,
q Moscow publication of 1905 or 1906; the old churches in the towns
of the Volga. It was a friend who had sent it to me with an
inscription. Larionov said to me: "Serge lend me this book for a day
or two". Well, I let him have it with pleasure. Some months passed,
and some more, and I asked him for it: "Yes, yes, I'll bring it round
to you". At last two, three years passed by, I still didn't have it.
One day I went round to his place, I said to him: "Hey! By the way,
whilst I'm here give me my book, you haven't forgotten". Well he
said: "Oh! you know, I don't know where it is in this ...", and you know
the organisation of his library. Then Goncharovo said: "Look here Micha,
give him his book, right now". - "All right". He gave it to me and then:
"Listen if I give you a drawing by Derain, will that do instead?" I said:
"No! I want my book." So he gave me my book back.

The next day he arrived at my place, he said: "Serge, for 24 hours, lend
me that book". I gave it to him, because I liked him a lot and I
understood this passion ... Well I still haven't got thct book to this day."

(Fotinsky, early 1960's, B. 436)
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During 1936 Larionov and Goncharova contributed to three important exhibitions.

The "Internationale Ausstellung f(Jr Theaterkunst" in Vienna, resulted in the

purchase of Larionov's exhibited works by the Nationalbibliothek. Then in the

Sixth Triennale in Milan, both artists won the silver medal. It was in this

exhibition that a change occurred in Larionov and Goncharova's attitude to

their nationality. Both artists exhibited in the French section of the exhibition

as opposed to the Russian section, clearly they now considered themselves to

be French artists.

Finally, Larionov sent three rayist paintings to the exhibition "Cubism and

Abstract Art" organised by Alfred Barr at the Museum of Modern Art in New

York. It was Barr's practice whilst organising the exhibition to write to artists

asking them about their work. To Barr's questionnaire about rayism Larionov

replied with a five page letter (B. 98). As Larionov's first pronouncement on

rayism since 1917, it is an important document. Some of the themes which

Larionov discusses in it are based upon those found in the rayist manifestos

of 1913-1914, such as the emphasis on the distribution, structure and varying

density of the layers of colour. Larionov also re-states his interest in radiation,

and infra-red and ultra-violet rays, but now adds radio rays to his list of tenets.

In response to Barr's questions about the impact on rayism of Einstein's theory

of the materiality of- light, and Leonardo's writings about light rays, Larionov

denies any influence whatsoever. Beyond this however, the letter is complicated

and confused, couched in vague philosophical terms, which Larionov fails to

define or elaborate (e.g. "radiation of thought" - "rayonnement de Ia pense").

Parts of the letter seem to imply some kind of mystical content in rayism,

but again Larionov is not specific.

The exhibition at the Museum of Modern Art was a turning point for Larionov

and rayism. It was the first time that rayist paintings had been seen in the



- 385 -

context of an art historical exhibition. The paintings underwent. a change of

status and now became historical objects to be discussed by art historians

and bought by galleries and museums. Afterwards, in fact, the Museum of

Modern Art acquired all the Larionov paintings which had been on exhibition,

as well as a number of rayist works by Goncharova. The opening of the

exhibition was celebrated by the publication of Barr's book Cubism and

Abstract Art, in which rayism was accepted as having played an important role

in the history of modern art.

Throughout 1936 Colonel de Basil revived more Larionov and Goncharova ballets.

"Les Noces" was revived at the Metropolitan in New York on April 20th. Later

in the year the rights to perform their two most recent ballets, "PAmour

Sorcier" and "Port Said", were obtained from Leon Woizikovsky, and were shown

by de Basil in Melbourne on November 21st and December 12th respectively.

During 1937 Larionov and Goncharova obtained another new commission from

de Basil, who wanted to produce a new version of "Le Coq d'Or". Fokine was

employed to recreate the choreography in three scenes, Goncharova was asked

to make new designs and Larionov to supervise their execution and the

production of the ballet as a whole. Goncharova's designs were completed by

the summer, and between July and September 23rd, the date of the premire,

Larionov made two visits to London to fulfil his part of the contract (7).

"Le Coqd'Or proved so successful that Larionov succeeded in attracting two

more commissions for Goncharova from de Basil, both of which were for ballets

to be produced during 1938. In the spring of that year Goncharova worked on

designs for "Cindarella"; the music had been composed by d'Erlanger and once

again Fokine was responsible for the choreography. The ballet was rehearsed

at the Royal Opera House London in July and had its premire on the 19th.

This necessitated another visit to London on the part of Larionov, who once
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again had been apppointed to supervise the execution of the costumes and

scenery. Whilst in London Larionov lent various Goncharova designs to an

exhibition called "The Dance" at the Leicester Galleries.

The second ballet commission from de Basil was for "Bogatyri" set to the

music of Borodin and with choreography by Massine. Goncharova worked on

the designs during the summer and the ballet had its premire at the

Metropolitan in New York on September 20th. Unfortunately, this ballet about

the legendary founders of Russia did not have much success, although

Goncharova's costumes and dcors did receive some praise.

The most important event of 1938 was Larionov and Goncharova's decision to

apply for French naturalisation. Their reasons for doing so are unclear; it may

well have been in response to the worsening political situation in Europe at the

time. The two artists made application to the Minister of Justice for

naturalisation on April 14th. Larionov was then instructed to prepare a short

'curriculum vitae', with details of visits abroad since he had been living in

France, and other information that would support his application. He also had

to forward a copy of his birth certificate, and obtain a document from the

Russian Refugee Office stating that he had fulfilled his military obligations

in Russia. Goncharova also had to submit a 'curriculum vitae', but because

she had lost her birth certificate, on April 25th had to make a sworn

declaration in front of the Justice of the Peace of the 6e. with the support of

three sponsors. Those she chose to support her were the artist Bella Reine,

the proprietor of "Le Petit St. Benott", Albert Varet, and the journalist

Oreste Rosenfeld (7). Larionov and Goncharova were finally granted French

citizenship on September 8th.
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At this time Goncharova was completing designs for a ballet caUed Dans

les Steppes d'Asie Ceni-ral&' for the company of Doris Niels in Brussels. The

success of the ballet was such that in 1939 when Doris Niels had amalgamated

her company with Erast Touraou and Serge Leslie, she was invited to make

designs for three more ballets to be staged at the Thtre Royal du Parc in

Brussels. These were "Les Forces Errantes" to music of Scriabin, "Le Tragdie

de l'Horloge" to music of Liszt, and ltLgendeI all of which were choreographed

by Tcuraou. Again Larionov seems to have done little creative work at this

time, although he helped Goncharova to organise an exhibition of her paintings

in "La Galerie d'Art 'Le Cadran' - a fanciful name for the basement of their

appartment block. The "Exposition Nathalie Goncharova : Espangnoles -

Magnolia" took place there during May and June, and featured Goncharova's

paintings of Spanish ladies and magnolia flowers which she had executed over

the past two decades. Then shortly after, Larionov helped to organise the

exhibition "Ballets Russes de Diaghilev" in the Muse des Arts Dcoratifs, in

June 1939.

Throughout September Larionov and Goncharova were on holiday at "Le Gal

Logis" at Thomery, in Seine et Marne (8), and were there when France and

Britain declared war against Germany on September 3rd. At the end of

September the two artists returned to Paris, and remained there for the entire

duration of the war. Goncharova began designs for another ballet for the

"Compagnie des Ballets de Erast Touraou, Doris Niels, et Serge Leslie", called

"Goyescas". The Company had fled from Belgium, and staged the ballet in

Paris, at the Th8tre des Ambassadeurs, in early 1940. Following this, Larionov

obtained an extraordinary commission for her from the "Compagnie des Ballets

de Boris Kniaseff". Kniaseff ordered designs to be made for ten ballets which he

planned to show at the Marigny Theatre during 1940-1942. The ballets were

choreographed by Kniaseff himself, and despite the German occupation of Paris



- 388 -

from the 14th June 1940 onwards, each was eventually produced .and staged.

The ballets were: "Carnaval de Venise" - Goldoni, "Temple Egyptien" - Arenski,

"Vision Antique" - Gagotsky, "Coup de Bambou" - Satie, "La Veille" - Skriabin,

"l'Obsession" - Tchaikovsky, "Le Lac des Cygnes" - Tchaikovsky, "Marchands

de Poupes" - Alexandre Tcherepnine, "1 'Offrande Pathtique" - Konstantinov,

and "Piccoli" - Rossini.

During the war Larionov dedicated himself to writing a history of dance, based

upon his own knowledge and his vast archive. The manuscript of this history

almost certainly still exists, but has not been seen and remains unpublished (9).

The German occupation of Paris seriously curtailed artistic life in the city.

Many artists fled, and their archives and possessions were destroyed by the

Nazis. The flat of Marcel Mihalovici for example was raided two or three

times, and all his manuscripts and scores taken away and burned. Larionov and

Goncharova survived the-carnage by virtue of their French nationality.

However, it was surprising how many artistic events were allowed to continue.

In 1941 Larionov contributed to the "Salon des Tuilleries". In 1942 Goncharova

made designs for "La Princesse des Ursins", which Larionov helped to produce

at the Thtre de la Cit.. A year later in 1943 Goncharovo, Lifar and the

Georgian composer Djabadari collaborated on the ballet "Goulnar". That some

year Larionov was involved in the organisation of a large celebration to

commemorate Kniaseff's 25th Anniversary on the stage. Then in 1944

Goncharova made a new series of designs for another version of "Sorochinsk Fair",

which was performed at the Salle Pleyel.

After the liberation of Paris in August 194-4, and the end of the war in Europe

in May 1945, Larionov and Goncharova went to spend a holiday in Monte Carlo.

In the post-war period the pace of events began to slow down for them both;
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they were 5till poor, and so from July 1946 onwards Larionov made regular

visits to London with folios of work which he sold 'en-bloc' to collectors

such as John Carr-Doughty. They also accepted various commissions as they

came along. In 1 946 Lifar, who had organised a company called the "Nouveaux

Ballets de Monte Carlo", invited Goncharova to make designs for a three hour

work in four acts, based on the Georgian poem "Chota Rustaveli", with music

by Honegger, Tcherepnine, and Harsanyl. Although Goncharova began work on

the designs, an argument took place between her, Larionov and Lifar, and the

commission was immediately passed to Prince Shervashidze. During 1947

Colonel de Basil bought the production rights for "Piccoli" from Kniaseff, and

staged the ballet in London on September 12th. As usual Larionov was asked

to supervise the production, and whilst in London advised the young

choreographer David Lichine, who was preparing "The Graduation Ball" - the

photographer Baron caught them both discussing one of the props in a

marvellous photograph (Haskell & Baron, 1950, B. 533, p. 167).

Goncharova's first successful design commission since the end of the war was

obtained in 1948, when she prepared costume and d4cor designs for "The Barber

of Seville", to be shown at the Cambridge Theatre in London. This time

however, Larionov seems to have remained in Paris.

In June their old friend Michel Seuphor returned to the city after 14 years in

retreat, during which he had studied, written and meditated. Shortly after his

return he became very friendly with Aim Maeght, the director of La Galerie

Maeght. At this time Maeght was particularly interested in organising an

exhibition entitled "Les Premiers Matres de l'Art Abstrait", and he invited

Seuphor to help him. Also, as Seuphor knew most of the artists concerned,

Maeght suggested he write a book on the subject, which the gallery would then

publish. For these reasons, and because of his friendship with them, Seuphor
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began to re-visit oil the artists of Montparnasse whom he had known in the

1920's. He visited Larionov and Goncharova, and was surprised by what he

found:

"That apportment was something very strange, absolutely filled up
with books and canvases. There was no place to sit anywhere -
mounds of books!

Books, not only books, its very hard to tell about that appartment, it
was a very funny thing, it was so full of works of all kinds, books and
all kinds of things. There was no place at all, there was no place at
all. When you arrived for a visit they had to make a place for you.
In the middle of the atelier there was a bed on the ground, he (Larionov)
mostly lay there, Goncharova introduced people. There were heaps of
books and all kinds of things. Larionov was so nice always, a funny
thing, after a short time Goncharova came with a plate and toast and
jam and coffee, a whole breakfast - and I had to take it, even if I
didn't want it."

(Michel Seuphor in conversation with the author, 22/VIII/1981 & 12/V/1983)

During the autumn of 1948 Seuphor became extremely friendly with Larionov and

Goncharova and they began to help him with research for his book. Larionov

gave him a copy of Barr's Cubism and Abstract Art, and supplied him with copies

of Radiantismo and their 1914 Paul Guillaume catalogue. Larionov also

answered Seuphor's questions about Tatlin and Malevich, and wrote a letter to

him concerning them. However, Seuphor also renewed his friendship with Sonya

Delaunay and Nina Kandinsky, and during his discussions with them noticed that

both were hostile to Larionov and Goncharova:

"There was bad behaviour from both Sonya Delaunay and Nina Kandinsky
towards Larionov and Goncharova ... Sonya and Robert Delaunay did not
believe that Rayism had existed before the First World War. Sanyo told
me: "They have done nothing, they speak of it as though it had been".
Sonya was very angry, she said that there had been no Rayism ... but
Nina Kandinsky admitted that there was such a thing as Rayism, she said:
"They are stupid, their work is of no importance". Both Sonya and Nina
got this attitude from their husbands. Kandinsky disliked Larionov very
much and so did Delaunay. They had to be the first artists in 1912 making
abstract art - not Larionov, that was not permitted ... When I told Larionov
the things that Sonya Delaunay had said about Rayism, Larionov cried:
"Moi Prouver! Moi Prouver!" From underneath a table which was piled
with books he found a large brown Russian book, dated 1913. He showed
me reproductions of rayist works dated 1912. Larionov tore out two sheets
and said: "There! Proof!".

(Michel Seuphor in conversation with the author, 12/V/1983, (10).
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As a result of this argument Seuphor, in between writing his book and

organising the Maeght exhibition, decided to organise an exhibition of rayist

painting at the Galerie des Deux lies where he was working at the time. Every

day during the winter of 1948 Seuphor went to see Larionov and Goncharova to talk

about rayism'. and to choose works to exhibit. Unfortunately, from this point on

Larionov and Goncharova, in the face of opposition from Sonya Delaunay and Nina

Kandinsky, began to consciously and consistently pre-date their early works in order

to firmly establish their own claim to be 'les premiers maltres de l'art abstrait' (11).

The exhibition which Seuphor organised for Larionov and Goncharova was held

at the Galerie des Deux Lies from December 6th - 18th and was entitled "Le

Rayonnisme 1909 - 1914". A major error occurred in the title, where it was

suggested that rayism had begun in 1909. Other dating errors occurred in the

list of exhibits, where Larionov's "Study of a Woman" (1912) (iii. 28) and

"Rayist Head of a Bull" (1913) (iii. 55) were both dated 1906. Given this

precedent, in future exhibitions Larionov and Goncharova would pre-date their

paintings, and art historians, following Seuphor's lead and Larionov's own

claims, would date the birth of rayism to 1909.

Larionov and Goncharova were understandably delighted with the exhibition.

Not only did it establish them both as two of the first non-objective painters

of the century, but a sharp text written by Seuphor "against the enemies of

rayism", mitigated external criticism and disbelief. Seuphor was a powerful

force to have on their side and afterwards, according to Seuphor, Larionov and

Goncharova used to say that they owed their lives to him. They were certainly

grateful; Larionov gave him the "Portrait of Vladimir Tatlin" (iii. 107), and

inscribed on the reverse "A Mon Ami Michel Seuphor". Following the exhibition

Nina Kandinsky maintained the view that rayism was of no artistic value; Sonyc

Deiaunay however was extremely angry with Seuphor, and there was "a big
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discussion" between them. Sonya Delaunay eventually had to retract her

position:

"Sonya Delaunay was a very difficult woman, she wanted to be the
Queen of Paris. But after a while we settled our differences. After
all, it was not good for her to be against me since at the time I was
very active, I was writing books about art!".

(Michel Seuphor in conversation with the author, 12/V/1983)

Seuphor's book l'Art Abstrait : Ses Origines, Ses Premiers MaItres, coincided

as planned with the opening of the exhibition "Les Premiers Matres de l'Art

Abstrait" at the Galerie Maeght in April 1949. When the catalogue of the

exhibition was published in the May edition of the Magazine Derrire le Miroir

(12) the works exhibited by Larionov and Goncharova had again been pre-dated.

"Glass" (1912) (iii. 34) was for the first time given the date of 1909, a

"Rayist Beach" that of 1911, and Goncharova's "Cats" was dated 1910. The

general principle emerging at this point was for Larionov and Goncharovo to

pre-date their paintings by three or four years.

In the spring of 1949 Goncharova was again designing for the theatre. During

1948 Larionov and she had met the Marquis de Cuevas, who had commissioned

Goncharova to make designs for two ballets, "La Pri" and "Un Coeur de Diamant",

for his Grand Ballet de Monte Carlo. By February 1949 her designs were

nearing completion and on the 19th she left Paris with Larionov for the Hotel

de Berne in Monte Carlo, where they stayed until April 8th, supervising the

production of the two ballets, and their premires. At the same time Boris

Kniaseff, who was now in South America, was having success in re-staging his

series of ten ballets for which Goncharova had made designs, in the

Poletiannero Theatre in Buenos Aires. Later in the year Natal'ya Kodryanskaya

asked Goncharova if she would illustrate her book Stories (Skazki) (B. 64).

Goncharova agreed, and with advice from Larioriov began work. Larionov

himself was busy writing an article on stage design, which was published under
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the title "The Art of Stage Decoration" in December in the Continental Daily

Mail (B. 102).

During 1950 Larionov was again in London working in an advisory capacity for

one of the ballet companies, but during his stay he suffered a serious stroke

and was taken to the French Hospital in Shaftesbury Avenue. A telegram was

sent immediately to Goncharova in Paris, who decided to fly to London to be

with him. Goncharova stayed several weeks in London, stopping with her friends

Cathrine de Villiers and Princesse Carlos de Rohan. When Larionov was well

enough to travel, Goncharova returned home, and made arrangements for him

to spend time in a rest home, "Le Maison de Chateaubriand" at Chatanay-Malabry,

on the southern outskirts of Paris. Larionov stayed here throughout 1950 and

most of 1951. Slowly he regained his health, but the stroke had left the right

hand side of his face paralysed, with a wide open staring eye. His right arm

though was not badly affected.

Unfortunately the expenses incurred by Larionov's illness began to mount. These

were partially offset by the publication in 1950 of the Skazki with Goncharov&s

illustrations, and also by donations from ballet friends, but the effects of the

rigid economy that Goncharova practised at home now began to tell on her.

As Tatiana Loguine recorded:

"The rest home cost a lot. She walked miles on foot to go and see him,
and each day only ate a little soup which was donated by a restaurant.
She wasted away, became transparent. Only her eyes retained their
brilliance.

Larionov returned to the Rue Jocques-Callot, walking with difficulty but
still with his extreme lucidity for everything concerning Art. His morale
was often very low: "In such destitution, this is how the artists of the
avant-garde are made to live" he used to say to me, Goncharova never
complained."

(Loguine, 1971, B. 388, p. 65)
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During 1952 Larionov and Goncharova did little but exhibit their works. From

May to June they held a double exhibition at the Galerie de l'lnstitut in the

Rue de Seine. The "Exposition Nathalie Gontcharova (Thtre)" was held there

first, and was then replaced by "Michel Larionov/Nathalie Gontcharova

(Peintures)". Both artists were represented in the large historical exhibition

"Chefs d'Oeuvre du XX Siecle" at the Muse d'Art Moderne in Paris, and again

at the exhibition of "Modern French and Russian Drawings" at the Victoria and

Albert Museum. They held another exhibition at the Galerie 25 in Paris in 1953,

and now began to sell their paintings to major museums and galleries throughout

the world. In this year Larionov sold the rayist painting "Glass" (iii. 34) to the

Guggenheim Museum in New York, and following the suggestion of his friend

Eugene Mollo in London, Lcirionov agreed to meet John Rothenstein, the director

of the Tate Gallery in London.

Mollo and Rothenstein visited Larionov and Goncharova late in 1 953, and agreed

to purchase three paintings from them for the gallery, including Larionov's small

pneumo-rayist "Nocturne", and Goncharova's "Autumn". Unfortunately, at this

point Larionov and Goncharova had begun to pre-date their works by more than

a decade. "Autumn" for example is a famous case, being dated by Goncharova

to 1910 whilst it was most probably executed in the early 1920's.

Following the purchase of these paintings by the Tate, Larionov and Goncharova

came into contact with the assistant director, a fellow Russian by birth, Mary

Chamot. Mary Chamot first visited Larionov and Goncharova in 1954 and struck

up a close friendship with both artists, corresponded with both of them at some

length and was later to become an authority upon their art in England. Another

visitor from England in 1954 was Richard Buckle, who was organising a large

Diaghilev exhibition, to commemorate the 25th year of his death, at the

Edinburgh festival. He later described his first visit to see them in order to
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borrow items to exhibit:

u The visitor to the old house in the Rue Jacques-Callot has to climb
up four floors and knock at a door which seems impassable. I have
never seen a door which has less of an air of wanting to open. A
moment passed; I was preparing to leave; but this 'tomb' was inhabited
because I heard some movements and a conversation in Russian. Then
the door was opened slightly and I was examined from head to feet by
the placid eyes of Nataliya Goncharova. She smiled and bid me enter.

The interior of the appartrnent was extraordinary. I had an impression
of being a robber in the tomb of an Egyptian king. More, a narrow
passage guided me through heaps of dusty treasures, and conducted me
to the bed of the Pharao : Larionov. My friend, ill, received me lying
down. He remained avid and enthusiastic to talk about everything which
touched on painting, theatre, and new artistic events. Projects and new
experiments excited him so much that he sat up, lifting himself by his
hands with difficulty, from time to time throwing a leg out of the bed,
as if he was going to get up

During my first visit to these dear friends I had envisaged passing one or
two hours with them; but I quickly came to understand that 'time doesn't
exist in a hermitage'. Firstly, although I had already dined very well, I
had to accept some cake and, because I coughed, some sweet wine and
syrup mixed with warm water (I couldn't tell them that I didn't like cake
or sweet wine). We began to talk and four hours passed before I was
able to get them to look out the maquettes for the exhibition. Well
this posed many questions: Where to find them? In which room? In
which pile? In which bundle? Some of the works of which I took a note
weren't able to be found when I returned, and the paintings which arrived
at Edinburgh were not all of those catalogued some weeks before at Paris.

In the early hours of the morning whilst eating some cheese with Michel
and Nathalie I felt that I had never been as close to the heart of Holy
Russia.

The accumulation of wealth never meant anything to them. They
possessed only their talent and yet one prevented them with difficulty
from giving everything: I was already inundated with presents. I left
the appartment loaded with beautiful and rare drawings, prints, water-
colours and oil paintings. In addition to their own works, they gave me
a Bakst lithograph for the costume of Trouhanova in "La Pri", and a
still life by Roger Fry. I had plundered the tomb of the Pharao."

(Buckle, in Loguine, 1971, B. 388, pp. 193-194)

In connection with the exhibition at Edinburgh, the 'rgisseur' of Diaghilev's

"Ballets Russes", Serge Grigoriev and his wife, the dancer Tchernicheva,

decided to revive the 1926 "1 'Qiseau de Feu". Goncharova was asked to re-

draw some of her designs for the ballet, which was produced at Edinburgh

Empire on August 23rd, and then travelled to Covent Garden in London and La

Scala in Milan. From this commission Goncharova earned sufficient money to
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hire a German lady, Anna Maria Meyer, to give domestic and secretarial help

to both herself and Larionov.

At this time their old friend Pierre Vorms came to visit them. During the war

he had been in the Maquis and afterwards had remained at Belvs in the

Dordogne, where he had become an art publisher. He. suggested to Larionov

and Goncharova the possibility of publishing a new appraisal of Diaghilev's

"Ballets Russes". The two artists were enthusiastic, and together during 1954

and 1955 wrote an essay for the book entitled "Serge de Diaghilew et l'Evolution

du Dcor et de Costume de Ballet". They also lent him some of their drawings

from the 1920's with which to illustrate the text. In addition to their own

essay, and an essay by Vorms, the book was to comprise a complete list of

ballets designed by each artist whom Diaghilev had employed, with numerous

illustrations of their work. Les Ballets Russes Serge de Diaghilew (B. 65)

was published by Pierre Vorms in November 1 955, and was to be the last book

on which Larionov was to collaborate.

Whilst they were finishing their essay for the book, two further steps were

taken to securing Larionov and Goncharov&s position in the history of art.

During March and April both artists contributed to another historical exhibition,

the "Evocation de l'Epoque Hroique" at the Galerie de l'Institut. Then in

June 1955 Mary Chamot published an article on "The Early Work of Goncharova

and Larionov" in Burlington Magazine (B. 356), which was the first account in

English of their years in Moscow.

Concurrent with the publication of this article, Larionov and Goncharova

surprised their friends, when having lived with each other for 55 years, they

decided to marry. The ceremony took place in the Maine of the 6e. at ten

minutes past ten on the morning of June 2nd, with Oreste Rosenfeld as their

witness.
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During 1956 the two artists once again held a double exhibition cit the Galerie

de 1'Institut. The "Exposition Nathalie Gontcharova Oeuvres Anciennes et

Rcentes" took place during May, and was followed by "Michel Larionov

Oeuvres Anciennes et Re'centes" which ended in June. Once again almost all

the works had been pre-dated. "Scene - The Cinema" (1912) (ill. 27) was dated

1906. One of the hairdresser paintings (1909) and "Bread" (1910) (ill 22) were

both dated 1907. Finally, most of the rayist paintings shown were given the

date 1910. Another point of importance is that as the titles of the two

exhibitions suggested, recent works were shown alongside old ones. Mary Chomot

has recorded that for her exhibition, Goncharova drew and painted a number of

new rayist works. The probability is that these works were pre-dated by the

artist as she made them, or if they were left undated, have subsequently been

dated to the Moscow period by others. In the light of this fact one must be

open minded about certain works by Larionov, which may well date from this

period, as to date them earlier would by stylistically unconvincing.

Towards the end of 1956 Goncharova began her last design work for the

ballet. Vitali Fokine had organised a Fokine Festival at Monte Carlo for

February 1 957, to be produced by the "Th8tre d'Art du Ballet", and had

commissioned Goncharova to make the designs for seven ballets. These

included "Les Syiphides", "Les Elphes", "Eros ou l'Ange de Fisole", "Les

Aventures d'Arlequin", "Islamey", "Igroushki", and "Le Carnaval". This last

commission brought in sufficient income to help them both through their last

lean and difficult years. They continued to exhibit their works at exhibitions

such as "l'Art Abstrait Les Premires Gnrations" at the Muse de Saint

Etienne, and at the Galerie Creuse. Larionov continued to write, and in

December 1957 published a short article in Aujourd'hui about his recollections

of Malevich (B. 112).
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During the following few years Larionov and Goncharova kept up the practice

of painting and drawing. During 1958, following the launch of the first 'sputnik'.

into space, Goncharova painted a whole series of works on the theme of outer

space, which were exhibited in October at the Galerie Loeb in Paris. Larionov

on the other hand preferred to draw with pencil or coloured inks, and gave his

works liberally to any friends who happened to visit. . A drawing from this

period in the collection of Mary Charnot shows Larionov still using neo-primitive

subject matter, in this case the large glowering head with strong parabolic

outline. Nonetheless, Larionov continued to experiment and some of his last

works include a series of coloured ink drawings, executed on absorbent paper,

which feature intriguing combinations of Cyrillic and Latin letters (ill. 1 64),

or simply dots and squiggles.

The early works of Larionov were now nearly always included in large

historical exhibitions of modern art, for example the "50 Ans d'Art Modern&'

at the Palais Internationale des Beaux Arts, Brussels, in 1958 and the "Beitrag

der Russen zur Modernen Kunst" at Karmeleiter Kioster, Frankfurt in 1959.

Increasingly Larionov and Goncharova were visited by historians who wanted

to write about their work. In the summer of 1959 Frank Jotterand came to

see them, and afterwards wrote an article about them for l'Illustr (B. 382).

Then in 1960 the two artists were visited by Camilla Gray, who was gathering

material for her book The Great Experiment : Russian Art 1863 - 1922, she

worked from Larionov's extensive archive and became very close to the two

artists.

In 1960 Larionov's works were shown in various exhibitions including the

Venice "Biennale" and the important exhibition, "The Sources of the XXth

Century The Arts in Europe from 1884 - 1914", held at the Muse d'Art

Moderne in Paris from November 1960 to January 1961. Following this exhibition
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the French State purchased two paintings from Larionov, "Garden at Tiraspol"

and "Scene - The Cinema" (ill. 27). A much more spectacular and important

purchase was made from Larionov in 1961 by the VIctoria and Albert Museum.

Under the guidance of Brian Reade and Carnilla Gray the museum undertook to

buy a portion of Larionov's archive, which, after six years of cataloguing,

amounted to over 400 books, periodicals, catalogues, posters, programmes,

photographs and other printed material. In addition to this, the Museum

bought numerous drawings, sketch-books and watercolour deisgns for the stage,

from both artists. The price agreed for this consignment of material came to

£2,300 and helped, at least temporarily, to fulfill their financial needs (13).

On June 4th Larionov celebrated his 80th birthday, in the company of Goncharova

and Mary Chamot, who had brought her camera and took several photographs of

both artists (ill. 165)(14). Camilla Gray also paid several visits to Larionov and

Goncharova during the year, in order to select paintings and designs for an

exhibition of their work in England, which she and Mary Charnot had planned

together. "Larionov and Goncharova : A Retrospective Exhibition of Paintings

and Designs for the Theatre" opened in September 1961 at Leeds, then

travelled to Bristol where it opened in October, and finally moved to London

where it was shown at the City Art Galleries from November to December.

An immensely informative, but now out of print catalogue was published to

accompany the exhibition; it included a chronological essay on Larionov by

Camilla Gray, and a similar essay on Goncharova by Mary Chamot.

Two other important exhibitions of the work of Larionov and Gonchorova were

held during 1961; these were "Larionow - Gontcharowa" at the Galerie Schwarz

in Milan, and "Larionov - Gontcharov&' at the Galerie Beyeler in Basle.

Unfortunately cit the latter exhibition all the paintings were wrongly dated.

"Soldier on a Horse" (c. 1912) (ill. 71) for example, was given 1904 and "Rain"

(1908) (iii. 3), 1902.
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During the spring and summer of 1962 the Victoria and Albert Museum

exhibited the collection that they had acquired the previous year. Larionov

and Goncharova's works were also on show during March and April at the

Grosvenor Gallery in London, in the exhibition "Two Decades of Experiment in

Russian Art 1902 - 1922", and also at the exhibition "Der Blaue Reiter" at the

Galerie Maeght in Paris. However, the two artists were not in a position to

enjoy the results of these exhibitions, nor the publication of Camilla Gray's

book The Great Experiment : Russian Art 1863 - 1922, which hailed Larionov

and Goncharova as:

"... two personalities of fundamental importance in the history of the
modern movement in Russia."

(Gray, 1962, B. 527, p. 96)

At the end of the summer Larionov once again became ill, and was taken to

hospital. Goncharova remained in the appartment alone, apart from when

Anne-Marie Mayer and another German friend, Marita Herlitzius, came to

help her. However, during October Goncharova's health seriously declined,

and it became clear that she was suffering from tertiinal cancer. She was

transferred to a private clinic in Paris, where on 17th October, 1962 she died.

On October 22nd, her body was buried according to the rites of the Russian

Orthodox Church in the cemetry of lvry on the southern outskirts of Paris.

On Larionov's return to the appartment at the Rue Jacques Callot, he found

life extremely difficult, and shortly after, Alexandra Tomilina moved in to

help him, becoming his secretary, his guardian, and finally his wife.

During 1963 Larionov, through Tomilina's help, continued to exhibit his works.

In the spring he showed paintings at "La Grande Aventure du XX Siecle" at the

Ch8teau de Rohan at Strasbourg. Then during the summer he helped to prepare

the important "Retrospective Gontcharova - Larionov" at the Muse d'Art Moderne
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de la Ville de Paris. This was to be his last public appearance;numerous

friends saw him at the opening in September, but he was already very ill.

His final exhibition was arranged through Troels Anderssen, who borrowed a

number of drawings from Larionov and exhibited them at the Galerie Hybler

in Copenhagen in December 1963.

Since 8th April 1963, Larionov had not been living in the appartment in Paris,

but in a quiet rest home, "Le Provençale", 1 Rue Jean Jaurs at Fontenay aux

Roses. "Le Provençale" dated from the 18th Century; in fact one of its owners

had been Chauveau Lagarde, the defender of Marie Antoinette. Ultimately the

house fell into the hands of the Blanc family who established a rest home there,

at first for fatigued intellectuals, and later for the aged. "Le Provençale"

comprised a large park with a grotto, and the house itself had about 15 rooms

which catered for the same number of residents, who were mostly historians,

generals, or philosophers such as Julien Benda and Jean Grenier (the teacher

of Camus) (15). Here Larionov lived with Tomilina during the rest of 1963,

and into 1964. Often he telephoned his friends from here, Michel Seuphor

receiving several calls from him; others, such as Mary Chamot, he entertained

there, and yet others such as Waldemar George paid short visits to see how he

was. In the spring of 1964 Marcel Mihalovici decided to visit him, and later

recalled:

"A few days before his death, I paid a visit to Michel Larionov, in the
rest home on the outskirts of Paris where he passed the last months of
his life. The somewhat ruined, romantic appearance of this residence
pleased him. The painter Lubitch who Larionov admired wanted to
accompany me too.

We found him in bed, surrounded by art magazines. Great was his joy!
We talked painting and theatre.

With his faltering pronunciation, entirely his own, slightly exaggerated by
illness, and in his picturesque French he asked me:

"But for how long have we known each other?"
"For not less than 42 years" was my reply.
"Well then" he continued, "We are able to 'tutoyer".

Thus after 42 years of friendship, we called each other 'tu' for almost an
hour.

(Mihalovici in Loguine, 1971, B. 388, p. 159)
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Marcel Mihalovici must have been one of the last people to seeLarionov alive,

for he died on 10th May 1964 in his bed at "Le Provençale". On the 14th May

he was buried according to the rites of the Russian Orthodox Church, next to

his companion in life, Goncharova, in Ivry Cemetry, division 7, line 1, tomb 14,

which bears the words:

NATHALIE GONTCHAROVA	 MICHEL LARIONOV

(ARTISTE, PEINTRE)	 (ARTISTE, PEINTRE)

1881 - 1962	 1881 - 1964

* * * * * * * * * *

"I'm going to tell you a little story about Larionov and Goncharova.
You know that with the Russians there is no such thing as time.
You are able to visit someone at 11 o'clock in the evening, or
1 o'clock in the morning. That's how it is in Russia, and it's the
same in Paris, certain Russians have kept up the practice. One
night at 10 o'clock, not too late, someone rang at the door. I
opened it, it was Larionov and Goncharova : "We've been somewhere,
we haven't dined and so we've come to your place, where we can
eat well". Together we began to prepare some food, and after
dinner Larionov said to me : "Listen old friend, have you got a
sheet of paper and some coloured pencils?" I gave them to him;
he made a coloured drawing for me of a reclining nude whose
head resembled that of Goncharova when she was young. But the
most curious thing was that he gave the drawing a dedication:
"Life passes, but Love, never". And in Russian this is: "Zhizn'
prokhodit, Lyubov net"."

(Fotinsky, 1960's, B. 436)
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CHAPTER 10 - NOTES

1. H. Frdric Pottecher: "Au Petit Saint-Bendit", in Loguine, 1971, B. 388,

pp. 179-182. This same text was used as the basis for another article,

B. 405, and for a section on Larionov in his recent book of memoirs, B. 625.

2. Larionov's personal copies of Broadway Magazine (New York), May 1901,

Vol. VU, No. 2, and Vanity Fair A Monthly Magazine, (New York), Vol. IX,

No. 6, and Vol. X, No. 2, are now preserved in the National Art Library

of The Victoria & Albert Museum, London.

3. Mark Slonim: Portretui Sovetskikh Pisatelei, Parabola, Paris, 1933.

Larionov's designs are now preserved in the Print Room of the Victoria

& Albert Museum, London.

4. Two photographs of the group on this holiday are reproduced in Loguine,

1971, B. 388, p. 60. Alexandra Tomilino had become very close to

Lorionov by this time. In fact the relationship which had evolved between

Larionov, Goncharova and Tomilina was now something of a 'manage i

trois'. Tomilina was born in 1900, the daughter of Claude Tomilin, a

rich middle class merchant who lived and worked in Moscow. They were

a well known family, in fact a railway station on the outskirts of Moscow

was named after them. During the Revolution she led a difficult and

hard life, and afterwards told Joan Osiakovski that during this period she

had shot people. During the 1920's Tomilino emigrated from Russia and

became a student, writing a thesis (which was never finished) on the

Romanesque churches of Saintonge, for Professor Grabar. She was also

the librarian of the Students' Union (93 Boulevard Saint-Michel) as well as

an artist's model, and it was as a model that Yuri Annenkov introduced her
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to Larionov. The 'mnage i trois' continued for the rest of their lives,

and during the 1930's Tomilina moved into the same appartment block

as Larionov, to be nearer to him.

5. Lon Osmin: Fioures de Jadis : Les Pionniers Obscurs du Socialisme

"Editions Nouveau Promethe", Paris, 1934.

Goncharova's drawings for the book are preserved in the Department

of Drawings of the Muse d'Art Moderne, Centre Georges Pompidou, Paris.

6. Ifan Kyrle Fletcher: "Larionov Bibliophile", in Loguine, 1971, B. 388,

pp. 183-184.

7. Recorded in Larionov and Goncharova's personal statements supplied to

the Ministre de La Justice in 1938 in support of their applications for

French naturailsation. These are preserved in the Ministre des Affaires

Sociales et de La Solidarit Nationale, see. B. 395.

8. See Tomilina and Daulte in George, 1966, B. 376, p. 126.

9. The fact that a manuscript exists is recorded by Tomilina and Daulte in

George, 1966, B. 376. However neither Mary Chamot nor Marcel

Mihalovicj have ever seen it.

10. Larionov tore the two sheets from a copy of Eganbyuri, 1913, B. 12.

They are now located in the archive of Michel Seuphor and illustrate

Larionov's "Rayist Construction of a Street" (iii. 56) and Goncharova's

"Cats"
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11. Larionov and Goncharova are not the only examples of modern artists who

have deliberately pre-dated their work. During the organisation of the 1936

exhibition "Cubism and Abstract Art", Alfred Barr challenged the date of

Giacomo Balla's "Street Lamp" as being 1909. Balla insisted the date was

correct. It has since been shown that the painting was executed between

1911-1912.

1 2. No separate catalogue was published for this exhibition, but a list of

exhibited works was printed in the magazine of the Galerie Maeght,

Derrire le Miroir, May 1949, Nos. 20 & 21.

13. A carbon copy of the bill is in the collection of the author.

14. At the turn of the 19th Century the difference between the Julian and

Gregorian calendars increased by one day; thereafter in the West, Larionov

celebrated his birthday on June 4th.

15. 1 am indebted to Mme. Christine Gauthier, (niece of Mile. Blanc, the

director of "Le Provençale") for information concerning the Home, and

Larionov's admission there.
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CONCLUSION

TWENTY YEARS ON

Following Larionov's death in 1964 the appreciation and publication of hiswork

developed rapidly. As early as 1966 Tatiana Loguine had founded the

"Association des Amis de Larionov et de Gontcharova", whose committee of

honour comprised Mme. Apollinaire, Bertin, Massine, Milhaud, Lifar, Seuphor,

Sauget and Waldemar George. During the 1 9 60's the "Association" represented

a powerful force in establishing Larionov and Goncharova's reputations. Their

work was also publicised in a series of nine exhibitions, which were organised

under the auspices of Mme. Larionov during 1967-1976, and were shown in Paris,

the French provinces, Brussels, and New York. Concurrent with this burst of

activity three monographs on Larionov and Goncharova were published. In 1966

George completed work on Larionov (B. 376), a beautifully illustrated tribute to

the artist but with a euphuistic text. In 1971 Loguine published a remarkable

collection of 40 memoires on the artists entitled Larionov et Gontcharova 50

Ans i?i Saint-Germain des Prs (B. 388), which was followed in 1972 by Mary

Chamot's delightful and well researched monograph Gontcharova (B. 357).

Unfortunately the impact of these posthumous developments was not sustained

during the late 1970's and early 1980's. The demise of many members of the

"Association" considerably impaired its strength and Mme. Larionov began to

deny access to her rich archive and collection of paintings. The effect of these

events and a decline in interest in Larionov and Goncharova was reflected in

the exhibition to mark the centenary of their birth in 1981. The small exhibition

"Hommage Larionov et Gontcharova" at the Galerie Darial in Paris, went

unpublicised, it contained little work of interest and no catalogue was published

to mark the occasion.
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The developments of the late 1960's and early 197O's established Larionov as a

major figure in the history of 20th Century art. However, as outlined in the

introduction, the works published in this period also prompted questions about

the chronology of Larionov's stylistic development, his biography, and about

how to approach an understanding of his work. At this time these questions

were seldom approached and never satisfactorily answered. The lull which

followed this first flowering of posthumous Larionov scholarship has, however,

provided a breathing space in which to think through these problems and to

work out methods of solving them. This thesis then opens a new period in the

history of Larionov scholarship, not only because it is the first work in several

years to deal with the artist, but also because of its approach to questions of

chronology, biography and source material.

By reference to the sequence of works shown at exhibitions, to reviews, and

to published illustrations of paintings, the thesis presents the first realistic

chronological survey of Larionov's stylistic development. Beginning with

Larionov's adoption of Impressionism in 1904, the thesis charts the move to

Symbolism during 1907, and his growing interest in Post-Impressionism from

1908 onwards. Seminal works such as "Walk in a Provincial Town" date from

the summer of 1909. The period of Larionov's military service has been

established as 1910-191 1, during which he executed many of his soldier paintings.

The autumn of 1912 saw Lorionov painting his first Neo-Primitive works such

as "The Seasons", as well as his first Rayist works such as "Glass". During 1913

Larionov developed Pneumo-Rayism and experimented with Cubo-Futurism in

his magnificent canvas "Boulevard Venus". The development of experimental

three dimensional works occurred in 1 915, and later in 1 917 Larionov turned to

making reliefs entitled "Ornements Architecturales" which were studies for his

theatre designs. The thesis also suggests that Larionov's mechanical theatre

designs for "Histoires Naturelles" should be dated to 1917-1919.
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The thesis has also established an accurate biography of the artist and his

creative endeavors, based upon catalogues, programmes, reviews, manuscripts

and archival material. This particular study has opened up new fields of inquiry

into Larionov's work, especially during his years of wandering with the Ballets

Russes", and in his contributions to the School of Paris in the 1920's. The

references to his character throughout the biographical sections of the thesis,

reveal Larionov to be a complex personality with self indulgent quirks of

temperament. There was an evident lazy streak in his character, and the fact

that he over-painted and pre-dated his works have somewhat spoiled and

militated against the popular and to a certain extent, art historical recognition

of his contribution to 20th Century art. The thesis also seeks to explain a

certain decline in painterly vitality after 1914 in terms of his medical condition-,

which impaired his concentration, and which Fotinsky and Vorms cite as being

the cause of a lack of creative vision following this date.

The thesis also represents the first attempt to interpret or to understand Larionov's

Neo-Primitivism and Rayism in the light of the source materials which he used in

their creation. Research into his personal library, into his collection of 'lubki'

and icons, and into his art writings formed the basis for specific studies of the

relationship between his art and his bizarre and wide ranging interests. In

particular it was found that 'lubki', icons, peasant arts and crafts, signboards,

naive art and graffiti had a tremendous impact upon the development of Neo-

Primitivism. Larionov's knowledge of Archaeology and Ethnography played an

important role as did the subjects of classical mythology and shamanism, which

seem to have suggested the subject matter and content of many Nleo-Primitive

works.

As regards Rayism, the thesis demonstrates a close aesthetic and theoretical

relationship between Larionov and the Italians. There is clear evidence of the
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influence of Italian Futurist thought upon the development of Rayism, yet

other aspects of Larionov work anticipate both Italian theory and practice.

The thesis also draws attention to the role of contemporary science in the

development of Rayism. In particular theories of the fourth dimension of,

space and radiation were shown to be seminal to Larionov's Rayism. The

studies of Larionov's source material and the interpretations of his work in

this light reveals something of his aesthetic ideology and the nature of his

creativity, proving him to be an intellectual, literary and erudite artist despite

the evident coarseness of his style and subject matter.

Twenty years after Larionov's death, what can we say about his importance

for 20th Century art? This thesis indicates some of the answers to that

question in the bias which it gives to particular styles, art works and activities.

Perhaps Larionov's most important contribution was his development of

Nleo-Primitivism. Not only did it prove to be a remarkable and powerful style

of painting, a worthy equal of German Expressionism, but through Larionov's

enthusiasm for re-discovering and re-evaluating in painterly terms the visual

traditions of the Russian nation, he left his stamp on an entire generation of

Russian painters. In fact, Soviet artists today greatly admire Larionov for his

work in this field, including the painter and graphic artist Kirill Sokolov, whose

stylistic approach has evolved by reference to Larionov's work.

The development of Rayism, the first non-objective movement in Russian art,

has also had a profound impact. Larionov's statement in his manifesto Rayism

(Luchizm) that a picture could be constructed according to a specific method,

was to have important repercussions on the evolution of Constructivism under

Tatlin. Moreover, the evident relationship between Larionov's ray-lines, ray-

clusters, intersecting planes of colour and similar devices found in the work of

Popova and Rodchenko has yet to be investigated. So too has the fascinating
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question of the role played by Rayism in the development of Polish Formism.

Henryk Berlewi, one of the leaders of this movement was extremely

enthusiastic about Rayism and acquired copies of Larionov's manifestos shortly

after their publication (Vergo, 1972, B. 434, p. 479).

Larionov also made an important contribution to 20th Century art as an

organizer. In his early years at the Moscow School he had shown a flare for

organising exhibitions and mobilising artists. Without this drive for putting his

continually inventive thoughts into practice, it is true to say that Russian

Futurism would have been principally a literary and poetical school, without

blossoming into the rich cultural movement which it became. Diaghilev

recognised Larionov's qualities in this capacity when he invited the artist to

join him in Switzerland in 1915 to reorganize the "Ballets Russes". In Paris

during the 1920's Larionov continued to work as an organizer, not only of

exhibitions, but of important events such as the "Bal Travesti". Ultimately in

the late 1920's he became a cultural co-ordinator between France and the

Soviet Union. It was through his initiative, his connections, and his determination

that exhibitions such as "The Exhibition of Contemporary French Art" was shown

in Moscow, and that works by groups of Soviet artists were shown in Paris and

London. Larionov's organizational capabilities are thus a crucial aspect of his

importance.

Finally, Larionov is one of the most humourous and witty artists of the 20th

Century. The 'raison d'etre' of a number of his works is simply and purely

to make one laugh. His humour though is not the intellectual and punning verbal

wit of Cubism nor the dubious and menacing humour of Dada and Surrealism.

Larionov's is a simple, good natured, earthy peasant humour. Joan Osiakovski

remembered Larionov as being "straight from the pages of Russian proverbs"

and it is this humour which pervades his work. It is the humour of "The Blue
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Pig", the transparent clothes of the "Boulevard Venus", and the caricatures of

the "Ballets Russes" troupe as repulsive dogs. In this Larionov's art approaches

that of Rabelais, and in modern times, that of James Joyce, whose contemporary

Larionov was, and with whom he shares the delightful ability to make a

significant and important statement on the one hand and then to set it against

the foil of a bawdy joke or comic scene on the other. Art is humanized and

we are encouraged to enjoy life through it. In a century where the trend of

art has been principally sophisticated and intellectual, Larionov's use of humour

is not only a longed for refreshment, but like the use of humour in Joyce, is a

sign of genius.

"The course of art and the love of life have guided us"

(Larionov, 1 91 3, B. 17, p. 115)

"The Church is far, but the road is muddy. The Inn is
far but you can walk on the verge"

(Old Russian Proverb)
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A CHRONOLOGICAL BIBLIOGRAPHY OF PUBLICATIONS ILLUSTRATED BY

LARIONOV AND GONCHAROVA

1. Seriya Otkruituikh Pisem,
Izd. A. Kruchenuikh, Moscow, 1912. Postcards ill. N. Goncharova,
I. Larionov, M. Larionov, A. Shevchenko, V. Tatlin.

2. Kruchenuikh, Aleksei and Khlebnikov, Velimir
Igra v Adu : Poerna, Izd. G.L. Kuz'mina I S.D. Dolinskago, Moscow,
October 1912. 300 copies. Cover and 15 ills. N. Goncharova.

3. Kruchenuikh, Aleksei
Starinnaya Lyubov, Izd. G.L. Kuz'mina i S.D. Doliriskago, Moscow,
October 1912. 300 copies. Cover and 5 ills. M. Larionov.

4. Kruchenuikh, Aleksei and Khlebnikov, Velimir
Mir s Kontsa, Izd. G.L. Kuz'mina i S.D. Dolinskago, Moscow,
December 1912. 220 copies. Cover and 5 ills. N. Goncharova; 8,
M. Larionov; 5, I. Rogovin; 1, V. Tatlin.

5. Kruchenuikh, Aleksei
Dye Poemui: Pustuinniki. Pustuinnitsa. Ris. Natal. Goncharovoi,
Izd. G.L. Kuz'mina i S.D. Dolinskago, Moscow, January - February
1913. 480 copies. Cover and 15 ills. N. Goncharova.

6. Kruchenuikh, Aleksei
Poluzhivoi : Soch. A. Kruchenuikh. Ris. Mikh. Larionova,
Izd. G.L. Kuz'mina I S.D. Dolinskago, Moscow, February 1913.
480 copies. Covers and 15 ills. M. Larionov.

7. Kruchenuikh, Aleksei
Pomada Stikhotvoreniya. Risunki Larionova, Izd. G.L. Kuz'mina
i S.D. Dolinskago, Moscow, February 1913. 480 copies. Cover and
11 ills. M. Larionov.

8. Sadok Sudel II,
"Zhuravl', St. Petersburg, February - March 1913. 800 copies.
Almanach by D. & N. Burlyuk, E. Guro, V. Khlebnikov, A. Kruchenuikh,
B. Livshits, V. Mayakovsky, E. Nizen. 3 ills. D. Burlyuk; 2,
V. Burlyuk; 2, M. Larioriov; 2, N. Goncharova; 6, E. Guro.

9. Larionov, Mikhail
Luchizrn, Izd. K. i K., Moscow, April 1913. 1000 copies. 3 ills.
M. Larionov; 3, N. GonChar0'

10. Kruchenuikh, Aleksei
Vzorval (Sbornik), "EUY", St. Petersburg, June 1913. 350 copies.
Cover and 1 ill. N. Kul'bin; 1, N. Goncharova; 2, Malevich; 4, Rozanova.
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11.	 Bobrov, Sergei
Vertogradari nod Lozami Stikhi. Ris Natalli Goncharovol, "Lirika",
Moscow, July 1913. 500 copies. 20 plates, N. Goncharova.

12.	 Eganbyuri, Eli (Il'ya Zdanevich)
Nataliya Goncharova. Mikhail Lorionov, Ts. A. Myunster, Moscow,
July 1913. 525 copies. 30 ills. M. Larionov; 26, N. Goncharova.

13.	 Oslinuy Khvost I Mishen',
Ts. A. Myunster, Moscow, July 1913. 525 copies. Almanach of 4 essays
M. Larionov, N. Goncharova et a!. B. 75; M. Larionov, B. 76;
S. Khudakov, B. 384; V. Parkin, B. 398. With 17 ills. M. Larionov;
5, N. Goncharova; 1 each by I. Larionov, M. Le-Dantyu, V. Levkievsky,
S. Romanovich, A. Shevchenko, K. Zdanevich.

14.	 Bol'shakov, Konstantin
Le Futur : Stikhi K. Bol'shakova, Ris. Nat. Goncharovoi, Mikhaila
Larionova, Moscow, August 1913. Cover and 4 ills. M. Larionov;
4, N. Goncharova.

15.	 Kruchenuikh, Aleksei :
Vzorval (Sbornik), "EUY", St. Petersburg, December 1913. 450 copies.
Cover and 4 ills. 0. Rozanova; 1 each by N. Goncharova, N. Kul'bin,
K. Malevich.

16.	 Shevchenko, Aleksandr
Printsipui Kubizma i Drugikh Sovrernennuikh Techenii v Zhivopisi Vsekh
Vremen i Narodov, Izd. A. Shevchenko, Moscow, 1913. Cover and 2 ills.
A. Shevchenko; 2, V. Bart; 1, N. Goncharova; 1, M. Larionov; 1 children's
drawing.

17.	 Larionov, Mikhail and Zdanevich, ll'ya
"Pochemu Mui Raskrashivaemsya : Manifest Futuristov", in Argus (St.
Petersburg), Christmas Number 1913, pp. 114-118. 5 ills. M. Larionov,
4 photographs of M. Larionov et al. with painted faces.

18.	 Larionov, Mikhail and Goncharova, Nataliya
16 Risunkov. 16 Dessins : N. Goncharovoi i M. Larionov, M-e.
N. Gontcharoff et Michel Larionoff, Moscow, 1913-1914.

19.	 Kruchenuikh, Aleksei
Starinnaya Lyubov. Bukh Lesinnuy "EUY", St. Petersburg, February -
March 1914. 600 copies. Ills. M. Larionov et a!.

20.	 Goncharova, Nataliya
Voina Misticheskie Obrazui Voinui, 14 Litografy, Izd. V.N. Kashin,
Moscow, 1914. Folio of 14 lithographs byN. Goncharova.

21.	 Churilin Tikhon
Vesna Posle Smerti Stikhi. Avtolitografii Natalli Goncharovoi,
"Al'tsiona", Moscow, March 1915. 240 copies. Ills. N. Goncharova.
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22. Gontcharova, Nathalie
Liturgie : 16 Maguettes Reproduites au Pochoir, Lausanne, 1915.
Folio of 16 pochoirs.

23. Gontcharova, Nathalie
Portraits Th4treaux, "La Cible", Paris, 1916. Folio of 14 lithographic
portraits.

24. Vtoroi Sbornik Tsentrifugi,
"Tsentrifuga", Moscow, April - May 1916. Almanach by Angustov,
Bik, Bobrov, Bozhidar, Bol'shakov, Goncharova, Ivnev, lolen, Kushner,
Kyuvil'e, Olimpov, Pasternak, Petnikov, Platov, R-ukh, Rostovsky,
Sargin, Serzhant, Struve, Khlebnikov. Ts. f. G., Chagin, Shilling,
Shirokov, Yurlov. Cover and ills. N. Goncharova.

25. Gonciarova, Nataliya e Larinow, Michele
Radiantismo : Giudizi, Raccolti e Tradotti dal Francese e dal Russo
da N. A., Rome 1917. Ills. M. Larionov, N. Goncharova.

26. Berners, Lord (Gerald Hugh Tyrwhitt-Wilson, 14th Baron)
Troix Morceaux pour Piano Quatre Mains : Chinoiserie, Valse
Sentimentale, Kasatchok. Couverture, Illustrations et Ornement de
Michel Larionov, J. & W. Chester, London, January 1919.

27. Berners, Lord (Gerald Hugh Tyrwhitt-Wilson, 14th Baron)
Le Poisson d'Or : Pome et Musigue de Lord Berners. Couverture et
Vignette de Natalia Gontcharowa, J. & W. Chester, London, June 1919.

28. Parnack, Valentin
Gontcharova. Larionow : 1 Art Decoratif Theatral Moderne, Edition
"La Cible", Paris, June 1919. Three different editions (seep. 368, n.1),
pochoirs and prints M. Larionov, N. Goncharova.

29. Exposition de Gontcharova et de Larionow Deux Concerts et une
Matin4e Litt4raire, Les 18, 20 et 24 Juin 1919, Galerie Barbazang
Galerie Barbazanges, Paris, 1919. Poster design M. Larionov.

30. Sofii Georgevne Mel'nikovoi : Fantastichesky Kabachek, Tiflis, 1917,
1918, 1919.
"41°", Tiflis, September 1919. 180 copies. Almanach with texts and
ills by A. Bazhbeuk-Melikov, S. Valichevsky, N. Vassilieva, T. Vechorka,
N. Goncharova, L. Gudyashvili, I. Zdanevich, K. Zdanevich, M. Kalashnikov,
Kara-Darvish, V. Katanyan, A. Krucheriuikh, G. Robakidze, T. Tabidze,
Terentiev, A. Chachikov, N. Cheriavsky, G. Shaikevich, P. Yashvili.

31. Parnakh, Valentin
Samum : 3 Risunka Natalii Goncharovol, K-vo. 7, Paris, 1919.
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32. Blok, Alexandre
Les Douze. Traduit du Russe

	
Rornoff, avec Sept Illustrations

d'aprs les Dessins de Michel
	

r
	

Edition d'Art "La Cible", Paris,
April 1920. 510 copies.

33. Blok, Alexandr
Dvenadtsat'. Skifui. s Devyat'yu Illyustratsiyarni N. Goncharovoi I
M. Larionova, Khud. Izd. "Mishen", Paris, June 1920.

34. Blok, Alexander
The Twelve. Translated from the Russian with an Introduction and
Notes by C.E. Bechhofer. With Illustrations and Cover Designs by
Michael Larionov, Chatto & Windus, London, November 1920.

35.	 Parnak/Parnakh, Valentin
Motdinamo/Slovodvig. Huit Illustrations d'aprs les Dessins de
N. Gontcharova. Couverture et Sept Illustrations d'après les C
de Larionow. / Vosem' Illyustratsy s Risunkov N. Goncharovoi.
Oblozhka I Sem' Illyustrai-sy s Risunkov Larionova, Edition d'A
La Cible"/Knigo Izd. "Mishen", Paris, 1920. 150 copies.

36. Rubakin, Aleksandr/Roubakine, Alexandre
Gorod/La Cit4 : Stikhi. Oblozhka, Illyustratsii I Vinetki pa Risunkam
N. Goncharovçj, AR (Aleksandr Rubakin), Paris 1920. 325 copies.

37. Tsetlin, Mikhail Osipovich
Prozrachnuie Teni : Obrazui, "Zerna", Paris - Moscow, 1920. Cover
and ills. N. Goncharova.

38. La Revue Musicale (Paris),
1 July 1921, No. 9. Frontispiece and culs-de-larnpe M. Dethomas,
D. Galanis, Lewitska, N. Goncharova.

39. Prokofiev, Serge
Une Mlodie et Trois Pieces pour Piano. Vignette Dessin par
N. Gontcharowa, Musical supplement to B. 38.

40. Schloezer, Boris de
u Nicolas Oboukhoff", in La Revue Musical (Paris), 1 November 1921,
pp. 38-56. Article illustrated by N. Goncharova.

41. Propert, Walter A.
The Russian Ballet in Western Europe 1909-1920 by W.A. Propert with
a Chapter on the Music by Eugene Goosens and Sixty-Three Illustrations
from Original Drawings, John Lane The Bodley Head, London, 1921.
Frontispiece and 12 ornamentations N. Goncharova.

42. Nouvelles Ecoles dans la Po4sie Russe. Confrence du Professeur de
l'Universit de Tiflis, Ilia Zdanevich. 10 Rue Faustain H4lie, Passy,
le 27 Novembre 1921, Paris, 1921. 3 different advertisement/invitation
cards M. Larionov.
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43. Pouchkine, Alexandre
Conte de Tsar Saltan et de son Fils le Glorieux et Puissant Prince
Gvidon Saltanovitch et de sa Belle Princesse Cygne. Mis en Francais
par Claude Anet, I1lustr et Orné par Natalia Gontcharova, Editions de
Ia Sirne, Paris, dated 1921, published 1922.

44. de Falla, Manuel
El Amor Brujo (l'Arnour Sorcier) (Love the Magician) : Ballet en uñ
Acte de G. Martinez Sierra. Musigue de Manuel De Falla. Partition
de Piano et Chant. Couverture et Vignette de Natalia Gontcharova,
J. & W. Chester, London, January 1922.

45. Zhar Ptitsa/Jar-Ptitza (Berlin),
1922, No. 7, pp. 1-4. Ills. N. Goncharova to poems by Sirin, Kal'ma,
Piotrovsky, Zaitsev.

46. Broom : An International Magazine of the Arts (New York, Rome, Berlin),
January 1923, Vol. 4, No. 2. Cover N. Goncharova.

47. Grand Bal des Artistes Travesti/Transmental, Vendredi 23 F4vrier 1923
au Profit de la Caisse de Secours Mutuel de l'Union des Artistes Russ
Salle Bullier, 31 Ave. c

	
Observatoire

A. Programme, "Union des Artistes Russes", Paris, 1923. Covers
M. Larionov, ills. N. Goncharova, J. Gris, A. Derain, P. Picasso
et al.

B. Ticket, "Union des Artistes Russes", Paris, 1923. Design M. Larionov.

C. 2 Different posters, "Union des Artistes Russes", Paris, 1923.
Design N. Goncharova.

D. Small Poster, "Union des Artistes Russes", Paris, 1923. Design
M. Larionov.

48. Mayakovsky, Vladimir
Solntse Poema, Izd. Krug, Moscow and Petrograd, June 1923. Cover
and 8 ills. M. Larionov.

49. Die Mar von der Heerfahrt Igors,
"Orchis" Verlag, Munich, July 1923. Trans. from Old Russian A. Luther,
Cover and ills. N. Goncharova.

50. Bauhaus Drucke Neue Europaeische Graphik. 4te. Mappe : Italienische v
Russische Kuenstier,
Hergesteilt und Herausgegeben vom Staatlichen Bauhaus in Weimar im
Jahre 1921 zu Beziehen Durch Muller Co. Verlag, Potsdam. Published 1923.
Folio of 12 prints by Archipenko, Boccioni, Carra, Chagall, De Chirico,
Gontscharowa, Jawlensky, Kandinsky, Larionow, Prampolini, Severini,
Soffici. Cover Feininger.

51. Zhar Ptitsa/Jar Ptitsa (Berlin),
1923, No. 10, pp. 10, 14, 25, 27, 31. Cover and ills. N. Goncharova.
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52.	 Ba! Banal. Organis par l'Union des Artistes Russes, Salle Bullier,
31 Ave. de L'Observatoire,Vendredi 14 Mars 1924

A. Poster, "Union des Artistes Russes", Paris, 1924. Design
N. Goncharova.

B. Ticket, "Union des Artistes Russes", Paris, 1924. Design
N. Goncharova.

	

53.	 Ba! Olympigue - Vrai Ba! Sportif Costum, Organis par L'Union des
Artistes Russes i Paris, le Vendredi 11 Juillet 1 924 i la Taverne de
IL)iympia,	 a. aes Lapucrnes,
Poster, "Union des Artistes Russes", Paris, 1 924. Ills. N. Goncharova,
V. Bart, S. Fotinsky.

54.	 Zhar Ptitsa/Jar Ptitsa (Berlin),
1924, No. 12. Cover and ills. M. Larionov, ills. N. Goncharova.

55.	 Ba! de La Grande Ourse, Organis par l'Union des Artistes Russes,
8 Mai 1925, Salle Bullier,
Programme, "Union des Artistes Russes", Paris, 1925. Cover and
ills. M. Lcirionov, ills. N. Goncharova, Volovik, S. Fotinsky, Rthinovich,
P. Picasso, F. L4ger, D. Shterenberg, Sterling, A.. Rodchenko,
M. Vassiliev, H. Laurens, Melnikov, Frenkel.

56.	 Paladini, Vinicio :.
Arte Nella Russia dei Soviets; il Padiglione dell' U.R.S.S. a Venezia,
Ed. "La Bilancia", Rome, 1925. Cover N. Goncharova.

57.	 Kessel, Joseph
Le Th4 du Capitaine
	

Nouvelle IlLustre d' Images Hors-Texte Graves
par Nathalie Gontch
	

u Sans Pareil, Paris, April 1926. 6 ills.
N. Goncharova.

58.	 Larionov, Michel
Le Voyage en Turquie : 32 Pochoirs, "La Cible", Paris, c. 1928.

59. Pierre 0. FerroudTreize Danses Conrad Beck, Marcel Dela
Tibur Harsany!, Jacques Larmanjat, Nikol
Martinu, Georcies Miciot, Marcel M

Dessins Originaux de M. Larionow,

60. Georges-Michel, Michel
Les Montparnos, Roman illustr4 par Les Montparnos : Modiliani, Picasso,
Foujita, Man Ray, Touchagues, A. Corbery, Juan Gris, H4lene Perdriat,
Andrea di Vanni, Cohn, F. Léger, Soutine, V. Gross, G. Gallibert,
Laglenne, Survage, Metzinger, Bakst, Larionow, J.M. Sert, Severini,
Picabia, Gontcharova, Lagar, Le Scouëzec, Zarraga, Kishing, Fasquelle

iteurs, Paris, Oct

61. Georges-Michel, Michel; George, Waldemar and Gontcharova, Nathalie
Les Ballets Russes de Serge de Diaghilew : Décors et Costumes.
Pierre Vorms, Editeur Galerie Billiet, Paris, October 1 930. Ills.
N. Gônchcirova.
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62. Larionow, Michel and Mihalovici, Marcel
Karagueuz : Ballet Plastigue Livret de M. Larionow, Mus

	
de

Marcel Mihalovici, Max Eschig, Paris, 1930. Cover M. Lar

63. Haskell, Arnold A.
Balletomania : The Story of an Obsession, Victor Gollancz, London,
September 1 934. 11 ills. M. Larionov; 7, N. Goncharova.

64. Kodryanskaya, Nata1ya
Skazki. lllyustratsii N. Goncharovoi. Predisi. Alekseya Remizova,
Paris, 1950. 1000 copies. Cover and ills. N. Goncharova.

65. Gontcharova, Nathalie; Larionov, Michel and Vorms, Pierre
Les Ballets Russes : Serge de Diaghilew et la Dcoration Thtrale.
Nouvelle Edition Revue et Augmentée, Pierre Vorms, Editeur d'Art,
Belvès, Dordogne, November 1955. Cover and ills. M. Larionov, ills.
N. Goncharova.

66. Fletcher, Ivan Kyrle
The History of Entertainment in the Theatre, Catalogue, "Society for
Theatre Research", London, 1960. Cover M. Larionov.
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A CHRONOLOGIAL BIBLIOGRAPHY OF THE PUBLISHED AND MANUSCRIPT

WRITINGS OF LARIONOV AND GONCHAROVA

67. M.L. (Mikhail Larionov)
Exhibition Review, in Zolotoe Runo (Moscow), February-March 1909,
Nos. 2-3, PP. 113-114.

68. M.L. (Mikhail Larionov)
Note on Sculpture, in Zolotoe Runo (Moscow), February-March 1909,
Nos. 2-3, p. 117.

69. N.G. (Nataliya Goncharova)
"Neskol'ko Slov o Ge", in Zolotoe Runo (Moscow), April 1909, No. 4,
pp. I-Ill.

70. M.L. (Mikhail Larionov)
"Gazetnuie Kritiki v Roli Politsii Nravov", in Zolotoe Runo (Moscow),
November-December 1909, Nos. 11-12, pp. 97-98. Pub. April 1910.

71. Goncharova, Nataliya
Impromptu speech on Cubism at "Jack of Diamonds" debate,
12 February 1912, in B. 580, pp. 80-81. Trans. into French in B. 581,
p. 88 and into English in B. 469, pp. 77-78 and B. 582, pp. 82-84.

72. Goncharova, Nataliya
Letter to the Editor ofRusskoe Slovo (Moscow), 13 February 1912
(unpublished). Based on B. 71. Goncharova Archive, Manuscript
Section, Lenin Library, Moscow, No. PS. 13. 4. Trans. into French
in B. 388, pp. 21-23, and B. 591, pp. 359-360. Text of similar letter
in B. 12, pp. 18-19, trans. into French in B. 357, pp. 113-1 14, and
reprinted in B. 312, and 316.

73. Larionov, Mikhail
"Predislovie", in B. 164, pp. 5-10. Trans. as "Ic8nes et Loubki", in
B. 388, pp. 33-35, and B. 117, pp. 115-119.

74. Goncharova, Nataliya
"Indussky i Persidsky Lubok : Predislovie", in B. 164, pp. 11-12.
Trans. into French in B. 388, p. 36.

**	 Larionov, Mikhail
Luchizm, see B. 9.

75. Larionov, Mikhail; Goncharova, Nataliya et al.
"Luchistui i Budushchniki : Manifest", in B. 13, pp. 9-48. Trans. into
French in B. 388, pp. 29-32, and into English in B. 469, pp. 87-91.

76. Larionov, Mikhail
"Luchistskaya Zhivopis", in B. 13, Pp. 83-124. Trans. into French in
B. 376, pp. 110-112, and into English in B. 469, pp. 91-100. Extracts
trans. into EnglIsh as "Art Notes : Rayonnism", in The New Age : A
Weekly Review of Politics, Literature and Art (London), 9 February 1922,
No. 1535, Vol. XXX, No. 15, pp. 195-196.
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77. Goncharova, Nataliya
hl predislovieu, in B. 168, pp. 1-4. Trans. into French in B. 388, pp. 41-44,
and into English in B. 469, pp. 54-60.

**	 Larionov, Mikhail and Zdanevich, Il'ya
Pochemu Mul Raskrashivaemsya : Manifest Futuristov 11, see B. 17.

Trans. into English in B. 469, pp. 79-83.

78. Larionov, Mikhail
Letter to Il'ya Zdanevich, 1913. Extract pub. in B. 713, p. 30.

79. Larionov, Mikhail
Letter to the Editor of Rannee Utro (Moscow), in. 25 January 1914.

80. Larionov, Mikhail
Letter to the Editor of Nov 1 (Moscow), in 29 January 1914, No. 13.
Trans. into French in B. 589, pp. 141-142.

81. Larionov, Mikhail
Letter to the Editor of Nov 1 (Moscow), in 31 January 1914, No. 15.
Trans. into French in B. 589, p. 142.

82. Larionov, Michel
"Predislovie", in B. 171. Trans. into French in B. 388, p. 47.

83. Larionov, Mikhail
"Le Rayonnisme Pictural", in Montjoie! (Paris), April/May/June 1914,
Nos. 4/5/6, p. 15. Reprinted in B. 117, pp. 83-85, and trans. into
English in B. 469, pp. 100-102.

84. Goncharova, Nataliya
Draft of an article on Malevich, Klyun, and Suprematism, in a
sketchbook, Print Room, Victoria and Albert Museum, London,
(Acc. E. 964 - 1961). Pub. and trans. into English in B. 653,
pp. 48-49, 52-53.

**	 Gonciarova, Nataliya e Larionow, Michele
Radiantismo, see B. 25.

85. Larionow, Michel
Letter to Lord Berners, 27 November 1918, Collection Mr. Gavin Bryars,
London.

86. Larionov, Mikhail
Letter to Diaghilev, 5 December 1918, Extract trans. into French in
B. 565, pp. 112-113.

87. Larionov, Mikhail
Letter to Diaghilev, 6 December 1918, Extract reproduced and trans.
into English in B. 678, item 173.
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88. Larionov, Mikhail and Goncharova, Nataliya
15 letters to Olga Signorelli, 1918 - 1962, Olga Signorelli Archive,
Fondazione Giorgio Cmi, Venice.

89. Larionov, Mikhail
Letter to Diaghilev, 24 March 1921. Extract pub. in B. 565, p. 160.

90. Gontcharova, Nathalie
Drafts of 2 letters, possibly to Cyril Beaumont, c. 1921, in a
sketchbook in Print Room, Victoria and Albert Museum, London,
(Acc. E. 908 - 1961). Pub. in B. 653, PP. 47-48.

91. Larionov, Mikhail
Letter to Leopold Survage, 24 January 1 923. Reproduced and trans.
into French in B. 388, pp. 135-137.

92. Goncharova, Nataliya
Draft of report to "l'Union des Artistes Russes" n the interference
of Zdanevich in the Tairov/"Kamernuy Theatr&' reception of 1923.
Written on fragments of B. 47 C., in sketchbook, Print Room,
Victoria and Albert Museum, London. Pub. and trans. into English
in B. 653, Pp. 49-50, 53-54.

93. Larionow, Michel
Letter to Michel Seuphor, 10 May 1924, Collection Michel Seuphor,
Paris.

**	 Larionow, Michel
"Karagueuz : Ballet Plastique", written in 1 926, pub. in B. 62.

94. Gontcharova, Nathalie
"Quelque Mots sur le Costume Thtral", in B. 61, pp. 21-22.

95. Larionow, Michel
"Souvenirs sur Diaghilev", in La Revue Musicale (Paris), December 1930,
Pp. 48-56. Repub. in B. 116, Pp. 7-32.

96. Goncharova, Natalija
"Dekoratsije i Kostimi u 'Svadbi", in Ruski Arkhiv : Chasopis za
Politiku, Kulturu i Privredu Rusije (Belgrade), 1932, XX - XXI, pp. 19-31.

97. Gontcharova, Nathalie
'tes Mtamorphoses de 'Noces' i Propos des Costumes et des D4cors".
French manuscript version of B. 96. Extract pub. in B. 357, pp. 117-119,
and trans. into English as "The Metamorphosis of the Ballet 'Les Noces",
in Leonardo Journal of the International Society for the Arts, Sciences
and Technology (Oxford), Spring 1979, Vol. XII, No. 2, pp. 137-143.

98. Larionov, Michel
Letter to Alfred Barr, entitled "A Propos du Rayonnisme". Written in
connection with B. 244, in 1936. Carbon copy in National Art Library,
Victoria and Albert Museum, London, Box 36 SF. Pub. in B. 117, pp.
141-144.
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99. Larionov, Mikhail
"Pis'mo o Mayakovskomu, in 30 Dnei (Moscow), 1939, No. 7, pp. 84-85.

100. Larionov, Michel
"Histoire de Ia Danse", unpublished manuscript written c. 1939-1945.
Collection Mme. Alexandra Tomilina-Larjonov, Paris. Unavailable for
study.

101. Larionov, Michel
Letter to A.C. Serbanne, 7 September 1945. Pub. in B. 117, pp. 145-148.

102. Larionov, Michel
"The Art of Stage Decoration", in The Continental Daily Mail,
13 December 1949, p. 4.

103. Goncharova, Nataliya
Letter to Tatiana Loguine, 21 February 1951. Reproduced and trans.
in B. 388, Pp. 63-65.

104. Larionov, Mikhail and Goncharova, Nataliya
5 letters to Tat'yana and Aleks Liberman, 1952-1955. Pub. as "Larionov
i Goncharova v Pis'makh i Risunkakh", in Chast' Rechi : Al'manakh
Literaturui I Iskusstva, (New York), 1980, No. 1, Pp. 243-250.

105. Larionov, Mikhail
2 letters to Gleb Struve, 1952-1953. Pub. as "Pis'ma M.F. Larionova o
N.S. Gumileve", in Mostul, 1970, No. 15, pp. 403-410.

106. Larionov, Mikhail
12 letters to Eugene Mollo, 1952-1954. Extracts copied by Mary Chamot
and preserved in Manuscript. Originals unavailable for study.

107. Gontcharova, Nathalie
"The Creation of 'Les Noces", in Ballet (London), 1952, Vol. 8, No. 3,
pp. 22-26.

108. Larionov, Michel
Letter to Sir John Rothenstein, 1953. Pub. in B. 117, Pp. 149-150.

109. Larionov, Mikhail and Goncharova, Nataliya
31 letters to Mary Chamot, 1954-1963. Extracts trans. into French in
B. 388, pp. 88-90.

110. Goncharova, Nataliya
Letter to Marie Krivitzky, 9 December 1954. Trans. into French in
B. 388, Pp. 221-222.

111. Larionov, Michel and Gontcharova, Nathalie
"Serge de Diaghilew et l'Evolution du Dcor et du Costume de Ballet",
in B. 65, pp. 27-39.
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11 2.	 Larionov, Michel
"Malevitch : Souvenirs de Michel Larionov", in Aujourd'hui Art et
Architecture (Paris), December 1957, No. 15, pp. 6-8.

113. Larionov, Michel
"Michel Larionov : Premire Rencontre avec Diaguilev", in Art et
Danse : Les Informations Chorgraphigues (Paris), June - July 1959,
No. 4, pp. 2 & 6.

**	 Larionov, Michel
"Forward", in B. 66.

114. Larionov, Mikhail
"Moya Pervaya Vstrecha s Dyagilevuim", in Russkie Novosti (Paris),
1967, No. 1142, p. 5.

115. Larionov, Michel
"Penses sur PArt", in B. 301, 310, 314, p. 17; 316. Three paragraphs
of this text from B. 76.

11 6.	 Larionov, Michel
Diaghilev et les Ballets Russes : Dessins et Textes de Michel Larionov,
Bibliothèque des Arts, Paris, 1970. Comprises B. 95 and 2 previously
unpublished texts

A. "La Ligne Directrice : A Propos du Ballet Moderne", pp. 51-76.

B. "Le Second Univers", pp. 81-90.

117.	 Larionov, Michel
Une Avant-Garde Explosive. Textes Traduits, Runis, et Annots par
Michel Hoog et Sauna de Vigneral, PAge d'Homme, Lausanne, 1978.
Comprises B. 12, 17, 73, 75, 76, 83, 98, 101, 108, 384, 398. In addition
there are 4 previously unpublished texts

A. "Plus Ia Peinture est La Peinture", pp. 123-126.

B. "Rflexions", pp. 127-129.

C. "Les Icnes", pp. 131-133.

D. "La Representation d'un Objet", pp. 135-138. Extracts in B. 313.

118.	 Goncharova, Nataliya
"Avtobiografiya", an unpublished manuscript in the Tret'yakov Gallery,
Moscow. Unavailable for study.



- 425 -

A CHRONOLOGICAL BIBLIOGRAPHY OF PRINCIPAL EXHIBITIONS AND

CATALOGUES WHICH HAVE FEATURED THE WORK OF

LARIONOV AND GONCHAROVA

119.	 26-aya Uchenicheskaya Vuistavka,
Katalog, Uchilishche Zhivopisi, Vayaniya i Zodchestva, Moscow, 1 903.

1 20.	 Vuistavka Akvarelui, Pastelui, Tempera, Risunkov,
Katalog, Zalui Literaturno-Khudozhestvennogo Kruzhka, Moscow,
14 January 1906.

121. XXV-aya Periodicheskaya Vuistavka Obshchestva Lyubitelei Khudozhestv,
Katalog, Istorichesky Muzei, Moscow, January 1906.

122. XIII-aya Vuistavka Kartin Moskovskago T-va Khudozhnikov,
Katalog, Istorichesky Muzei, Moscow, January - February 1906.

1 23.	 Mir Iskusstva,
Katalog, Ekaterininsky Zal, St. Petersburg, February 1906.

124. III-aya Vuistavka Kartin "Soyuza Russkikh Khudozhnikov",
Katalog, Po meshchenie S troganovskogo Uchilishcha, Moscow,
3 - 30 April 1906.

125. La Socit du Salon d'Automne : 4e. Exposition,
Catalogue, Grand Palais, Paris, 6 October - 15 November 1906.

1 26.	 Russische Kunst Ausstellung,
Katalog, Kunsthandlung Eduard Schulte, Berlin, November 1906.

1 27. IV-aya Vuistavka Kartin "Soyuza Russkikh Khudozhnikov",
Katalog, Pomeshchenie Akademii Khudozhestv, St. Petersburg,
27 December 1906 - 23 January 1907.

1 28. XIV-aya Vuistavka Kartin Moskovskago T-va Khudozhnikov,
Katalog, Istorichesky Muzei, Moscow, 1907.

1 29.	 IV-aya Vuistavka Kartin "Soyuza Russkikh Khudozhriikov",
Katalog, Pomeshchenie Stroganovsogo Uchilishcha, Moscow,
11 February - 11 March 1907.

130. VII Esposizione Internationale. Esposizione d'Arte della Ci.tTh di Venezia,
Catalogo, Venice, 22 April - 31 October 1970.

131. V-aya Vuistavka Kartin "Soyuza Russkikh Khudozhnikov",
Katalog, Novoe Pomeshchenie Stroganovskogo Uchilishcha, Moscow,
26 December 1907 - 3 February 1908.
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132. Stefan
Katalog, Dom Stroganovskogo Uchilishcha, Moscow, 27 December 1907 -
15 January 1908.

133. Vuistavka Kartin Venok,
Katalog, St. Petersburg, 24 March - ? 1908.

134. Vuistavka Kartin Salon Zolotogo Runa,
Katalog, Moscow, 5 April - 1 May 1 908.

135. Zveno,
Katalog, Kiev, 2 - 30 November 1908. Travelled to St. Petersburg
and Ekaterinoslav'.

136. Zolotoe Runo,
Katalog, Moscow, 11 January - 15 February 1909.

137. Vl-aya Vuistavka Kartin "Soyuz Russkikh Khudozhnikov',!
Katalog, Pomeshchenie Doma, Gde Zhil i Umer A.S. Pushkin, Moika 12,
St. Petersburg, 28 February - 8 April 1909.

138. Zolotoe Runo,
Katalog, Moscow, 27 December 1909 - 31 January 1910.

139. Salon. InternatsionaUnaya Vuistavka Kártin, SkuUpturui, Gravyurui, i
Risunkov,
Katalog, Odessa, 4 December 1909 - 24 January 1910. Travelled to
Kiev, 12 February - 14 March 1910.

140. Salon. InternatsionaFnaya Vuistavka Kartin, Skul'pturui, Gravyurui, I
Graf i,
Katalog, St. Petersburg, 19 April - 25 May 1910. Travelled to Riga,
12 June - 7 July 1910.

141. VH-aya Vuistavka Kartin "Soyuza Russkikh Khudozhnikov",
Katalog, Pomeshchenie Doma Armyanskoi Tserkvui, St. Petersburg,
20 February - 20 March 1910.

142. Vuistavka Kartin 0-va Khudozhnikov "Soyuz Molodezhi",
Katalog, St. Petersburg, March 1910.

143. Vuistavka Kartin Russky Setsession,
Katalog, Riga, June 1910. Organizovannaya 0-vom Khudozhnikov
"Soyuz Molodezhi".

144. Bubnovuy Valet,
Katalog, Moscow, December 1910 - January 1911.

145. Bubnovuy Valet 1910 - 1911 g. Dekabr' - Yanvar',
Album of reproductions of exhibited works, no text, Moscow, 1911.
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146. Salon 2 : Mezhdunarodnaya Khudozhestvennaya Vuistavka,
Katalog, Odessa, December 1910 - January 1911. Org . V.A. Izdebskim.

147. Mir lskusstva,
Katalog, St. Petersburg, January 1 911.

148. Mir Iskusstva,
Katalog, Zalu I Literaturno-Khudozhestvennogo Kruzhka, Moscow,
26 February-? 1911.

149. Vuistavka Kartin 0-va Khudozhnikov "Soyuz Molodezhi,
Katolog, St. Petersburg, April 1911.

150. Mir Iskusstva,
Katalog, Moscow, 15 November - December 1911.

151. Odnodnevnayo Vuistavka Proizvedeny M.F. Larionova,
Katalog, Obshchestvo Svobodnoi Estetiki, Moscow, 8 December 1911.

152. Obshchestvo Khudozhnikov. Moskovsky Salon,
Katalog, Moscow, 1911.

153. Mir Iskusstva,
Katalog, St. Petersburg, January - February 1912.

154. Zweite Ausstellung der Redaktion : Der Blaue Reiter,
Katalog, Hans Goltz Kunsthandlung, Munich, February 1912.

155. Erste Ausst
	

Der Blaue Reiter, Franz Flau
	

Oskar Kokoshka,
Expressionisten,
Katalog, Tiergartenstrasse 34 A., Berlin, 12 March - April 1912. Org .
"Der Sturm, Wochenschrift fUr Kultur und die Kiinste.

156. Oslinuy Khvost,
Katalog, Dom Stroganovskogo Uchilishcha, 'Moscow, 11 March -
8 April 1912.

157. Vuistavka Kartin 0-va Khudozhnikov "Soyuz Molodezhiu,
Katalog, St. Petersburg, April 1912.

158. Second Post Impressionist Exhibition, British, French and Russian Artists,
Catalogue, Grafton Galleries, London, 5 October - 31 December 1912.

159. Vuistavka Kartin 0-va Khudozhnikov "Soyuz Molodezhi",
Katalog, Nevsky 73, St. Petersburg, 4 December 1912 - 10 January 1913.
The cover of this catalogue is ambiguously doted, suggesting the
exhibition to have been held 4 December 1911 - 10 January 1912.
However Benois' review of the paintings exhibited here (B. 461) firmly
locates the date of this exhibition as being 1912 - 1913.
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1 60.	 Mir Iskusstva,
Katalog, Moscow, December 1912.

161.	 Sovremennaya Zhivopis',
Katalog, Ekaterinodar, 1912.

1 62.	 Mir Iskusstva,
Katalog, Pomeshchenie Doma Shvedskoi Tserkvui, St. Petersburg,
January - February 1913.

163.	 Mir Iskusstva,
Katalog, Kiev, February 1913.

1 64.	 Vuistavka Ikonopisnuikh Podlinnikov I Lubkov,
Katalog, Khudozhestvennuy Salon, 11 Bol'shaya Dmitrovka, Moscow,
24 March - 7 April 1913. Org . M.F. Larionovuim.

1 65. Vuistavka Kartin Gruppui Khudozhnikov "Mishen",
Katalog, Khudozhestvennuy Salon, 11 Bol'shaya Dmitrovka, Moscow,
24 March - 7 April 1913.

1 66.	 Nemzetk6zi Postimpresszionista Ki6llit6sahoz,
Catalogue, Budapest, April - May 1913. Org . A. MUvszh6z.

1 67.	 Erster Deutscher Herbstsalon "Der Sturm" Internationale Gemdldeausstellung,
Katalog, 75 Eckhaus Potsdamer und Pallasstrasse, Berlin, 20 September -
1 December 1913.

1 68.	 Vuistavka Kartin Notalii Sergeevnui Goncharovoi 1900 - 1913,
Katalog, Khudozhestvennuy Salon, No. 11 Bol'shaya Dmitrovka, Moscow,
30 September - October 1913.

169. Mir Iskusstva,
Katalog, Moscow, December 1913.

170. Der Blaue Reiter / Gerridide Ausstellung,
Katalog, Helsingfors, February - March 1914. Travelled to Trondheim,
April - May 1914 and Goteborg, June - July 1914.

171. Vuistavka Kartin No. 4. (Futuristui, Luchistui, Primitiv),
Katalog, Khudozhestvennuy Salon, No. 11 Bol'shaya Dmitrovka, Moscow,
March - April 1914.

172. Vuistavka Kartin Natalii Sergeevnui Goncharovoi 1900 - 1913,
Katalog, Khudozhestvennoe Byuro N.E. Dobuichinoi, St. Petersburg,
April 1914.

173. Esposizione Libera Futurista Internazionale Pittori e Scultori : Italiani
Russi, Inglesi, Belgi, Nordamericani,
Catalogo, Galleria Futurista, Direttore G. Sprovieri, 125 via del Tritone,
Rome, 13 April - 25 May 1914.
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174. Exposition Natalie de Gontcharowa et Michel Larionow
Catalogue, Galerie Paul Guillaume, 6 Rue de Miromesnil, Paris,
17 - 30 June 1914.

175. Ausstellung Der Sturm : Larionov und Gontcharova,
Katalog, Der Sturm, Berlin, 1914.

176. Vuistavka Kartin Levuikh Techeny,
Katalog, Khudozhestvennoe Byuro N.E. Dobuichinoi, St. Petersburg,
1915.

177. Vuistavka Zhivopisi "1915 God",
Katalog, Moscow, 23 March - ? 1915.

178. Vuistavka Kartin i Skul'pturui Russkikh Khudozhnikov Ustroennaya v
Pol'zu Postradavshikh ot Voinui Bel'giitsev,
Katalog, Gallereya Lemers'e, Moscow, 1915.

179. Exposition des Oeuvres de Gontcharova et de Larionow : l'Art Dcoratif
Thétral Moderne,
Catalogue, Galerie Sauvage, 370 Rue St. Honor, Paris, 16 April -
7 May 1918.

180. Exhibition of Sketches by M. Larionow and Drawings by the Girls of

Catalogue, Omega Workshops Ltd., 33 Fitzroy Square, London,
February 1919.

181. Exposition des Oeuvres de Gontcharova et de Larionow : I'Art Dcoratif
Thétral Moderne,
Catalogue, Galerie Barbazanges, 109 Rue Fbg. St. Honor, Paris,
11 - 28 June 1919.

182. Vuistavka Novuikh Priobreteny Tret'yakovskoi Gallerei (za 1918 g.),
Katalog, Gos. Tret'yakovskaya Gallereya, June 1919.

183. Der Sturm : Neunzigste Ausstellung, Graphische Gesamtschau : Aquarelle /
Zeichnungen / Holzshnitte / Lithos / Radierungen / Glasbilder,
Katalog, Der Sturm, 134 Potsdamer Strasse, Berlin, October 1920.

184. La Section d'Or: Kubisten - Neo-Kubisten,
Catalogue, Amsterdam, 23 October - 27 November 1920.

185. XII Esposizione Internationale,
Catalogo, Venice, 1920.

186. Pervaya Gosudarstvennaya Vuistavka Iskusstva i Nauki,
Katalog, Kazan, 1920.

187. Exposition International d'Art Moderne,
Catalogue, Geneva, 1920 - 1921.



190.

191.
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188.	 Les Cent du Parnasse,
Catalogue, Cafe du Parnasse, Paris, 3 June 1921.

189.	 L'Exposition des Oeuvres des Artistes Russes,
Catalogue, La Galerie Densi, Paris, June 1921.

First Russian Exhibition of Arts and Crafts,
Catalogue, Whitechapel Art Gallery, London, June - July 1921.

Oeuvres des Artistes Russes,
Catalogue, Ed. de Brunhoff, no location, Paris, i921.

192.	 Exposition des Artistes Russes i Paris en 1921,
Catalogue, Galerie La Boëtie, Paris, 1921. Org . par les Menibres
et Exposants de la Socit "Mir Iskousstva".

193.	 Salon des Tuilleries,
Catalogue, Paris, 1921.

194.	 Salon d'Automne : 14e. Exposition,
Catalogue, Grand Palais, Paris, November - December 1921.

195. Socit des Artistes Indpendants. La 32 Exposition,
Catalogue, Paris, 1921.

196. The Goncharova - Larionov Exhibition,
Catalogue, Kingore Galleries, New York, 1 922. Org . Christian Brinton.

197. Socit des Artistes Indpendants. La 33e. Exposition,
Catalogue, Grand Palais, Paris, 28 January - 28 February 1922.

198.	 Internationale Theater Tentoonstelling te Amsterdq
Catalogue, Stedelijk Museum, Amsterdam, January - February 1922.
Travelled to London, see Bibl. 199.

1 99.	 International Exhibition of Theatre,
Catalogue, Victoria and Albert Museum, London, 3 June - 16 July 1 922.
Travelled to Manchester, October 1 922; Glasgow, 22 December 1922 -
3 February 1923; Bradford, June - July 1923.

200. Exhibition of Goncharova and Larionov Esguisses for Stage Sets, Costume
Designs, etc.,
No catalogue (?), Gallery Shiseido, Tokyo, 4 - 11 March 1 923.

201. Le Monde d'Art,
Catalogue, Socit des Beaux Arts, Brussels, May - July 1923.

202. Seconda Biennale Romana. Esposizione Internazionale di Belle Arte
Catalogo, Palazzo di Belle Arti, Rome, Autumn 1923.
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203. Socit des Artistes lndpendants 34e. Exposition,
Catalogue, Paris, 1923.

204. Vuistavka "Russkaya Litogrcifiya za 25 Let",
Katalog, Gos. Russky Muzei, Petrograd, 1923.

205. Exhibition of Russian Painting and Sculpture,
Catalogue, Brooklyn Museum, New York, 1923.

206. Salon des Tuilleries,
Catalogue, Paris, 1 924.

207. Salon d'Automne : l7 Exposition,
Catalogue, Grand Palais, Paris, 1 November - 14 December 1924.

208. Vuistavka "Krest'yanin v Russkoi Zhivopisi" XVIII - XX vv.,
Katalog, Gos. Tret'yakovskaya Gallereya, Moscow, 8 November - ? 1 924.

209. Vuistavka "Zhenshchina v Russkoi Zhivopisi".
Katalog, Gos. Tret'yakovskaya Gallereya, Moscow, 8 March - ? 1925.

210. Les Arts du Thtre,
Catalogue, Galerie Charpentier, Paris, 1925.

211. Exposition International des Arts Plastigues d'Aujourd'hui,
Catalogue, Paris, 1 925.

212. Salon des Tuilleries,
Catalogue, Paris, 1 925.

213. Socit des Artistes Indpendants : 37 Exposition,
Catalogue, Palais de Bois, 93 Ave. de La Grande Arme, Porte Maillot,
Paris, 20 March - 2 May 1926.

214. Paintings by Natalia Goncharova,
Catalogue, Claridge Gallery, 52 Brook Street, London, June 1926.

215. Internationale Kunstausstellung,
Katalog, Dresden, June - September 1926.

216. Modern French and Russian Theatre Designs,
Catalogue, Victoria and Albert Museum, London, 1926.

217. Vuistavka Proizvedeny Khudozhnikov Gruppui "Bubnovuy Valet",
Katalog, Gos. Tret'yakovskaya Gallereya, Moscow, 1 March - ? 1927.

218. Vuistavka Noveishikh Techeny v Iskusstve,
Katalog, Gos. Russky Muzei, Leningrad, 1 November - ? 1927.
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219. Exposition International des Beaux Arts de Bordeaux,
Catalogue, Bordeaux, 1927.

220. Exposition d'un Groupe Russe,
Catalogue, Galerie Zak, Paris, 3 - 16 January 1928.

221. Exhibition of International Theatrical Art,
Catalogue, Whitechapel Art Gallery, London, 3 February - 3 March 1928.

222. Exposition d'Art Russe Ancien et Moderne,
Catalogue, Palais des Beaux Arts, Brussels, May 1928.

223. Vuistavka Sovremennogo Frantsuzskogo Iskusstva,
Katalog, Gas. Muzei Novogo Zapadnogo Iskusstva i Gos. Tret'yakovskaya
Gallereya, 1 May - 31 June 1928. Org. Gos. Akadem. Khud. Nauk;
Pierre Vorms, Serge Fotinsky and Mikhail Larionov.

224. Exposition du Groupe de Moscou "La Voie de Ia Peinture",
Catalogue, Galerie Billiet-Pierre Vorms, 30 Rue la Boëtie, Paris,
24 May - 6 June 1928. Org . Michel Lcrionov.

225. Exposition "Art et Libert4",
Catalogue, Th4ttre des Champs Elyses, Paris, 3 - 17 June 1928.
Org . Galerie Montaigne.

226. Exhibition of Contemporary Russian Art,
Catalogue, Ruskin Gallery, University of Birmingham, June - July 1928.

227. Diaghilev,
Catalogue, Literary Book Co. Ltd., Coptic Street, London, 1928.

228. Le Voyage en Turguie (Pochoirs),
Catalogue, The Literary Book Co. Ltd., Coptic Street, London,
12 - 19 February 1929.

229. Exposition Nathalie Gontcharova Natures Mortes,
Catalogue, Chez M. Wladimir Hirshman, 265 Rue St. Honore, Paris,
15 - 30 November 1929.

230. Collection de Peintures de Nos Jours Appartenont ? Serge Lifar,
Catalogue, Galerie Vignon, Paris, December 1 929.

231. Pariser Kunst von Heute,
Katalog, Wurthie Golerie, Vienna, 1929.

232. Salon des Tuilleries,
Catalogue, Paris, 1929.

233. Exposition Rtrospective de Maguettes, Dcors et Costumes Executs pour
La Compagnie des Ballets Russes de Serge Diaghilew,
Catalogue, Galerie Bullet - Pierre Vorms, 30 Rue La Botie, Paris,
14 - 28 October 1930.
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234.	 Soci4t du Salon d t Automne : Exposition de 1930 : D4cbration Thétra1e,
Catalogue, Grand Palais, Paris, 1 November - 14 December 1930.
Org . Raymond Cogniat.

235. Dcors de Theatre,
Catalogue, Galerie de France, Paris, 1930.

236. N. Gontcharova : Peintures,
Catalogue, Galerie "l'Epoque", 22 Rue la Boëtie, Paris, 4 - 13 June 1931.

237. Michel Larionov Peintures et Dessins,
Catalogue, Galerie de "l'Epoque", Paris, 11 - 25 April 1931.

238. PArt Russe,
Catalogue, La Galerie de Ia Renaissance, Paris, 2 - 15 June 1932.

239. Exposition d'Art Dcoratif au Thatre et dans la Musique,
Catalogue, La Musée Galliera, Paris, 1932.

240. Exhibition of Russian Painting and Sculpture, Realism to Surrealism,
Catalogue, The Wilmington Society, Philadelphia, U.S.A., 1 932.

241. Theatre Art,
Catalogue, Museum of Modern Art, New York, 1934.

242. Exhibition of Russian Art,
Catalogue, 1 Belgrave Square, London, 4 June - 13 July 1935.

243. Vstavy Slovanskho Umn 1 Retrospektivn( Vstavy Ruskho MaI(?'stvi'
XVIII-XX Stol.,
Katalog, Slovansk Ustav v Praze, Prague, 1935. Poddan pod
Protektoratem Hlavn(ho Msta Prahy.

244. Cubism and Abstract Art,
Catalogue, Museum of Modern Art, New York, 1936.

245. VI Esposizione Triennale,
Catalogo, Milan, 1936.

246. Internationale Ausstellung fOr Theaterkunst,
Katalog, Vienna, 1936.

247. The Dance,
Catalogue, Leicester Galleries, London, 1938.

248. Exposition Nathalie Gontcharova Espagnoles - Magnolia,
Catalogue, La Galerie d'Art "Le Cadran, 16 Rue Jacques Callot, Paris,
May - June 1939.



- 434 -

249. Ballets Russes de Diaghilev,
Catalogue, La Mus4e des Arts Dcoratifs, Paris, June 1939.

250. Exhibition of Russian Art,
Catalogue, Philadelphia Museum of Art, November 1941 - February 1942.
Then travelled extensively throughout the U.S.A. until 1946.

251. Salon des Tuilleries,
Catalogue, Paris, 1941.

252. Le Rayonnisme 1909 - 1914 Peintures de Michel Larionov et de
Nathalie Gontcharova,
Catalogue, Galerie des Deux lies, 1 Quai aux Fleurs, Paris,
6 - 18 December 1948.

253. Les Premiers Ma?tres de I'Art Abstrait,
Catalogue, GaJ.erie Maeght, Paris, May 1949. The catalogue was
published in Derrire le Miroir (Galerie Maeght, Paris), May 1949,
Nos. 20 - 21.

254. La Peinture sous le Signe d'Apollinaire,
Catalogue, Palais des Beaux Arts,. Brussels, 2 - 25 December, 1950.

255. Exposition Nathalie Gontcharova (Thatre),
Catalogue, Galerie de Plnstitut, 6 Rue de Seine, Paris, 29 May -
10 June 1952.

256. Exposition Michel Larionov et Natalie Gontcharova (Peintures),
Catalogue, Galerie de Pinstitut, Paris, 11 - 21 June 1952.

257. Chefs d'Oeuvre du XXe. Siecle,
Catalogue, Mus4e d'Art Moderne, Paris, May - June 1952.

258. Twentieth Century Masterpieces,
Catalogue, Tate Gallery, London, July - August 1952.

259. Modern French and Russian Drawings,
Catalogue, Victoria and Albert Museum, London, 1952.

260. Nathalie Gontcharova : Peintures,
Catalogue, La Galerie 25, 25 Rue de 1'Echaud4, Paris, 5 - 18 May 1953.

261. Diaghilev,
Catalogue, Edinburgh and London, 1954. Org. Richard Buckle.

262. Evocation de ... l'Epogue Heroigue,
Catalogue, Galerie de Pinstitut, Paris, 18 March - 13 April 1955.

263. Nathalie Gontcharova : Oeuvres Anciennes et R4centes,
Catalogue, Galerie de Plnstitut, Paris, 4 - 23 May 1956.
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264. Michel Larionov Oeuvres Anciennes et Rcentes,
Catalogue, Galerie de 1'Institut, Paris, 25 May - 13 June 1956.

265. l'Art Abstrait Les Premires G4nérations 1910 - 1939,
Catalogue, Musée d'Art et d'Industrie, Saint-Etienne, 10 April -
June 1957.

266. Nathalie Gontcharova : Oeuvres Rcentes,
Catalogue, Galerie Loeb, 53 Rue de Rennes,. Paris, 17 - 31 October 1958.

267. 50 Ans d'Art Moderne,
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