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APPENDIX I

Helmholz described the
different effects of mixing pigments together and mixing

coloured lights: yellow and blue pigments usually make
green but yellow and blue lights if mixed, form white light.
Further he explain that a surface illuminated with red and
bluish green light would come out black in a photograph.
yellowish green and violet would appear very bright. Although
both surfaces alike seem to the eye to be simply white.

Those colours of the spectrum which are most saturated
in nature (and which must be at greatest distance from white)

will be green, violet and red (see Helmholz:Scientific Subjects,

Ch.VI)fhe sensations of musical tones which led Helmholz to
frame this hypothesis has an obvious analogy with Young's
theory of colours, perception and quality of sounds, the
formation of the musical scale and other accoustic phenomena.
Thomas Young (1773-1829) the first interpreter of the

Ling in #e
Egyptian hieroglyphics,"Transactions of the Royal Society"

supposed that in the eye there are three kinds of nerve-fibres,
the first of which when irritated in any way produced the
sensation of red, the second green and the third violet. He
further assumed that the first are excited most strongly by
the waves of ether of greatest length; the second by the
waves of middle length, sensitive to green; those conveying
the impressions of violet are acted upon by the shortest
vibrations of ether. Accordingly at the red end of the
spectrum the excitation of those fibres which are sensitive

to that colour predominate, hence the appearance of this part

as red, further on there is added an impression upon the fibres
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sensivite to green light, and thus results the mixed sensation
of yellow. In the middle of the spectrum, the nerves sensitive
to green become much more excited than the other two kinds,
and accordingly green is the prédominant impression. As
soon as it becomes mixed with violet the result is the colour
known as blue, while at the most highly refracted end of the
spectrum the impression produced on the fibres which are
sensitive to violet light overcomes every other.

The precise tint of the three primary colours was not
then ascertained by experiment. Maxwell substituted blue
for violet. When all three are equally excited the result is
the sensation of white light. The phenomena that occur in

red colour blindness must be referred to as a condition in

which'the one kind of nerves...are incapable of excitation.feing
Bparse along the edge even in normal human eye. He described
how certain birds have been found to possess Qarticles of
yellow oil and of red oil in the anatomy of their eye.

The observations of Helmholz and Young with regard to
other senses are equally physical in approach.

With vertebrate animalsfiabyrinth lies too deep in the
ear for physical demonstration or experiments, but in some
of the Marine Crustacea which have external appendages to
their organs of hearing which may be observed in the living
animal, Jointed filaments to which the auditory nerve are
distributed. Hensen of Kiel observed that some of the
filaments are set in motion by certain notes and others by
different ones. Similarly physical excitement of a corres-—
ponding colour nerve will take place when the particular

colour is observed. Red nerves will be predominantly excited
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when faded with red. "Optical fatigue" and "local fatigue"
and "after-images" are explained:

"Optical fatigue" he described as a fatigue which takes

place when one goes into a darkened room from bright sunlight
and perception of objects is impossible, or if after looking
steadily at any bright object a uniform dark grey surface is
observed - an "after image" is projected on it. "Local
fatigue" in the retina is when those parts of the membrane
upon which the bright light fell before, are now less sensitive
to the light of the dark grey background than the neighbouring
regions and there now appears a dark spot upon the reality
uniform surface, corresponding in extent to the surface of the
retina which before received the bright light.

Helmholz went on to describe experiments such as the
sudden removal of a black sheet from a white in order to
exaggerate the brilliance of the white.

We may tire for certain colours by exposing one colour
only. According to Young's theory only one or two kinds of
the optic nerve will then be fatigued, those namely which are
unaffected. But the result is that when the after image
appears red for example upon a grey background,the uniformly
mixed light of the latter can only produce sensations of green
and violet in the part of the retina which has become fatigued
by red light. This part is made "red-blind" for a time. The
"after-image" accordingly appears of a bluish green, the com-
plementary colour is red. If we then throw the red after
image on as perfect a red as possible the image appears in a
full and burning red while the red light of the spectrum that
surrounds it seems to the unfatigued part of the retina less

saturated than the after image and whitish.
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APPENDIX II

Henri Bergson: Time and Free Will: An Essay on the

Immediate Data of Consciousness.
Eng. trans. by F.L. Pogson, London, 1910, pp.2206-228.
Translated from the original French text of H. Bergson

Essaie sur les donnés immédiates de la Conscience, pp.l74-176:

Qu'est-ce-que la durée au-dedans de nous? Une
multiplicité qualitative, sans ressemblance avec le nombre;
un développement organique qui n'est pourtant pas une
quantité croissante; une hétérogénéité pure au sein de
laquelle il n'y a pas de qualités distinctes. Bref le moment
de la durde interne ne sont pas extérceurs les uns aux autres.

Qu'existe-t-il, de la durée, en dehors de nous? Le
present swulement, ou, sil'on aime mieux, la simultanéité.
Sans doute les choses extérieures changent, mais leurs
moments ne se succedent gue pour une conscience qui se les
remémore. Nous observons en dehors de nous & un moment
donné, un ensemble de positions simultannées: des simultanéités
antérieures il ne reste rien. Mettre la durée dans l'espace
c'est par une contradiction véritable, placer la succession
au sein meme de la simultanéite. Il ne faut donc pas dire
que les choses extérieures durent, mais plutat qu'il y a en
elles quelque inexprimable raison en vertu de laquelle nous
ne saurions les considérer & des moments successifs de notre
durée sans constater qu'elles ont changé. D'ailleurs ce
changement n'implique pas succession, & moins qu'on ne prenne
le mot dans une acception nouvelle; sur ce point, nous avons

*
constate 1l'accord de la science et du sens commun.
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Ainsi dans la conscience,nous trouvons des é&tats qui
se succedent sans se distinguer; et, dans l'espace, des
simultaneités qui, sans se succéder, se distinguent, en ce
sens que l'une n'est plus quand l'autre paraft. - En dehors
de nous, extériorité réciproque sans succession: au dedans,

succession sans extériorité réciproque.

Les simultanéités de phénomenes, absolument distinctes
en ce sens que l'une a cessé d'&tre quand l'autre se produit,
découpent en parcelles, distinctes aussi, extérieures les
unesg aux autres, une vie internme ou succession impliquerait
pénétration mutuelle: tel, le balancier de l'horloge morcelle
en fragments distincts et déploie pour ainsi dire en longeur
la tension dynamique et indivisée du ressort. Ainsi se ferme,
par un véritable phénom;ne d'endosmose, l'idée mixte d'un
temps mesurable, qui est espace en temps que succession, c'est

a dire, au fond, 1l'idée contradictoire de la succession dans

la simultanéité.
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APPENDIX III

Apollinaire inverted the title "Orphism". The name
"orphic art".had occasionally beén used in French Symbolist
aesthetics and in Gauguin's circle. The name of Orpheus
the mythical singer was meant to suggest the primeval source
of unconscious poetical experience from which long ago the
song of Orpheus sprang, but which had been stifled by westerm
rationalism (See Werner Haftmann, Painting in the Twentieth

Century, Translated by Ralph Manheim. First published by
Lund Humphries & Co. Ltd., 1961, 2 vols. Vol. II, p. 96).
Apollinaire considered that Impressionist painting was
transformed into individual tendencies. The same had
happened in French literature and he entitled one of the move-
ments 'Dramatism', 'anti-description' being manifest in the
works of Barzun, Mercereau, George Politi and in his own work.
He divided painting into Cubism and Orphism, the latter, he
considered to be derived from the experiments in luminosity
of the anti-academic Fauves and Matisse whereas the Cubism of
Picasso on the other hand was derived from Dérain and his
school. A sense of symbolic colour had been aroused in
Matisse and a taste for new forms in Picasso. Another
direction derived from the researches of the impressionists

on light was taken by Seurat.
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APPENDIX IV

Robert Delaunay was born in Paris in 1885, He refused
to study regularly. Hig first painting at the age of 16 was
of a farm yard (1901). At the age of nineteen and twenty he
did a number of paintings during a vacation in Brittany which
show a strong influence of the Impressionists and Nabis. He
was from the beginning, interested in nature.

Delaunay frequented galleries and ateliers and avoided
formal study at a Lycée. In 1905 and 1906 he became
interested in Japanese art as well as divisionism which led
him through a phase during which he painted still lifes,
portraits aad other subjects in neo-impressionistic styles.
This was interrupted in 1906 by a period of military service
at Laon during which he read a great deal at the regimental
library, particularly the works of the German philosophers.

It was also in the forms of the cathedral of Laon that he
discovered two of his future themes that of the tower and the
city.

Demobilised for reasons of health in 1907 he returned to
Paris to devote himself entirely to painting in a style
emerging from neo-impressionism. His subjects were mostly
still lifes like those of his contemporaries Braque and Picasso
and contained forms which were to be developed a little later
into his "simultaneist" style and refiections of light on
different objects.

The second series of characteristic works of this period
consisted of a series of urban landscapes, agglomorations of
town roofs and walls. At this time Picasso was painting

views of Horta de Ebro.Delaunay always represented reality as
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being in a state of flux and not as a succession of different
movements. Light was represented as form rather than the
means of illuminating a subject or a sort of abstrant essence.
In 1909 he painted "Saint Séverin" (Figure 75). The picture
represents a view of the aisle of the Church of Saint Séverin
in Paris. The artist intended to represent his poetic
experience in the spatial rhythms and repeated lines of force
of the arches and columns. This picture tends toward cubism
in its green and grey colours.

He wrote that "Saint Séverin" (1907 and 8) marked the
passage from Cézanne to imbalance which followed the
destructive directives of that period, the uncertainty oif
older forms and search for a new aesthetic. He claimed that
this series influenced many artists (see Ibid., p. 62).

It was during the period 1906 to 1909 that Delaunay
developed three of his main themes. The first version of

Manége de Cochons, more precisely Man;ge electrique ("The

Roundabout") was finished in 1906 before he joined the army and it
was refused at the Salon d'Automne. He recomposed it in 1913
and painted another version in 1922. In the original version
haloes around electric lamps were represented in the form of
discs and in the 1913 and 1922 versions these discs became
the main theme of the composition.

The second new theme, painted in 1909 was entitled Le
Dirigeble et la Tour ("The Airship and the Tower"). Themes of

the tower and curtains preceded the theme of "Windows" from
1909 to 1912 including paintings such as "Windows open
simultaneously" (Figure 81).

The third composition of importance in its influence was
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that of the tower. Seurat had first painted it very soon

after the Universal Exhibition of 1889 and in 1909 Delaunay
painted it and inscribed on one side of the sketch

"Exposition universelle 1889, La Tour & l'univers s'adresse",
and on the other side "mouvement profondeur, 1909 France-Russiec".
It may have referred to his contact with Sonia Terk with

whom he was married shortly after and who collaborated with

him in his work.

Pierre Francastel describes the first period of Delaunay's
work coming to an end in 1910. The three themes that he
painted at the end of this period were the "Towers of the Notre-
Dame", "towns" and "Saint-Séverin". The Notre Dame towers
soon developed into the form of the Eiffel Tower and the
series of towns became transformed into the theme of windows.

In 1911 he exhibited with the Independents in the Cubist
Room and was invited by Kandinsky to exhibit with the Blaue
Reiter group.

From 1913 to 1930 Delaunay developed the forms which he
had discovered but did not progress to new themes but starting
with certain works of 1923 he developed completely abstract
forms of his own character from 1930 to 1939. Circular form
based on the sun and moon continued to interest him.

At this time the Delaunays divided their time between
living in Madrid and Portugel and his work appears to be an
elaboration of his earliest period. It is at this time that
he took up the subject of the tower again. Delaunay fhen
began to receive a number of large commissions (Figure 85).

He was asked for a large variant of the "City of Paris" for
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the Exhibition of Paris in 1925. Between 1930 and 1935 he
also carried out a number of large compositions for the
Paris exhibition in 1937.

After 1923 the style of his work was dominated by
"helixes" and large circular forms derived from his work
of 1913 and the simultaneous discs of 1912.

For the 1937 Paris Exhibition he carried out a number of

large reliefs of circular forms in plaster, sand, cement etc.
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APPENDIX V

Delaunay's writings (see the Introduction to Delaunay:
Du Cubisme & 1'Art Abstrait), consist of two distinct

categories. The first were written down on the occasions

of debates and discussions, the most important being published
in 1912 influenced Apollinaire, Klee, and defenders of other
avant-garde forms particularly Cubism. The second type of
text intended to trace the development of his work consisted
of a copy book into which he glued photographs of his work

in chronological order with comments by him. He began this
work after the First World War with the intention of publishing
but later abandoned the idea.

In an essay entitled "Les Sauvages et les Primitifs" (see
Ibid., p. 56) Delaunay made observations about the use of line
and colour in "primitive" art and remarked that line gives
nobility to colour in cave art, that in Chinese, Persian, Arab
and Byzantine the first colour rhythms are to be found and the
use of colour for its own sake, while with Renaissance art the
"architectural sense" of the picture was lost in purely
descriptive paths of perspective and chiaroscuro where colour
played a secondary rdle. Though the primitives employed
colour with greater refinement they were never able to realise
its possibilities fully and they maintained lines and arabesque
wvhich separated colours and deprived them of all their
vivacity and organic unity: "C'est le cloisonné des
primitifs". (op.cit.)

In notesg written in 1924 he attacked the return to neo-

classical tendencies by artists including Picasso. He also



1051

criticised German Expressionism and the film "The Cabinet of
Dr. Kaligari" which had been recently made in Germany by
Expressionist artists. The actors'! faces were heavily
painted as well as the cardboard and wooden sets made up

of planes slanting steeply in the same way as the angles and
lines in Feininger's pictures (Figures 58-62). Delaunay
claimed that the set had been derived from his own work and
that it was unsatisfactory for two reasons: Firstly it did
not match the human actors and secondly because the film
used Delaunay's forms to express the idea of madness, whereas
he had intended his forms to build up into compositions with
equilibrium and sanity.

Et, & ce sujet, l'expressionnisme n'a pas eu la force

de definir son but et ses moyens copstitutifs, d'une
audace qui cependant aurait triomphe partout. Par
exemple ce dualisme dans l'expressionisme, ce manque
d'expressionnisme, pourrait-on dire, existe a 1'état
caricatural dans le film Cali%ari, ou des éléments de
composition Jjouent le disparate avec les acteurs qui

ne sont pas traités dans une technique semblable. Et
les déformations (prises du reste & 1'époque destructive)
sont assimilées dans ce film a une fin completement impure,
puisque ces déformations sont assimilées & un état de
folie, et que ces déformations destructives étaient en
peinture, il y a dix _ans, un désir de force et de
construction opposé a 1l'état maladif dont a cherché
1'équivoque le créateur de ce film. Toutes ces
tentatives destructiices (les Villes, la Fenétre sur la
Ville, la Tour) n'étaient que des recherches §'equIII5re
Elun art neuf et sain et qui ne se pré&te pas & des
deformations de démence; et ce c8té de cauchemar

cherché dans le docteur Calligari ne montre que le
manque de compréhension apporté a la production moderne -
ou justement Ee cote E'EquEIIEre et de création pure et
saine échappe.

(R. Delaunay: Du Cubismee.se Pe 55).
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APPENDIX VI

Premier germe de la couleur pour la couleur.
Influence: Du Rouge au Vert, Tout le jaune se meurt,
G.A. Le verbe couleur, la forme couleur, la profondeur:
vers le plus grand réalisme humaine. Comparé 3 la premiere
émotion musiccale apportée par Bach: les fugues; les
phrases de couleur.

R. Delaunay: Du Cubisme & 1'Art Abstrait, p. 60.
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APPENDIX VII
R. Delaunay: Du Cubisme a 1'Art Abstrait.

La Lumiere
article écrit par Robert Delaunay en été 1912, traduit en
allemand par Paul Klee at publié dans le n° 144~145 de la
Revue Der Sturm au début de l'année 1913. (Il existe quatre
versions plus des versions développées de ce texte.)
Au Recto La Lumiere
1'Impressionnisme, c'est la naissance de la Lumiére en peinture.
La Lumiére nous vient par la sensibilitk.
Sans la sensibilité visuelle aucune lumieére, aucun mouvement.
La lumiére dans la Nature crée le mouvement des couleurs.

Le mouvement est donné par les rapports des mesures impaires,

des contrastes des couleurs entre elles qui constitue la Réalité.
Cette réalité est douée de la Profondeur (nous voyons Jjusqu’aux

étoiles), et devient alors la @imultanéité rythmigue.

La simultanéité dans la lumidre, c'est l'harmonie, le rythme des

couleurs qui crée la Vision des Hommes.

La vision humaine est douée de la plus grande Réalité puis-
qu'elle nous vient directement de la contemplation de 1l'Univers.
L'oeil est notre sens le plus élevé, celui qui communique le

plus étroitement avec notre cerveau, la conscience. Ltidée

du mouvement vital du monde et son mouvement est simultanéite!

Notre compréhension est corrélative 2 notre perception.

Cherchons & voir.

La perception auditive ne suffit pas pour notre connaissance

de 1'Univers elle n'a pas de profondeur. (Variante: puisquelle

ne reste pas dans la durée).

Son mouvement est successif, c'est une sorte de mécanisme, sa
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loi est le temps des horloges mécaniques qui, comme elle, n'a

aucune relation avec notre perception du mouvement visuel dans

1l'Univers.

C'est la parité des choses de la géométrie.
Sa qualité le rapproche de 1'Objet congu géométriguement.

L'Objet n'est pas doué de vie, de mouvement.

Quand il est simulacre du mouvement, il devient successif,

dynamigue.
Sa plus grande limite est d'un ordre pratigue. Véhicules.

Le chemin de fer est l'image de ce successif qui se

rapproche des paralldles: la parité du Rail.
Ainsi de 1l'Architecture, la Sculpture.

Le plus grand objet de la Terre est assujetti & ces mémes lois.
Il devient simulacre de la hauteur:

La Tour Eiffel

de la largeur :

Les Villes

longueur :
Rails.

L'Art dans la Nature est rythmigue et a horreur de la contrainte.

Si 1'Art s'apparente & 1'Objet, il devient descriptif,

divisionniste, littéraire.

Il se rabaisse vers des moyens d'expression imparfaits, il se

condamne de lui-méme, il est sa propre négation, il ne se

dégage pas de 1'Art d'imitation

Si de méme il représente les relations visuelles d'un objet ou

des objets entre eux sans que la lumigre joue le r8le d'ordonnance

de la représentation,
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il est conventionnel, il n'arrive pas & la pureté plastique,
c'est une infirmité, il est la négation de la vie, la
sublimité de l'art de la peinture.

Pour que 1'Art atteigne la limite de sublimité, il

faut qu'il se rapproche de notre vision harmonique: la clarté.

La clarté sera couleur, proportion; ces proportions sont
composées de diverses mesures simultanées dans une action.
Cette action doit &tre l'harmonie représentative,

le mouvement synchrome (simultanéité) de la lumidre, qui est

la seule réalité.

Cette action synchromique sera donc le Sujet qui est
l'harmonie représentative.

(R. Delaunay: Du Cubisme...pp.l46-147).
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APPENDIX VIII

Cl'est 1'art de peindre desensembles nouveaux avec
des &léments empruntés non & la réalité visuelle, mais
entidrement créés par l'artiste et doués par lui d'une
puissante rézlité. Les oceuvres des peintres orphiques
doivent présenter simultanément un agrément esthétique pur,
une construction qui tombe sous le sens et une signification
sublime, c'est-3-dire le sujet. Cl'est de l'art pur.

(G. Apollinaire: Meditations esthetigues,
1912).

APPENDIX IX

La vision simultanée des futuristes est dans un tount
autre sens, Je prends, par exemple, un titre de leur

tableau: Simultanéité. Ce mot est étymologique en

littérature, donc classique, passéiste. Dynamisme successif,
machiniste en peinture, ainsi que cela ressort de leur
manifeste. C'est un mouvement machiniste et non vivant.

(R. Delaunay: Du Cubismes... p. 110)
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APPENDIX X

Le simultaneité littéraire peut &tre par 1l'emploi
des contrastes de mots. |

Transsibérien-Jehanne de France est un contraste
simple (contraste continu qui seul ne peut donner la
profondeur forme vivante).

Transsibérien~-Jehanne de France laisse la latitude
3] la sensibilité de substituer un ou plusieurs mots, un
mouvement de mots, ce qui forme la forme, la vie du poeme,
la simultaneisme.

(Re Delaunay: Du Cubisme... pe. 112)

APPENDIX XI

C'est le genial Chevreul qui fait remarqué par ses

etudes theorigues les lois des couleurs simultanées.

Seurat y fut sensible, mais Seurat n'eut pas las hardiesse
de pousser la composition Jjusqu'd rompre avec tous les moyens

conventionels de la peinture. Voyez chez lul l'image

retinienneeess

Notes Historiques sur La Retinfure: Couleur, S}multané.

1910,
(R. Delaunay: Du Cubisme...p.113.)
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APPENDIX XII

Sergei Mikhailovich Soloviev (1820-1873) wrote the
first comprehensive scholarly account of Russian history,and %ds
whose historiographic method influenced later scholars.

In his Istoria Rossi s drevneishikh vremen (History of

Russia from Ancient Times (to 1774); 29 vols; (1851-79);
15 vol. (1959-65)) influenced by Hegelian thought, he
viewed Russian society as having undergone a process of
organic evolution, developing from the primitive clan
(ggg) to the patriarchal state, and finally to enlightened
absolutism. Russia, he maintained was inherently part of

Europe.
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APPENDIX XIII

Leonardo remembered how, ever since he was a child he
followed the flight of swans, how he secretly opened his
grand-father's cages and gave liberty to the starlings and
warblers, admiring the Jjoy of the released prisoners; he also
remembered the lesson of the school-master monk about the Son
of Daedalus, Icarus, who wanted to fly with the aid of wax
wings and who was killed in falling. And later when the master
asked him who was the greatest hero of antiquity, he had re-
plied without hesitation: Icarus, son of Daedalus". And to his
Jjoy, since he had perceived on the campanile of the bell tower
of the Florentine cathedral, Maria del Fiore, among the bas-
reliefs of Giotto representing all the arts and all the sciences,
a laughable man, ungraceful, Daedalus, the mechanic covered with
feathers from head to foot. He also had another reminiscence
of his early childhood...

"I should speak of the Kite ~ it is my destiny - " he
wrote in his journal "As I remember that in my infancy I had
a dream. I was asleep in my cradle, a Kite came near me and
opened my lips and repeatedly slipped its feathers in as a
sign that during my whole life I would be concerned with wings."

The prophecy was accomplished. Human wings became the
final goal of his existence.

Later on the windy mountain:

- Wings will exist! he murmured. If not by me by
another. But man will fly. Winged men will be gods!

And he contemplated the King of the skies, vanquished of
all the limits of all the weights, son of man, in all his glory

and all his strength, great swan with enormous wings, white,

scintillating like snow in the azure sky.
(D. Merezhkovsky: "The Novel of Leonardo da Vinci". French

translation by Jacques Sorréze, Paris 1905, pp. 500-504).
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APPENDIX XIV

At the beginning of 1905 the twelfth exhibition of
the "Moscow Association of Artists" was held in St. Petersburg
and in Moscow. The exhibitors included Nikolai Krymov,
Kuznetsov, Vasily Miliuti, Nikolai Sapunov, Sergei Sudeikin,
Utkin, Martiros Saryan, Vasily Kandinsky and Nikolai Ulyanov.
All these artists except for Kandinsky and Ulyanov took
part in the 'Blue Rose' exhibition which opened in Moscow
on the 28th of March 1907. Most of the exhibitors had
participated in exhibitions such as 'The World of Art' and the
'Society of Artists' and the 'Union of Russian Artists' but
this was the only occasion at which the title 'Blue Rose'
had been used in reference to an exhibition of this group.

The 'Blue Rose' group formed earlier that year
consisted of fifteen young and mostly unknown artists:

A. Arapov, P. Bromirsky (sculptor),

V. Drittenpreis, N. Feofilaktikov,

N. Krymov, P. Kuznetsov, I. Knabe,

N. Miliuti, A. Matveev (sculptor),

N. Ryabushinsky, N. Sapunov,

Se Sudeikin, P. Utkin and A. Von Fizen.

Larionov and Goncharova did not take part in this exhibition.
Many of these artists had studied at Moscow under Xorovin
and Serov. They were also all influenced to a various
extent by Boriisov-Musatov and Vrubel. They were also

able to see reproductions of work by French Nabi painters

in the pages of the 'World of Art' magazine and were impressed
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by the French group. As well as the work of DPenis in
France the German artist T. Heine and the Englishman
Aubrey Beardley interested them.

(see John Bowlt: 'Russian Exhibitions, 1904 to 1922' in
Form, No. 8, September 1968, pp. 4~13).
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APPENDIX XV

The first "Wreath" exhibition was held from the
27th of December 1907 to the 15th of January 1908 in
the Moscow Stroganov Institute. Most of the exhibitors,
however, were the new Primitivist artists, D., V. and L.
Burliuk, Goncharova, Larionov, Lentulov, Rozhdesvensky
and Yakulov. The second was called "Wreath" (without
the addition of "Stephanos") and was held in St. Petersburg
in March/April 1908, and the third entitled "Wreath-
Stephanos" was in St. Petersburg during March and April
1909 and travelled to other towns including Kherson during
the Autumn.

"Blue Rose" contributors to the first "Wreath"
exhibition in Moscow included Sudeikin, Utkin, Kuznetsov
and Krymov.

Works by the Burliuks, Goncharova, Larionov,
Lentulov and Yakulov were the most dominating and were
attacked by conservative critics.

The second "Wreath" exhibition included works by
Kuznetsov, Larionov, N. Miliuti, Saryan, Javlensky and
others.

At the Winter exhibition of the "Union" Symbolism
was still prominent and contrasted with the colour of
the emerging Primitivist canvasses.

The third exhibition of the "Wreath" was organized
by D. Burliuk in St. Petersburg. This small exhibition
included work by D. and V. Burliuk, Baranov-Rossiné,

Lentulov and Alexandra Exter (1894-~1949).
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In 1907 Diaghilev organised a large retrospective
exhibition of the work of Borissov=Musatov in Moscow.
A section devoted to his work in the 'World of Art!
exhibition of 1906 was the first large scale recognition
of his importance.
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The 'Golden Fleece' organised fhree important
exhibitions. The first took place in Moscow in April
1908. Exhibits included recent French as well as
Russian works of art.

Henri Mercereau and Ryabushinsky probably
selected the French exhibits which consisted of 282
paintings and three pieces of sculpture. Maillol

sent two pieces and Rodin showed his "Femme Couchée".

Nabi exhibitors included Bonnard, Vuillard, Sérusier,
Valloton and Maurice Tenis. The Fauves showed a
number'of their paintings not previously seen in Russia.
Matisse exhibited four: "Invalid" (1901), "Terrace of
Saint Tropez" (1904), "Harbour at Collioure" (1905)

and a preparatory version of "Joy of Life". Dérain
sent four views of London; Marquet two scenes of the

Siene entitled "Quai du Louvre" and Van Dongen was

also represented.

Among Impressionists paintings seen for the first
time in Russia were works by Pissarro and Sisley, drawings
by Renoir and Toulouse-Lantrec. Early works by Braque
and Le Fauconnier were shown and a number by Cézanne,

Van Gogh and Gauguin. Van Gogh's five works included

"La Berceuse"; "Sun in the Trees" and "Night Café" which

was bought by Morozov at s&he exhibition.
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Morosov and Shchukin did not lend work to be
exhibited but Ryabushinsky lent several Rouaults.

The Russian exhibitors in a separate part of the
exhibition included works by some of the "Blue Rose"
group Kuznetsov, Utkin, Saryan, Ryabushinsky, but most
prominently Larionov, who exhibited twenty-four pictures
in impressionistic styles including "Spring Landscape"
from the series "The Garden". Goncharova sent seven
paintings including "Bouquet of Autumn Leaves" (1902-3).
Ruznetsov showed "Vision of a Mother in Labour" and
"Holiday". Saryan exhibited "The Poet". In the work
of Saryan and Kuznetsov a bolder and more primitivist
character was evident.

In January 1909 the "Golden Fleece" sponsored
another exhibition. Among the French exhibits were
included Braque's "Le Grand Nu" (1908) and a still life.

Fewer French works were shown than in the previous
exhibition being mainly by Braque, Le Fauconnier,

Matisse, Marquet, Van Dongen and Rouault. Russian
contributors included Larionov, Goncharova, Robert Falk,
Kuzma Petrov-Vodkin, Kuznetsov and Saryan. (see Camilla
Gray, Ibid., pp. 82-94). Both this and another "Golden
Fleece" exhibition held in December the same year included

in addition to Larionov and Goncharova artists who were

to participate in "The Knave of Diamonds" group:
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A. Kruprin, P. Konchalovsky, and I. Mashkov. (see John
Bowlt in Form, p. 7).

In December 1908 Sergei Makovsky the editor of
"Apollon" arranged a salon in St. Petersburg to which
Kendinsky and Ciurlionis contributed exhibits.

(J. Bowlt: op.cit.)

The following year Vladimir Izdebsky opened a
salon at Odessa which included 700 pictures by French and
Russian artists as well as his own work. It toured
Kiev, St. Petersburg and Riga. Artists represented
in an informal arrangement included Larionov, Bakst,
Mashkov, Denis Exter, Rousseau, Lentulov, Bonnard,

Burliuk and Braque. (see J. Bowlt, op.cit.)
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APPENDIX XVII

N. Kulbin organised "The Union of Youth" in
St. Petersburg. The society which included V. Markov
and E. Spandikov arranged exhibitions in 1910, 1911
and 1912 and distributed pamphlets concermned with the
avant-garde.

Similar organisations of the same time included
the "Moscow Salon" which showed work by Malevich,
V. Palmov, Larionov, Goncharova, Konchalovskyand
Lentulov. The "Impressionists", later the "Triangle'",
also organised by N. Kulbin in St. Petersburg showed
works by N. Guro, V. Kamensky, A. Kruchenykh, the
Burliuks and A. Exter.

There was also the "Society of Contemporary Painting"
in Moscow which exhibited works of Tatlin and Malevich

and the "Knave of Diamonds". (see J. Bowlt: Ibid., pp.7-8).
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APPENDIX XVIII

Russian artists who moved to Paris included the
Ukranian Sonia Terk who settled permanently there in
1908. Alexander Archipenko stayed there temporarily in
the same year. In 1909 Jacob Lipshitz moved there re-
maining until 1940 when he moved to New York. Ossip
Zadkire stayed there from 1909 until 1940, and after five
years in New York returned to Paris where he still lives.
In 1911 Chaim Soutine moved to Paris and Alexander
Archipenko settled there permanently. In 1912 Sergei
Sarsun (Serge Charchoune) settled there, in 1913 Baranov-
Rossiné and in 1914 Mikhail Larionov, Natalia Goncharova

were caught in Paris by the war and remained there

permanently. Murc éﬂafwﬂw Ueese fromANO 16 /95 and 250
rlarned Here i /923,
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APPENDIX XIX

M. Larionov: Rayonism. Moscow, 1913.
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Ha camomb we ALak BCh ThH KHBOIHCHES
aafadn, KOTOPHA MH NPOBOANNL HEpPesh npei-
METH-—JAWe HAMH 11 HE BOCTIDHHHMAKITCR ue-
peat  OWIVTHTEIbHHE PEanLHNE NPeIMETH.
Huwn snesaribyin OTh NPEAMETa SHCTO JpW-
TEILHATD XAPAKTENE —HE CMOTPR Ha TO, 4TO
MH KCIIENT BOSCOIMATE NPEAMETh Bh HaM-
BhiCLe PEAILHOCTH U N0 ero cywecTay. Crpem-
1weHle Kb HaMBHCIUER PEANhHOCTH  3aCTasumn
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AMBIOLAR 0T PEAALHON KHIHH 3BYH'S, - PACTIO-
PAKAOWANCA WM COOOPAIHO MYIHKANLHHMT
3AKOHAMB, TAKS WE Pacnopakanacs No 3aKo-
HAMD KHBOTIMCHEMYS, WMEBR BB CBOEMS ptmc—
preHin UBETD.
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KHCTBIO HACTOJILKO XOPOWD, 4TO MAa3KM N0/io-
WEHHHE TYLILIO HA ABYXD MPOIPAUHEIXE OAN-
HAKOBOH BENMMMHE NHCTKAXH GyMar, cosna-
AAOTH APH  HANOWEHIM ONHOTO AWCTA Ha
apyrod.
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1. M BoCTip —wnwmﬂ
AIYUKXE OTh  HCT cabTa, oOTp
HHXDB OTB NPEAMETA W MONABUMXD Bh NOAe
Hawero aphuia,

CnbnosaTenbHo €CAH MH KENAEMD HAMNM-
CATH GYKBAMLHO TO YTO BHIHMDB, TO M AOMKHH
HANKCATH CYMMY OTPaWEHHHX® OTL Mpei-
mera nydedl. —Ho 4Toln noaysuTs WHIHKOME
cymmy fyued Ta,
HaMB HANO BOMEK BHABINTL TOABKO AaHHHil
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AA0TH OTPANEHHHE PEGIEKTHBHHE TYUH HACTH
APYTHXL GAH3L JeRalMxs npeamerors, Te-
neph eCnH Mb KETAEMTD M30Gpa3MTh npen-
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METH (lillEpl.ll(‘llHLl TOHHU KAKb BHANML, Mid
AOGMKHE W ATH PEpACKTHBHNE NY4H qACTEH
APYEHXT NPEAMETORL TAKH We H306pasuTh—
W oTorE Ve HAOOPA3MML GYKBAAKHO TO 4TO
s EHML. [epENA BEWH YHCTO peanecTHye-
‘KarG XapakTepa MHOA W OHIH Takb Hanm-
Cakid, MHaye TOBOPR 3T0 HAHBWCINAR Peah-
HOCTL NPEAMETA HE TAKHMDL Kakh MH ero
aHaeMb, 4 KaKHMBL BUAMMB. Kb aTomy BO
BChah CBOMXT padoTaxt ckaoHsncs w [loas
Ceaatb, OTHETO PAIMYHEE NPEAMETH Ha Ero
KapTHHaN Kakh Gn nepembuleHs, HEMHOIO
KOCATH. OTHACTH 3TO NPOHCXOAKAO OTH TOrD,
HTH OHB NECANG GYKBaABHO TO uTo Bakan,
A POBHHME NMPeAMeTh MORHO VEHIATH TOLKG
oMM Tha3omb, Ceaanws We nuearh Kakn
HHANTH BCHKIH Yenorbih IBVMA rIa3aMe T, €.
NPEIMETH W 4VTL 4YTh CNPasa M 9YTh 4¥Th
catea.

By towe spemn Ceszann ofnapans Takoi
OCTPOTOR 3phHiA 4TO HE MOIL HE 3amhT
TOrn }!L“IL’IEK'{I!HIIEII'{} (Tllpal'lii Kaks Ob —He-
GOALBON SACTH OHOFD NPEAMETA  OTPAKEH-
HEMH JVHamd Py O7h 3700 NOAYHANOCH
HE PAIBEPTHEAHIE CAMAro NpPeIMeTa, d KiaKb
Ot nepemblueHie ero Ha ApYIYR CTOPOHY W
cphaanie 4acTH npeamera <h KAKOR HHGYAL
WAL CTOPOHL—N4TO W JABAND PEATHCTHHECKYIO
|~'UI|(TF‘_\'|\'uilﬁ B KapTHHAM b.

0.
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KaKoil pony (HCKMIONAS PEANHCTHYECKArO Ay-
yuama rak np b CAYKHTS TOYKOH
NeHin) TO MKe YTO ABRETCA CYWHOCTHIO camodt
HHBOIHCH 3ABCh NIYYINE BCErO MOWETH OMTH
BraBneHo —KomOuHauia upbTa, ero Hacuiued-
HOCTh, OTHOWEHIE UFBTOBNXS MACC, YTIyOneH-
HOCTb, (AKTYpa' H2 BCEMB 3TOME; TOTH KTO
MHTEPECYETCA IKMBOMHCHI0 MOWETH COCPENo-
TOuMTCH BCeuhao,

KapTuHa RRISETCA CKOMb3AUEH, naeTs omy-
wevie enhep 0 W NPOCTE T
Bb Hefl BO3HHKAETT OlyLueHie Toro ute nmu
HA3BATL YETBEPTHMDL HIMBPEHIEMS, TAKD Kakh
€e [UHHA, WHPHHE nmuuma CA0A KPACKH—
SIMHCT OKp! Hach
wipa—Bch ke nmymﬂu mmnnﬂn Eh
KapTHh ywe Jpyroro nOpAaKa;— STHMB fy-
TEMDL KHBONHCH ABNAETCA PABHOK My3HKh
OCTapancs cama cofod, 3nkce ywe Haun-
HAETCA MHCAHIE KAPTHHE TEKHMDL NYTEMS KO-
TOpHH MO¥eTs GuiTh NpoilieHs Tonuko cab-
AYA TOMHO 33KOHAMB UBBTA W €ro HaHecewin
HA XONCTH, OTCONA HAYMHAETCH TBOPUYECTBO
HOBHXB (GOPMD SHayeHle KOTOPHXS H BHpa3H-
TENLHOCTH, 3ABMCATH HCKMIOUHTENLHO OTS CTe-
TNEHHTHANPAKEHHOCTH TOHA W NoONOXKeHis Bo
KOTOPOMD OHb HAXOAMTCA NO OTHOWeHID apy-
THXTL TOHORL.— OTCINa W eCTECTBEHHOE ma-
AerielBC X CYWECTRYIOWMXD CTHIeH 1 fopM

g

Hmia #b BHAY HE Campe NpeaMeTH, a
cymmu nyded OTH HHXB, MM MOKEND CTPO-

Cymmom nyuedl oTh npeameta B. Bw npo-
CcTpancTeh Mexay HMMW ofpaayerca whkas
dopma BupbrenHas Bonew XyaowHwka, ITo
MOKETH (HTL NPHMEHEHO NO OTHOWEHIOD Kb
HECKOILKHML NpeIMETamM® Hanp., dopma no-
CTPOEHHAR OTH HOMHHUDL, HOCA W GYTHPLH
T A

Kapruna HanucanHas KyGHCTHYECKH W Kap-
THHR QYTYPHCTHYECKaS 15 B NPOCTPaH-
et panThL GopMy ApYrord nopsaka.

Bocnpiatie He camzi0 npeamera, a CyMMn
ayued 0TH fiv CBOBMY XapaKTepy ropazio
GANKES CHAMBOHHECKON INIOCKOCTH KapTHHE
YEME caMbh NPeIMeTh. ITO NONTH Towe ca-
HOE YTO MHPaXDL BOZHMKAWILIK BL packanew-
HOM'B BORIYXT NYCTHHH, PHCYIOUA b HeGh
OTAAJIEHHEE TOPOAA, 03€pa, 0A3MCH— JlyuHass
CTHPAETE TH rpaHHib KOTOPHA CYIUECTRY TS
MEWAY KAPTHHHOH NIOCKOCTBIO W HATYPOI.

Jlyus yeaosHo H30GpamaeTca Ha NIOCKOCTH
uehTHOH nHHieR.

To 410 UbHHO JNA BCIKATO AGHTENR KHBO -
MHCH Bb AVUHCTON KApTHHE BHABIRETCH Ha-
HEBCIWHNE 00pa30Wh—Th NPEIMETH KOTOpHE
MH BHAHME BL HHIHH HE MrpaoTs 3abch HM-

21

BO BCEMD NPEIUECTROBABLIENT HCKYCCTBE—
TaKkb Kakh OHM, KiKB W KH3HL, HBASHIOTCA
TOABKO OGBEKTOMS NS NYNHCTArO BOCNPIATIA
W NOCTPOBHIA Bb KapTHHE.

OTCION2 HAUHHAETCA MCTHHHOE OCBOGOKAL-
Hie MHBONHCH H JKH3IHb €8 TOMLKO N0 CBOHMT
COOCTBEHHEM D 3AKOHAM b,

Murawis Japioross.
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Muxauar fapionoss. Jywueman woabeca o exymipin,

Harania Towvaposa. Popods wornw,






dalie forbici ecc, I colorit del quadro dipenderd dalla
pressione pifi o meno grande del colorl dominanti e delle
ot reciproche combinazionl.

Il punto culminante della sforzo del colori, della com-
pattesza di questi e della profondith deve essere determi-

Jo 77
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ritualista e perfing mistica, & invece csseazlalmente pla-
stica. Il pittore vede le forme muove create in mezzo alle
forme tangiblli dal loro proprio irradinre, ¢ sono queste
sobe che ferma sulla sua tela. Raggiunge cosi le cime di
una pittura per la pittura, msimn dai cosl detti oggetti
reali, ma che non saprebbe né rappresentarli ¢
nemmeno evocardi per mezzo delll loro - esistenza.
Le ricerche pittoriche rivolte ad una M
formale per mezzo di una qualsiasi linea geometrica (linea
retta, linea curva, disco) consideranc ancora {
secondo me, come un mezzo di
forme. I| Radiantismo vuole considerare la
fine a se stessa & non pil come mezzo di

mento degli




]
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APPENDIX XXI

On the same evening of the 10th of December 1912
David Burluik delivered the following ciclareses:.
"Evolution of the Concept of Beauty in Att"; "Cubism";
"Benois as a Critic"; "The Exhibitions of the Soyuz"
and of "the World of Art"; "Harmony, Symmetry,
Construction, Composition, Knowledge of Pictorial Tone";
"Neo-Impressionism, struggle for lines and form in its
essentialness"; "New Ethics of Painting": "Analysis of
the New Concept of Art": "Disharmony, Assymetry, Anti-
construction, aperspectival construction"; "accentuating
the essential force of aperspectival construction";
"Overthrow of the planes, of lines, of colour";
"Relationships of the Spectator with the New picture";
"Concept of the New"; "Protest against (Manet's) 'Olympia'";
"Protest against Derain, Vrubel, Somov, Degas, Matisse'";
"Cubism and Futurism"; "The Role and significance of
Painting in the Life of our Century".
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APPENDIX XXII

Pavel Filonov was born in Moscow in 1883 and left
as an orphan in 1896, went to live in St. Petersburg. In 1902
he failed to enter the Academy of Art but succeeded in
1908 only to be expelled after two years and then reaccepted.
In 1910 he left the Academy and co~-founded the "Union
of Youth" Russian Futurist group. With Shkolnik he designed

and coslivnes
the back-cloth for Mayakovsky's first play Vladimir MayakovsKy.

He did military service during the war and after the
revolution he began to work on his idea of "Analytical
Painting". By 1925 he set up a School of that name and his

lakerHan

enthusiastic and large group continued until, 1928. He
frequently worked for eighteen hours a day. He was
interested in the art of children Some
critics consider his work to be like Paul Klee. Only in
a superficial way is this so however. He

probably saw no work by Klee. He has much in common
with the Russian tradition of Primitivism in the forms of
his pictures and even some of the content resembles Chagall
or El Lissitsky.

The only full scale work on Filonov (in Czech) is:

Jan KPi¥%: Pavel Nikala evil Filonov (Prague, 1966).

Accounts of Nikolaevich Filonov (1883-1942) are
in 'The Art Russia that Nobody sees' Life March 28th
1960 pp. 68-70; Troels Andersen: 'Pavel Nikojaevic Filonov"
in a Danish magazine Signum No. 4 (1963) pp. 20-31l. Camilla Gray;
D. Burliuk's novel (in English) 'Filonov' which occupies the
entire issue of his Colour and Rhyme No. 28 (1954) pp.l-28.
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In Russian Filonov briefly appears as Rogov in Olga
Matyushina's novel Pesn o Zhizni (Leningrad) Molodaya

Guardiya 1946 pp. 106-111, 125-126 l.l.loffe Sinteticheskaya
istoriya iskusstv (Leningrad 1933) pp..482-484.

See also J. Bowlt's translation of one of Filonov's letters

Studio Internmational, July, 1973, and

R.R. Milner-Gulland: "'Left Art' in Leningrad: The
OBERIU Declaration", in Oxford Slavonic Papers New series,

Volume III, 1970, pp. 65-=75;

Filonov's approach to art is set out in his Declaration:
Deklaratsya "Mirogo Rastsveta" published in Zhizn Iskusstvo,
1923.

Filonov's theoretical views on art appeared in the

summary of his manuscript "The Ideology of Analytic Art"

in the catalogue prepared for his exhibition of 1930, which
never took place. The entire catalogue is included ih the
photographs on the following pages and the most important
of Filonov's unpublished theses is reproduced there and in
R.R. Milner-Gulland:"Zabolotzky: Philosopher Poet"

in Soviet Studies, University of Glasgow, Volume XXII,
April 1971, No. 4. pp. 603-604,
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Maso tore, n neapax Gypsyasnoro obectsa, u
sanaAno - esponeiickoro W PYCCKOrG; N0y jaBieMueM

woslx opm  kpy 0, Fpecxmj oo KAnKTale
HpoRCXOMI  neperpynmiy " bdepenpuagun
K. ent. Bypsy pan panee, ® Vi
u nepooit wososume XIX m., mucrymasa = o

KK gil  wance, mw 1

oupesesenno
satben ua pax obocobaemnmx rpynw, Meaxofl
nell Gypuynsuu omaseioch HWe WO myTM

Puc. 1. Bea nasmanns (M 51
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AMBILE, ©FO 818 V0BG 86, 0 noCTsEenng |l| i
i i WILILAL Y
y aro—noee, Bee i
MECKOTD M IBBERA oy y v, ato—nce, Bee pan METHPIANCCRI SAEONOR.  YUPIRAMOMNE  korvocow

WETH 1 BCE uepe
Mapeeas Mapruue. allotiega wedonera (HRANBIAYYMa)

Pre. 2. Jomonue (N T9)

HAL MHPOMD — TEKOR JOIYHT x}'mmnlml-IW A Pue, 3. Paboune (N 85, axs.)
meskoll Gypmyasum. Ho nofesn me wepes nemocpes-
CTMHHOS NOJYMHEHME BOAS YEAOBEKA MATEPRAILHOTD “Bee. fis. Orcwopa posoli npoyeccr, Kak HaL0-
MUPA, 8 NYTEM pacuMpenus csHyTpemuell mwamm» ME- Gaemman Tewa xypommmkos, Orcioin npETArEBANNE 53
6 7
Ld

BOAOCKI, N0 BILIOM, "‘oﬁu, HOCAAREr0 OTEpPOBeHMA g MHAUBILILL  TPERPRGAKTER (e, KAPTINY .,][..pppo‘lu,_
Townoll HAYKN, PAIROIO POAD FAYMEBIXY, CHATYPPEAO- HUE METOHC N 300w w57 B kouvapiae vesonekg-
codekmis, npuuyLinBex  yuonausnuiesnil.  Orciwopa, | obipagueie cryerin e vibwoil wor, ¢ yiivoii PYE 1t nosTh
ofocrpenmmil umrepec ® mpocrek ) Op |

]

' . g 4 L Y, TAR {
xsx 8 mux, Oysro 6w, tama B mesansTmammoll umcToTe i
7 ssman  gopway ToMYy MmeTHW y Hawaxy, |
poe smamerca uaell COACPRARMEM MupA. £ i
Ecam ofparurics x paGoram Puiomosa, 10 B HNX
Ge3 BCAKOTO TPYAR MOMHO YCMOTPETH BCP BMUIEYKS
e NepTM, I9PAKTEPHME Lix memxosorun Mesmol Gyp-
myasmw. Fopox, » umposocnpuaran Puionoss, 1o —
HATpOMORAGHNS _

Pac, & Yauga (N 185, mx)

Ges roaos, Jduga prEX WyANUl YAPYIMOWe HCTOMICHN!.

| H mer muxaxoll sosmomnocTn mabermyrs yrparw csoedd
AMBILLY A1 P P caoero «n» 8 Gepruxoil

tuncces. Copasa X QeHTPAILHOMY CPYCTKY KapTumu

]
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HOAVART Ay o, MBI T RAMEpY. ¥ wero npu
O1HA FOJ0BA H
AMpORANILE,
. Tag wnepepo-

IRV TYAOBULAY, TP AN S Bapat o
CAORIG i

Fpu e A caena

GEABoAREO TAHYTON K CPVCTEY ORino

Puc, 5. Kafawex (M 113, axn,)

mpseTcas, Tak ofepsnymBACTCH B ropoje svedomexs, H
AToT Kommapumil np He TOABKO pa-
Aonwx obusareseil, ulcmm:npum—mpo-
dell.  Bor ollup "
(Na 24). nﬂﬂ'm“uuupnm,mm
nup Tpyuos, nup wecti. Meprmegu eansiuno u BAMHO
10

Toasko  KpalHMM HAIPAREHHEM WHTELIOKTR, TOJMKO
unorpysennen Ges ocrarka » camoro cefs, = cmos gy-
XOBHO® «A) MOMHO BHPBATLCA M3-NOA BJACTH BCENOTAO- |

AN ORI, e

N T R T TR I

TRON R Favom gopoy w0 we roanomnnn

Puc. 6. Mup woposeil (N 2§)

Bot  noueMy newaTh TPAFHUECKOTO OAMUONMECTHA 0=
mur ma ange llobegnrean vopogas (N 78 — paliora
e we 1904—15 vy, kak uw ollepepomacnue sesoseras).

! Pacegas oKav p chopunke socwonckny sacrepow. M. 1916 1.
P! ¥

i

Puc. 7. Topox (N 183, MHE,)

-



aficrpakrio, wer asrefpamieckyio nan-Popuyay exom-
coMoangas, pacmudposati koropoll HMKTO He B co-
cromunn, uGo B ocuose e¢ aemur me xaxas-iwGo obu-
extumnAR 06YCAOBIPHNOCTH, AR BCPX OAMNAKOBO obs-
SATEABMAN, & HCKA ABHO EMY, 1y
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POPOICRON GRILOHE, T Geahe g NORAINTEILNO |
apegeren v palenern gaee, [FEARNTHA £TO CILIO-
WEHIE T, COATRTE L0 T, iu-m|.|p-|_mu|||mji ueaeyerpe-

swaenmocTi, He o1piaing on # toro rpainoinoroe. casura

LR T E TR S T T R AL T T TR LT R A Ty e T
(L R T
He TPIAIIET I W ATOrg YANBARTLen, dro e

JOOE THE-TORI 0 e 0TS HUKAKIY 030N T 060 ¢

Puc. M B, Hpomarammer (M 170, mnk.)

cropon, kotopse Hec ¢ cobow sypbauusss. Bupaaureas
neRXO-uieoornm suilinToro w3 CTapWx MPUBLISHE X
Jopu EuzHn MEIKOIO Gypmya, ue saMeTies Puionon He
HEMAS OPraEu30BARHOCTY, KOTOpLE, B Iy Ilpm"wel
e wersocTi pafoTel, BHOCKIA NAUNIHA BO BECh crpolt

15
Faiwn Hponavaname s M 1T WO
w P24 20 v wnonero g orroaoeer o e
woamgaonnoio apesenin Hpomaeomercian priationta
el 0TI e TIORGOS TR KR

Pre. 9. Kopommugu (M 29)

B CTOPOHMY cogwaimsagwn wmum, woropumii mpomssex
npoierapuar yme nocte okrafipsckoll pesonogum. Tpe
seme caesans Puionosuy ma temy «llomsrme — cwo-

Tperh m Bugerss (NeN: 113, 114, 129). Ho cam om .

TCMOTPEIs Il (HE BHACID TOrO, YTO CBOPWIAIOCH BOKPYT.
16

Pre, 10, 3a crosom (N 75, axm.)

PRETEpA, Ofa WHPOKD W YOPOWO nocTastenn. Xy ommuk,
BEAMMO, cobcem ¢ mell we amaxom. «Y.umgas (Ne 1835)
BocOpuEATa wymAuM pabouell nemyvoaorum  Bavangos,
NOAMEIAWEUY JHINL OTPUJATEILULIE CTOPONL B COBET-
crox Gty (wusnan). «Cewelinmit noprpers (N 162)—
pafiota 1924 r.—pucyer enacxaasunil croas. A orpa-

Pwsonon. — 1 (e | |

\..u.»uf; 20 S
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BENNN MOMCHTOR COQILINCTHNEC KN B COBCTCROM ctpmt—

reanerne TRopiectoo  Praon e aer.  Ceetosmx

CTOPOI O SHE BT S, PEBIIPYET TOILKO HR Teneshe,
Koraa we tesma HEPHARTCR 13 ACPEBCHCROTO ’m
wuann,  Praonon yseer nopeprayTs yerolunsyo we-

CORPYMINOCTL  maTprapiaLno-0ypryasusx  Tpagmgull,
kak Gw nporusonocrasann ux Geasicxoguoll ofpomen-
uoern n ofiestorennoctu uesosexs » ropoge. B «ko-
posmiygasy (Nt 29 w.), » xaprume «Tpoe aa crosoms
(M M w), » olipecroanaxs (M 32) sce macsgeso
xoanlicroennocteio n ofusmen Gaar semnux. A «lipe-
croanckan cempas (Ni 27), — npamo anodeos G"m’
noro gowcancraa.  Hegapos, xsysommus u TpasTyer ee,
KAK cemelic Gumyso Temy
PHOXH PACEBETA TOProBONO KAUNTAIA.
OPUMHTHRHOCTE RHARONHOIO YRASAR
ocolio NPHBAEKATEJLHA IS IYAOMEWEA,

saTparmsaer pu;w (M
(M 176), xoucomosn (M 144), mam
"

ATHX TOM BOAKOP DPCIMOTHOR COAC[HRANNE W ARCT Begw
abea magpannas,  Tgerno craam G MW ¥ proro Ma-
CTepn, HMERYIOWETo Ce0A  « XYAORHUKOM-IPOSETAPHEMS
uckarh  «ofpaznoros, NPEAMETHONO OTPANEHNN CIOM-
welfmnx, akTyaisnelinny 38189, BCEPENO JAXBATHRINNX
ceflunc wecs pabounil xasce, sapey, cospammMx € co-
unaancriveckoll pexoncrpyxywell roposcxoll n ceascxolt
I T™H, C pe pyxunelt Gure, ¢ Gopulolt
38 BWEOBRY «uoBOUO» uesosexs. Taxomoro mer,
Bo mus wero me, cupammsaercs, yerpoms Pyccumil
Mysell mucrasky proro xysommmuma, pas

rayGoxo Gypmyspumun ressenguann?

6u20 6m He BMMANNBATE TAEOTO XyAOM
ofiopor, ofimosvars ero? Hlycrs ero Tam, r,
pose or ofjgero crponTeincTEs, myTAETCR

Puc. 11, Hoprper nesngu E. H, Tiebonoli (N 33)

Prc. 12. loprper E. A, CepeGpaxonoll (M 49)



LT TG e EeR s ang s ‘Praonons, kax
W IOROETD, 0 OReREHIOTG. 10 ACAFTIM,  Henpusnag-
wora renun wamnx anefi. "r‘li'"i!l.uﬂll BHCTARKEA W CTABHT

SRLCW CROCK ROAMOKENG DOAHEE NOKA3aTE J0LAM, 10—
ROJURIIIN € ) HOT0 oA, BCK \}'.‘fl:li('l‘vlll’llll_\'lo pr
wrgi daonosa, 9Tolk oRN BOGYTING !‘I'H',inlln,, Ha-
|'I|.' LEO OTOpBANG  €ro TEBOPYECTBO 0T NOLINHAMY 38-
WHICOR COREMEIIOCTIL

Il'lllill‘.ll nMe BRIne }'Ha;ﬂllﬂll .lill"l'ﬂ‘ﬂ‘l-ﬂ‘m
yheareanno, npn seeil cmoell  kparkocTn, ofocmomm-
BAKT ATO OCHOBHO® noJomensne. PuioHos HE B Koew

cayune He Mower GuTh npUINAN  HOCWTEdEM WpOJeTAP-

ckoro muposocnpusTun, lpanga, can on BIOJHE HCKPERRO

cauraer cebn  xyromnukom-uposerapwen. logommmun
g

IYADKHNKOM-BpOseTapReM  cunTalnT Puionosa
JUEHHEN B NORIOHHENER. Ho OAHD
CAMOCOINANNE — 0 COBCEM NHOE geso— of
suaummocrs.  Tor dakt, uro Pusonon saer

MydAr  PERONOQMOHIMM  TemaM — «Popuyay
ckoro nposerapuarar (N 44 m.),

1904 — 22 v (N 45 w.), «Popuy.
(N 96) —mce pro rosopur amms o ToM,
poan TeMm wnkak weanss obolrw. Hx 1y

wamaml wo-ceoeny, Man xepaxrepmcruxm
IJAUKHUES CYUICTRONHO TO, KAK NpPeJO
TROpUecTE® npolaesa pesowogum. 9

NORBAANHO, HPEIOMARET £ HE

n

COROrO.  Orognannn npoJerTapuara, 4 W3 CHATELICKTa»
OTACABIOT0 WAANBMAYYMA, BOsHecumieroca may pabouedt
naccoll 1 npereHgylomero ua pois cyumreasn. Yera-
HOBRA— ONPEACIERHO HHAHBUAYAINCTIYECKAN, THNNMHAN
Aan meaxoro Gypaya.

"Ito e kncaerca «macrepersas Puiomosa, T0 o,
uecounenno, Goismolt mactep. Hacroliumsolt Tpemmpos-
kol pyrm u raasa gocrmr om peacoctmolt TRepAocTH
pucynka, suipaboras B cebe naompennoe uyscrso guera.
Crolictea atn Gpocarotca B ramza jame HEONBITHOMY
NOCETHTE.NI0 M PACHOJIAranT €ro » nois3y Pmiomosa,
Kag Iy, HCR 1610 BhCcOKOH mpodeccmo-
waipgoll EBaanduragun. Pacmosaraer w70, 9TO HE
B OXHOM N3 MHOrOMHCJeHHhX mpowussetennit Puionosa
HET I Temm xaarypet. Bce ero memm ciexammt ma pex-
Rocts  tobpocosectHo. A oraa spuTean ysmaser, wuTo
Praonor npomes NOPAIATEIHYI MO TPYAHOCTH MaTe-
PHAIBHBIX YCI0BHE EN3NEHHYI WKOAY M HHKOUAS, HM
B CIWHOM cayiae He noctymmaca umcrorolf  csomx
B3vantos i ybemgenuil, — ynamenuo ero K XyAORHHKY
ewe Goaee sogpacraer. Ho sce pro u3 obaactn amumeix
csoficrs Puaonosa, Ognaro, xag 6s1 BhicOKO HM pacge-
uupaan Met xyfosunka, xag ITassa Huxosaeswua, st
He J0.LENL Bee &€ TEPATH HPABIILHOTO MOAXOAR
k ogenke cro Teopyecrsa. [Ma, Puiomos — Goasmofi
macrep-npoecenonns. Ho kakosa 3HauMMOCTh €ro, Kak
IVIOKHIEN, R4k Macrepa, npu3BaH#oro JXasars HaM
AMOL HETO. ABaennil

@
B0 - Aeficr

2
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Puc, 13, Mymuuma n scengnua (N §5, amn.)

oxpymawigel teficrauressuoctu? Mycrs muposocnpuarie
ero, no casolt npupose cmoeil, kKax M1 Bugean, meaxo-

Poe. 15 Pososa (M 177, nuk.)

Gy pyaauoe.

Ho sean u l'n\pbt\"\;i;slll.[t‘ XY AOH UK (I

sator pasoro Macwtafu, Boswmmy syomunkom, spyn-

2%
25
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MMM TAIAHTOM, TEHHEM CUHTAEM MBL TOIO, KTO AdeT
HAM B TROPUECTBE CHOEM [EJOCTHHIE XY10KECTBEHHBI®
ofipazst, cynsnpywomne yiimy seasny, xaaelijockounieckn
pacnbiiennbix  asxennit, ofmecTBenno - noauTHYECKOR
AHAMEHNE KOTOPBIX YCKOAB3AET M3 NOJH 3PCHME PAIO-
BOIO 4EJOBEEA W MG Yepe3 DocpeicTBO XYI0OMHUEA
npuobperaer werxue kontyper. Momno 1 ¢ aToR TOuKM
apenna npuauars Pusonosa Hoapumy Xy A0HHHKOM?
Her, neas3s. Ilupoxo ofiobimarmero, cunrermye-
croro xytoxectsennoro ofpaza Prionos we xaer n

aath ne soxer. Takopa y# ocob Th €10 Aap
Hexapon, nmtancs duiocodekn ofiocnosars cBow Te0-
PMIO, CTABHMT OH TAKOE [INIHTEILHOE YAADEHWE HA aHa-
an3 — cAHAINTHYECKAA mEoJay. «lymall max kamasim
atoMoy jexaeMoil Beyyn», BHYLIAET OH YYEHHKAM CBOUM,
«ymopHo W TouHo jeqail xammit aroms, «ymopEo R
Toyso pueyll kamami aromy, n6o crenens manpaKenHs
wapasnTHyeckol clelanuMocTHn OnpejesseT KavecTBEH-
HOCTH TPOM3BEICHHA NCKYCCTBA, «Ofmee BoaHHEAET H3
YACTHRIXY — TAKOBO OC no b,

Haxo . ropopuTs, BaCKO.IbRO 0mKGOUHO ATO NOIOKEHHE.
Baagmsup Ilisny Jemun nacrofumno yrassipay, Kaxoe
pemialoigee  aHauenie 1IA BCEX BHAOB npakTiveckoll
APATEARHOCTH HMEET TECHAR CBA3L NPAKTHEN ¢ Teopmed.
Orpuis ot Teopin, or verkofi obuipeli anaun, nenabexno
BOACT K TOMY, WTO B ILIANE [MOINTIYCCKOM HAZKIBAEM

MBI CLEAYECTROM Y, 1 WPOTHB NETr0 THE AHEPTHYHO bo-
perca mapria. Puaouoe B obaacTn HCRYCCTBR ABARETCA

1

Takosa suaunmoctn Puaonosa, kak Macrepa. Taxoso
anavenme coaransoll wn capasnTHveckol mKoan»,

Tlonsten Pusonosa NpUKPMTE HYCTOTY cBOEro BHY-
rpennero Gypayassoro corepxanna mumypolt mayumocrn
Toke me seuepkusant mEukakol kpurmkn. Jarxaol
serapuamkoll natypduiocoduu peer or nperensull ero
noxazats «npogece pocta n passurnar. Korsa ma auge
stoposoro, kasatock 6w, aciosexa (cm. «Marss, Na 87)
1306pazkaeT XYAOKHNK HEKYW «A3BYH C KaKUMH-TO Kpu-
CTALIOBIIHMME  00pA3OBAHNAME W yBepseT, 4To oOH
BCRPBLI PO[eCC «Pa3BNTHAY, PTO HAMBHO, KK HAMBEO
JCMATPURATL NPOJECC ¢POCTA» B TOM, §TO DOL HOp-
MIILHO HOCTABICHHBM TJ830M DHCYETCE e[e AOROJMH-
reasnntli «Tperniis raa3 waw s TOM, 4TO roJosa somasn
ofipacraer paiom ymel, paioM raas m mpespamgaerca
B nesult ecrycross,

fl cosmarearno me kKocuy.Jca ER sompoca o Gamsoctm
Thopaectea Puiomora K sanapmo-esponelickomy pkc-
NpeccHoRN3NY, i Bonpoca off ucmosszosamun Priono-
BLIM YPOROR cTaphix Mactepon, lleas gammolt crarsm —
nokasre  obEeCTICREO-T0ANTHYSCKD® M Xy0MmecTRe-
uoe guatenne Piionosa — momer 6GmrTe ocywecrsiena
nompn He croas wmpoxoll nocranoske mompoca, my-
TEM HCHOILAOBAHNA TOAKKO TOIO MATEpNA.D, KOTopwil
nyeerea #a aaunoil Bumcraske.

C. Heaxos,

:l-pla'um p(,? qeanxolls. Fro—seanunll sacrep
MOSERS | NOAR, opcTson

& ;’:T’"lll‘ KOPUNT oH caw
HEEOR CBONI HAA JeTAAN-

MOM, EAK coBepmaeTCE
PpocT » npupoger. Tummw-
uull «camoTex» pasosoro
epeanzns. H ror me ca-
uull pesyastar. H 1yr n
TaM, OTCYTCTEN® spyas n
BETPHI® TPHBOANT, He-
B3NDAN HA KATOCTROHEYW
BMICOTY OTAGJBEMY MO~ Puc, 15. K

mentos paborm, x yrpa- (N 932.“:::)'“

Te TeepAo obocmosanmoki

ofmgell aumuw, & ee ucxpEBsewmio W BPEIHMM NOCIey
CTBHAN,

w
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APPENDIX XXIII

Russian publications on Italian Futurism included

"Ruskaya Mysl" "Futurism v Itali" RM No 12, 1913, pp. 16-19

(treanslation of 'Futurism in Italy' by Italian Sibilla
Aleramo); "Vestuik Evropy" "Italian Futurism" by Mikhail

Osorgin no. 2 (1914) 339-357 writes also on music and
painting. Sovremennyi Mir "Pseudofuturism" (March 1914)
122-174. Vestnik Znaniya No 5 1914 an article by the
distinguished pnilologist Baudoin de Courtenay "Galopom
Vpered" (At Full Speed Ahead) a quote from Marinetti.

G. Chulkov "Marinetti" Jan 1914 "Otliki Vlera i Segodnia"

col. of essays (Moscow 1916) G. Tasteven: Futurism: Na pute

K _novomu symbolismu writes of Mallarm®s influence on Futurism,
does not separate Italian and Russian Futurism. Vadim
Shershenevich (The only Marinettist) translated two of
Marinetti's works (Moscow 1916) Bitva v Tripoli (1911 g)

perezhitaya i vospetaya. FT Marinetti: Universlnaya
Biblioteka (Moscow 1916). His introduction praises
Marinetti. He also condescendingly remarks that certain
aspects of Italina Futurism such as its nihilism may seem
novel to the West but in Russia they have been known since

the publication of "Fathers and Sons" by Turgenyev.
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APPENDIX XXIV

Luigi Russolo: "I Rumori’ del Linguaggio"

("The Noises of Language") from Russolo's
manifesto "The Art of Noisge" (11 March 1913)

Published as a booklet by Direzione del
Movimento Futurista, 1 July 1913.

I rumori del linguaggio.

(Le consonanti)

influenze che la musica ha sul linguaggic
voee parlata, sui snoni che compongong
questi suoni secondo il tono e il modo
ito le esperienze del prof. Aristide
nesti ultimi tempi un grande svi-
seienziati italiani.

internazionale di fonetica speri-
» ¢he non solo la musica ma pure

, sulla voee. Il prof. Baglioni
rovato che colni che parla intona
rumori dominanti nell’ambiente. Da
reitano i rnmori naturali come le
re, il vento, ecc., sul timbro e
esposto a questa infinenza.

i, o sui monti, o al mare, hanno
ella dei cittadini, perché nel par-
il rumore del vento o quellp delle
er ragioni analoghe, agli operai di
tutta la giornata in mezzo al

| constatato che molte delle
intiere classi sociali, o di in-
ninate dall'azione che codesto sforzo
i meccanismi dell’articolazione del-
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APPENDIX XXV

"The Union of Youth" (Soyuz molodezhi) was

organised in the Autumn of 1909 by artists end writers

which included E.G. Guro, M.V, Matyushin, 0.V. Rozanova
(Kruchenykh's wife). In 1910 it was Jjoined by the Burliuk
brothers, Chagall, Denisov, P.N. Filonov, Goncharova,
Kalmakov, Karev, Kulbin, Larionov, Malevich, Mayakovsky
and Tatlin. The name of the group may have been suggested
by Ibsen's play De Unges Forbund ("The Union of Youth").

It came to represent extremism in art and to make links
with Der Sturm and Der Blaue Reiter groups. The first full
translations of two of Boccioni's and Severini's Futurist
manifestoes in No. 2 of its booklets and a résumé of Gleizes
and Metzinger's "Du Cubisme" by Matyushin appeared in No. 3.
One of the Union's leading theoreticians Vladimir Markov
(Waldemar Matvei 1877-1914) was the first Russian art critic
to make detailed examinations of African, Chinese and
Polynesian art forms. The "Union" was important in its
aspiration to artistic synthesisand a break down of barriers
between art forms and between art media. The Burliuk brothers,
RKulbin and Matyushin were the most active in this. Kulbin
continued to paint and his sympathies continued to be with
symbolist tendencies but he became associated with the
theatrical presentations of the Jﬁnion“ more and founded the
"Society of Actors, Artists, Writers and Musicians" (See
J. Bowlt: Ibid., pp. 333-336).

The "Union" also supported the work of Filonov and

of Chagall from 1910 to 1912. The first "Union of Youth"
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exhibition opened in St. Petersburg in March 1910 and
showed 488 works. The symbolist tendencies were represented
by Filonov, Shkolnik and others while primitivists included
the Burluiks, Exter, Goncharova, Larionov and Mashkov.
Larionov's "Walk in a Provincial Town" (Figure 194 ) and
Goncharova's "Potato Planting" were included.
The Primitivists were accused by N. Vrangel as being here
caricatures of Matisse and Van Dougen (N.V. (N. Vrangel),
"Khudozhestvennayazhisn, Peterburga" in Apollon, 1910,

No. 6, p. 38. Quoted in J. Bowlt, Ibid., p. 348).

In addition, the "Union" exhibition held the following year
included coarse canvasses by Malevich, Stepanov and Tatlin
as well as Chagall. At the third exhibition in the winter
of 1911 Larionov exhibited "Head of a Soldier" which tended
toward "Rayonnism" and Tatlin's "Fish Vendor".

The fourth exhibition in the winter of 1912 included
peasant scenes in simplified forms by Malevich and the
last exhibition in the winter of 1913 the development of
tendencies toward formal abstraction and away from coarse
painting was marked by Malevich and titles such as "Compo=-
sitional Analysis" and "Dissonance" by Rozanova. Filonov
exhibited "Picture" and "Half a Picture" and Matyushin
included "Red Ringing".

Filonov represented a new trend in these exhibitions.
Related to some extent to symbolism his pictures took a
completely opposite and individual direction from those of
the formal abstractionists. He was close to Grigorev and V.
N. Masyutin (1884~1956) as well as being interested in folk
art, the "lubok", icon painting and peasant crafts as were

the Primitivists .
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APPENDIX XXVI

Alexander Shevchénko: "Printsipii Kubizma" ("The Principles

of Cubism") Moscow, 1913, including photographs of
lithographed cover designed by Shevchenko and the 24~page

type copy text.
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APPENDIX XXVII

Russian artists were familiar with the foremost
western European art movements immediately before the
first world war by means of periodicals, exhibitions and
visits by western artists. Russian artists also made
extended visits to centres of western art. Yakulov was in
Paris with Robert Delaunay and Sonia Terk from 1912 to
1913; Exter was with Leger and visited Boccioni and
the Futurist painters in Italy; Nadezhda Udaltsova
(1886=-1961) and Liubov Popova (1889-1924) had studied
together at Arseneva's Gymnasium from 1907 to 1910, studied
with Le Fauconnier and Metzinger in Paris after 1912 but
like Chagall, Puni, Altman, Bogoslavskaya, El Lissitzky and
Kandinsky they returned to Russia when the first world war
began and many of them remained in Moscoﬁ or Petrograd to

reunite as avant-garde groups.

APPENDIX XXVIII

Nadezhda Udaltsova (1886-1961) was at the Arsenyev
Gymnasium with Popova from 1907 to 1910. After sharing a
studio with her in Moscow she studied at the Paris academy

La Pallette run by Le Fauconnier and Metzinger where she
married one of her teachers. She travelled in Italy in 1914,
In 1914 when the war broke out she became interested in
Malevich's work. In 1914 after the Revolution she took up
various administrative duties and was married, for the second
time, to Alexander Drevin., From 1923 to 1924 she was appointed
to the "Council for Artistic Culture" in Petrograd with
Williams, Malevich, Tishler, Nikritin, Miturich and Labas.



1109
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Ivan Puni was born on the 20th of February 1894 in
Finland to a musical family of Italian origin. After
studies at the St. Petersburg Lycée and a brief military
formation Puni chose painting as a career. Being attracted
to French art he worked for some time at the Academie Julien
and other ateliers during his first visit to Paris after
1910, returning to Russia two years later to join avant-garde
friends mostly centred at "The Union of Youth" in St.
Petersburg. As well as participating in exhibitions with
Malevich, Tatlin and Larionov between 1911 and 1914 he was
friendly with Khlebnikov, Mayeskcvsky, Burliuk, Livshits
and Viktor Shklovsky. He broke with the group however and
travelled to Paris exhibiting at the Salon des Independents
in 1913 where work by Malevich and Burliuk was also received.
From this time on he turned away from a sombre fauvist
style towards cubist construction. Puni became an early
follower of Suprematism and signed the Suprematist manifesto
January 1916. Together with Altman, Karev and Lebedev he
was associated with the new figurative tendency in Petrograd
"Constructive realism". In 1919 though he was appointed
as professor at the Academy of Fine Art the previous year
and various of his works had been acquired for the Museum of
Petrograd, Puni retired to his father's property in Finland
where he remained for almost a year in inactivity.

In 1920 he arrived in Berlin and in 1921 an exhibition
of his work was held at the "Sturm Gallery", one of the most
important centres of modern art in Germany at that time
directed with an international outlook by Herwarth Walden
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and Dr. W.E. Groeger. Works were exhibited by Léger,
Klee, Kandinsky, Schwitters, Kokoshka, Chagall and other
avant-garde artists. Puni's exhibition included more than
two hundred gouaches, abstract and figurative. To describe
his ideas on contemporary art Puni wrote a book published
in 1922 by the Berlin editor Frenkel.

To the November Groupe (Novembergruppe) in Berlin he

sent a large canvas "The Musictan'. Recently finished, it was
a synthesis of abstraction and figuration.

In 1923 he arrived in Paris where he was to live
permanently and after a brief period of Dada he became
assoclated with the painters Marcoussis, Severini, Leger,
Ozenfant and with the critic Waldemar George and began to
reform his ideas on painting. Paintings based on still
life but severely geometric attracted the attention of
Ozenfant who published an article on his work in the review
"Esprit Nouveau" in 1923:

In 1924 Puni exhibited at the Salon des Tuileries
and in 1925 the Galerie Barbazanges. After exhibiting
widely for a number of years he contributed work for the first
time in 1935 to "Le Temps Present" at the "Galerie
Charpentier" exhibiting with Gromaire, Bazaine and others.

After 1937 he showed a preference for pictures of a
small size.

In 1940 he went to the South of France with Robert
Delaunay to live in Antibes returning to Paris two years
later where in 1956 he died.
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Liubov Popova (1889-1924) was born in 1889 near Moscow
where she studied painting under Zhukovsky and Yuon. In
1910 she travelled to Italy and shared a studio in Moscow
with N. Udaltsova and L. Prudowkaya before studying in Paris
at the studio of Le Fauconnier and Metzinger with Udaltsova.
She became one of the most prominent abstract painters in
Russia after 1914 and following the "Tramway V" exhibition
she showed at"0.1l0" in Petrograd and in 1916 at the "Magazin"
exhibition in Moscow. In 1917 she made designs for
revolutionary posters, exhibited in national exhibitions and
in 1920 in collaboration with Alexander Vesnin she made
designs for the festival of the "III International'.

In 1921 she took part in the exhibition entitled
"5 x 5 = 25"; designed sets for Meyerhold's theatre, taught
at the Vkhutimas and INKhUK. The following year she

participated in the "1l Russische Kunstausstellung" in Berlin

and from 1922 to 1924 worked on industrial designs in a
textile factory.

She died of Scarlet Fever in Moscow in 1924 where a
posthumous exhibition of her work was held that year. The
catalogue text was written by Ossip Brik.
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APPENDIX XXXI

"A public scientific popular lecture" of the
Suprematists K. Malevich and Puni concerning the last
Futurist exhibition of pictures was held at the concert hall
of Tenisheva School in Petrograd on the 1l2th of January
1916, and was concerned with "Cubism, Futurism and
Supermatism". Malevich opened the occasion with the
following topics:

"Decadence of classicism and aestheticism"; "How
nineteenth and twentieth century naturalism is recreated in
the idea of the primitive environment"; "Cubo-futurist
theory"; "New realism in art"; "Academy and opposition
for still life"; "Art and enquiry"; "You and the tyrant";
"A logism in poetry";

Puni went on to discuss various themes:

"Materialism in art"; "Academic currents";

"Criticism and painting"; "Cezanne"; "Cubism"; "Italian
Futurism"; "Stylisation"; "Cubo-Futurism"; hRelativity of
realism"; "The Wanderers"; "The School of Picesso";

"Suprematism and the Decadence of Futurism".



1113

APPENDIX XXXII

Kazimir Malevich was born near Kiev in 1878. His
father wovked in a sugar factory and his mother at home.
His family moved to Konotop, near Kiev, in the mid 1890s,
He first exhibited in 1898 probably while he was in Kursk
where he lived from 1898 to 1901. He painted "weeds, old
men, bazaars, shops, people".

Also that year he worked in an office in order to earn
money to attend the Art School in Moscow. In 1902 his
father died and he moved to Moscow where the following year
he attended the School of Painting, Sculpture and Architecture
and drew from life at the Stroganov school.

In 1904 he painted post-impressionist pictures and
spent the Summer in Kursk. In 1907 and the years that
followed Malevich took part in an exhibition organised
by the "Artists' Association" in Moscow with Kandinsky,
Larionov, David Burliuik, Alexei Morgunov and others.

In 1910 he was invited by Larionov to take part in the
"Knave of Diamonds" exhibition, and he continued during
the ensuing years to exhibit in avant-garde exhibitions in
Moscow and St. Petersburg.

In 1912 after the "Donkey's Tail" exhibition at which
Larionov, Goncharova, Tatlin and Malevich showed 'Primitivist!

pictures he broke off relations with Larionov.
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APPENDIX XXXIII

The dates that appear on Malevich's pictures
sometimes differ from the year in which they were painted.
He ascribed the beginning of Suprematism to the year 1913,
the year of his décor for Matyushin's opera and therefore
the year that the concept began - from Malevich's own
point of view the origin of Suprematism. The chronology
in Troels Andersen's catalogue is based on the conclusion that
the first Suprematist paintings were executed in 1915,
no matter when the concept arose.

(cf. Bibliog 10 Troels Andersen catalogue:"1914, the
year when the square appeared." Quoted T. Andersen,

Ibid., p. 61.)
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APPENDIX XXXIV

The view of axioms advocated by modern axiomatics,
purges mathematics of all extraneous elements, and
thus dispels the mystic obscurity which formerly
surrounded the basis of mathematics. But such an
expurgated exposition of mathematics as such cannot
predicate anything about objects of our intuition

or real obJjects. In axiomatic geometry the words
'point'!, 'straight line' etc. stand only for empty
conceptual schemata. That which gives them content
is not relevant to mathematics.

Yet on the other hand it is certain that mathematics
generally, and particularly geometry, owes its
existence to the need which was felt of learning
something about the behaviour of real objects

(Einstein, Geometrie und Ehrfahrun Berlin 1921
reprinted in ldeas and Opinions by Albert Einstein

N.Y. 1954, p. 234, and quoted by Troels Andersen
Malevich, Stedlijk Museum, Amsterdam 1970).

In this passage Einstein described a similar

abstraction or removal of the obJject. Einstein's theories
were not yet published in a popular form but several of
Malevich's contemporaries tried to relate Cubist painting
to the latest known developments in science. Matyushin
compared Gleizes and Metzinger's "Du Cubism" with Hinton
(pseudonym for C. Howard) The Fourth Dimension.
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APBENDIX XXXV

H. Bragdon in his "Primer of Higher Space" (1939)
points out the correspondence of identity between the
phenomenal world and man and the symbolisation of the
two by a square. He says that "on the creative plane"
the square becomes a cube. Perhaps the source of these
ideas lies in the Revelation of St. John Ch. XXL (verse 16)
which describes the New Jerusalem the perfect dwelling
place of perfect humanity as having "the length and the
breadth and the height of it" equal. In other words
it is a cube. This therefore is also an early model of

the utopian city.
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APPENDIX XXXVII

The Dutch Stedelijk Museum collection in Amsterdam
contains 30 paintings and gouaches, 15 drawings and 18 so-
called "charts", shown at the Berlin exhibition of 1927.
Troels Andersen prepared a catalogue raisonné of the 70
paintings and gouaches by Malevich shown at the 1927 Berlin
Exhibition and other significant works by him: Malevich
Stedelijk Museum, Amsterdam 1970.

Apart from these 36 pictures, 18 of the remaining 37
pictures shown in 1927 have disappeared and 1l are in public
collections (7 in the Museum of Modern Art, New York, 1 in
the Solomon R. Guggenheim Museum, New York, 1 in the Yale
University Art Gallery, New Haven, 2 in the Kunstmuseum
Bagel and 8 in various private collections.

Reproductions of pictures in the USSR are also included
to form almost a complete list of his work and 246 publications
on and by Malevich are listed.

In 1927 Malevich took material to Berlin which illustrated

the work carried out by two groups at the Institute of
Artistic Culture in Leningrad (see Appendix XXXIV).
His group the FTO (Formal'no Teoretichesky Otdel) and

Matyushin's "Group for Organic Culture" (For a summary of
this see T. Andersen, Malevich, pp. 115-136.) Four of
Malevich's students prepared 22 wall charts to illustrate
"the formal analysis of a work of art", a survey of the
sensations guiding the artist in his work, and teaching
methods used by Malevich at the Institute. Malevich

considered a painting to be a document of colour and of form



2129

values. The texture and structure of a painting revealed
these values and their inter-relations. But a painting was
not conceived of as Jjust a mechanical product of an interplay
of elements. Its structure, both in its entirety and in

its smallest details, was the result of the sensation
experienced by the artist.

Malevich's own explanation of the wall-charts was that
he had gone through various artistic movements and epochs and
drawn up a series of diagrams illustrating the development of
colour and form. He had then given his attention particularly
to the diagrams on the straight line and the curve in various
stages of Cubism. As a result of the analysis he had
arrived at what he called "the additional forming element"
(cf. Chart 3). This could be isolated by drawing various
details of a picture separately, for instance the neck of a
violin and other details. From here it was possible to
deduce a key structure characteristic of all the details =
in the case of the violin picture, the "sickle formula',

At the same time the colours in the picture could be arranged
according to a scale. The result could then be compared
with corresponding analyses of other pictures until it became
possible to establish a colour scale that could be said to
have general application to the work of a particular artist
or to a movement.

Malevich tried to describe individual pictures as a
series of events, unlike Kandinsky in later writing. In
such a series he considered that there was a constant factor
which, in new trends in art, could be interpreted as form or

"the forming element".
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Apart from his idea of formal analysis, he saw art
as an independent type of thought, a part of the human
eonceptual range on a level with religion and materialistic
philosophy. He showed by means of diagrams, how painting
formerly served these spheres and how its basic sense
perception of colour and form - was thereby altered in favour
of description of milieu or repetition of canonised forms.

Thirdly he considered it possible for a time to lead
his students through various stages of development in the
history of painting to a modern creative approach. By means
of "inquiries", isolation of the individual and other
recipes in the course of finding the solutiog to a particular
artistic problem, he endeavoured as an analyst, to liberate
latent possibilities in his pupils.

After 1930 he gave up the programme but continued
painting inciggéwﬁ&u%r6?@mz%xz£mmm@x'He hoped to extend his
knowledge of form in this way and lay bare the forming
elements of classical art and thus make poésible the re-

creation of figurative art.
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Malevich's theoretical charts numbered twenty-two
as well as a set of charts which demonstrate relations of
colour and form. His investigations in the field of
painting are summarised by a plan with the heading:

"Plan showing the arrangement of the charts"

"The field of painting is investigated as a form of the
artist's behaviour."

"For us a painting has come to mean the body in which the
painter expresses his reasons and states of mind, the structure
of his entire understanding of nature, as well as the relation-
ship between himself and nature as it acts upon him.

K. Malevich.
The plan shows the charts arranged into three sets of boxes
under different headings:
I. Analysis of a work of art (Charts 1-8)

The behaviour of an artist is revealed in various formations
of colour and form in a work of art we come to understand
the form of behaviour of an artist in various states of mind.

II. Analysis of sensations (Charts 9-16)

Painterly behaviour is divided into its basic elements and
sensations. The environment of painterly sensations.

III. Teaching methods (Charts 17-21)
An example of a new teabhing method applied to two individuals

(Chart 22 shows the historical development of new art)

The Research work is carried out by K.S. Malevich, Professor
V.M. Yermolayeva, A.A. Yudin, A.A. Leporskaya, R.l.Rozhdestvensky.
Assistants.



Chart No.l

"An analysis of form in the four stages of Cubism, fragments

Junctions and lines are deduced".

BEISPIEL DER FORMENANALYSE DER 4 ELEMENTE DES KUBISMUi ERHALTEN DER FRAGHEN
VERBINDUNGEN UND LNIEN.

In the first vertical row of the chart the following

paintings are reproduced:
George Braque:Violin and Pitcher 1910, Basle.
Kunstmuseum (also reproduced as Figure 70 )
Picasso: The Violin, 1912 (Zervos 358)
Picasso: Musical Instruments 1913 (Zervos 438)
Picasso: . Construction 1913 (Zervos 575).

Museum of Modern Art, New York. Extended loan

824.35, 58.4 x 81 cm.

A chart showing the same procedure is reproduced in Die

Gegenstandlose Welt. Bauhausblicher No.ll, Munich 1927, p.39.

(Translation: The Non-objective World, Chicago 1959).
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Chart No. 2

"An investigation of painterly behaviour with regard to

colour and form. The second stage of cubism",

A reference to this chart is made by Malevich:

Then we made a number of individual spectra of works
from one trend in painting, and they gave us the same,
pervasive colouring, and an insignificant difference
between the other colours. These spectra tell us
that all the artists comprising one trend painted
with the same scales.

Then we made a selection from all the spectra, and
received a new spectrum which, in its result, seems
to define the range of the system in qguestion; the
difference in the ranges of the various artists was
defined as being a mere change in intensity, but in
general did not go beyond the range of the given
system.

(Stedelijk Museum, Amsterdam. Dec. 14, 72 x 95 cm.)
("New Art and Imitative Art". Published by Nova Generatsi
1928-30.

Zhurnal livoi formatsy mistestv, Kharkov,
Translation by A.B. MacMillin etc. in Malevich Essays on Art
Vo NOLs ok 125.

Edited by T. Andersen (Copenhagen 19687, Vol. II, p.




Chart No. 3

l. The additional formative element.
2. The structure of painting.

%« The additional element in its colour environment.

2 STADIUM DES KUBISMUS

; DAS FOrMErgANZUNGSELEMENT 2 STPUKTUr DEF MALEREI

5 DAS EFGANZUNQSELEMENT in DEM FATBENKrEISE

(Mugseum of Modern Art, New York, Extended loan 823.

35, 55 x 78.9cm.)
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Chart No. 4

The additional element is, by definition, a formula
or sign which refers to the principles by which a painterly
structure, with its colouring and stage of development
within a given trend is organised.

(Stedelijk Museum, Amsterdam. Doc. 15, 71x9lcm. )
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Chart No. 5

"A painterly system can be classified into stages by defining
the degree of development of the additional element"

roANZUNQSELEMENTS QIBT DIE MBQLIChKEIT jEDES MALErEisysTEM
AL A R M 2 9 in STADIEN ZU KLASSIFIZIErED

The following paintings are reproduced:

George Braque: Violin and Pitcher, 1910, Detail.
Kunstmuseum Basle (also reproduced as
Figure 70

Pablo Picasso: The Violin, 1912 (Zervos 358)
Collage: Not identified

Pablo Picasso: Guitar and Bottle (Zervos 577)
George Braque: The Guitar, 1919.

A note appears elsewhere in connection with this chart.

What is more, we establish that in new art each
painterly system has its own characteristic forming
elements, with the help of which the artist embodies
and forms various sensations and this or that content.

We also called these forming elements additional or
deforming, when they turn one system into another,
for example, Cubism into Suprematism.

(Museum of Modern Art, New York. Extended Loan.
821.35, 55 x 78.6 cm.)

(Malevich, Essays on Art, Vol. II, p. 124).
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Chart No. &

af 1

The 'painterly perception of the model changes under the

influence of the additional element.

DIE MALERISCHE NATURVERANDERUNG UNTER DEM EINFLUSSE DES ERGANZUNGSELEMENTS

The following pictures are reproduced with the appropriate
additional element indicated under each:

Above:

Academic drawing

Cézanne: Lne rathers. 1890-94 (Detail) The Pushkin Museum,
Moscow (Venturi 582).

IPrawing after Le Fauconnier: L'abondance. 1910-l11l.
Gemeentemuseum, The Hague.

Picasso: Mademoiselle Léonine, 1910 (Zervos 226)

Malevich: Model, Lithograph.

Below:

Udaltsova: Cubiﬁt composition (from Die Gegenstandlose Welt
Ded? _

Picasso: The Card Player. 1913-4 (Zervos 466)

Drawing after a cubist composition (from Die Gegenstandlose
1--'elt, p- 13)

Prawing after Theo van Deosburg: Composition in Black, White
and Grey. 1924.

Malevich: Supermatist Composition. Photograph after drawing,
also used on chart 18.

(Museum of Modern Art, New York, Extended loan 822.35,
54,7 x 76.6 cm.)
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Stedelijk Museum, Amsterdam. Doc. 16, 72 x 98 cmn.
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Chart No. 8

(Stedelijk Museum, Amsterdam. Doc 17, 69 x 98 cm.)

DIE MAHLEREI DIE FARBE

The structure of painting = The structure of colour.
The following pictures are reproduced on the left part:

Above: The texture of a painting by Bézanne, illustrated
from Die Gegenstandlose Welt, p. 40.

Middle: Cézanne: self-portrait, 1879y82:a{Venturi 368)y, l.ondon.

Below: Rembrandt: self-portrait, 1640. National Gallery, London.
Braque: Still Life with Metronome, 1910,

Right side.

Above: Matisse. The Painter's Family, 1911. Detail.

Middle: Matisse: The Dessert. A Harmony in Red, 1908,
The Hermitage, Leningrad.

Below: Holbein: Lady Jane Seymour, 1536. Kunsthistorisches
Museum, Vienne.

Our Lady. Icon.

Malevich's use of the words painting as distinct from "colour
painting" are explained by a statement:

Among artist-painters one can see artists who love
colour "as such" and, on the contrary those who

fear colour.

Painters are generally afraid of colour in its pure
function. The fear makes them suppress colours,mixing
them one with another until they reach a colour power
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of maximum intensity. This power of mass, the
Institute of Artistic Culture has called

"painting", as distinct from "colour painting".

For example: Cézanne, Rembrandt, El Greco,
Konchalovsky, Falk, Osmerkin are all painters, whilst
Matisse is a colour painter.

("New Art and Imitative Art", Published in Nova Generatsiya.

Zhurnal livoi formatsyi Mistetsv. Kharkov 1928-30,

Quoted after Malevich Essays on Art, Vol. II, p. 14l.
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Chart No. 9

(Stedelijk Museum, Amsterdam, Doc. 18, 72 x 102 cm.)

Religion, Existence (G. Lebensart; R. Byt) Art.

New art marks a new era in which art develops independently
of other ideologies. The essence of new art differs from
that of other epochs. Formerly art was only a means of
clothing for the material, objective, industrial society.
New art is new, because it has 'tumed.into an independent
ideology, the content of which is different from that of
other ideologiesie=

1. Formerly art only played a role in as much as it designed
religious and civic ideologies.

2. New Art has become independent, it ranks with the civic
and religious ideologies.

Die neve Kunst il eine Ara
#imer seibalindigen Monsibe
e gul‘g. susgeslassen von an
geren Begriffsiehren [jdealegie ]
Ger Sinn in den neven Hinten
il ein anderer aly jriher. Die
Kunst war nur gin Toiletten Miflel

in ainen gegen lEndlichen in
dutrielien wnd materielien Su.
ale. Ui newe Korst il dedurch

nev da ey eine selbsihndige Be
grifjiehre dardell ohne ande
ren Jnhall und anderer Jdecs

{ Dig rninees Rolle der Kuwst - Formbilaan 2. Die neve Kunst hat eing selbsthindige Stellong
ger religiosen una stantlichen Jdeclagie i uomm-ndg:nd! der Zivil - wnd - Religunsbe.

griffslenre [ Jdeologie]



Chart No. 10

(Stedelijk Museum, Amsterdam. Doc. 19, 72 x 102cm.)

The chart shows the division of colour stimuli in the

creative process

'jq.&;, toJou stimuli influence colour perception. The
1li are passed on by perception to the centre of division,
in rnich tue colour stimuli become linked with various things
go be designed: daily existence, religion, sensuality,
al agitation, history, mysticism, psychology etc.

politi
The waves of colour stimuli form a painterly structure separate
from the objects to be designed.

1

grafik der eMiellung dEr FATDENTEIZUNQEN in dEM gin DEIAIl Zu JErSEIDEN Qrafik.
SChOP[ETiSCNEN PrOZE SSE UES KOnsters. e :

30tw oy

war amnd
v Temifon s Chfw ucamant mias A, iy i rbalet 4 b
-

Iné" GULer circle on the LerT 1S marked: UOLOUr STLMULl.
The inner circle is marked: Field of colour perception.

Fig. 2. shows a detail of Figure 1, each category being
illustrated by reproductions of the following paintings:
Above, left to right:
A. Korsukhin: In the Hostelry of a Monastery 1882.
The Tetyakov Gallery.
F. Léger: Femme en bleu. 1912. Kunstmuseum, Basgle.
N. Gey: The Crucifixion, 1894.
Middle:
Our Lady of Tenderness, Icon.
Picasso: Study for "Nu & la draperie", 1907.
Below:
Domenico Morelli: The Temptation of St. Anthony. Galleria
Nazionale d'Arte Moderna, Rome.
Loulg David: Marat, 1793.
Unidentified historical painting.




Chart No. 11
(st edeluV Museum, Amsterdam. Doc. 20, 72 x 102 cm.)

This chart shows details of Chart No. 9.

Figure 1: A thing to be designed (in this case religion)

can be expressed in art by means of various painterly

systems. (e.g. Naturalism, Classicism, Expressionism, iron

painting).
Figure 2: Various things can be designed and expressed within
a gingle system (in this case religion, daily existence,
sensuality, and psychology as expressed in Naturalism)

i}

Figure 3: Art as such consists of a number of non-objective

systems: Suprematism, Kendinsky, Moholy-Nagy, Mondrian et cl.
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suerematismus

rbglicng Arlen, vermiscnt in mAlEriscnen OFFENDArUNQEN
Reproductions of the following pictures appear right.
l_' '_};\Fi:;;
Nathan Altman: StiiI Life. Reproduced in Izobrazitelnoye
Iskusstvo no. 1 1919,

Middle:

Cubist Composition. Reproduced in Die
P+ 45,
x -

Altman: Petrokommuna. Collection of the artist.
(Also reproduced in Figure 594 ).
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Fourth column

Detall of otill Life. Not identified.

Picabia: Tarantella. Detail, 1912.

Matisse: Fruit and Bronze. Detail, 1910C.

Cézanne: Bridge over the Marne at Créteil, Ce 1888 (Venturi 631).

Fifth column
Botticolli: The Adoration of the Magi. Uffizi, Florence, Detail.
Boccioni: Visione Simultanea della finestra. 1912. Detail.
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Chart No. 14
TStedeﬁjk Museum, Amdterdam, Doc. 23 72 x 1O2cm. )

The colour stimuli influence colour perception which transmits
the stimuli to the centre of division.

In the latter the colour waves are directed towards different
objects to be designed, here in this chart daily existence

and religion. Colour, in all its manifestations, is applied
to express various contents.

In modern art colour does not express secondary subject-matter,
it only submits to the independent laws of colour painting

and painting "as such". However, in a number of works
imitative intensions exist - in varying degree - alongside
with those of painting and colour painting.

e

L TR R ’
0

b

The following pictures are reproduced:

Above, left to right:

Boris Kustodiyev: Merchant's Wife at Tea.

Lithograph from Suprematism, 34 Drawings, Vitebsk 1920

Unidentified Miniature.

Middle

Unidentified 19th century painting

V. Vasnetsov: The Crucifixion.

Below

Unidentified 19th century painting

Cézanne: Bathing Women. The Water-nymphs, 1883-85.
(Venturi, No. 538)

Titian: Christ Crowned with Thorns. Alte Pinakothek, lMunich.

The outer circles in the chart are marked as in Chart No. 10.
The top of the square is marked: "Colour painting as such"
below: "Painting as such'.
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Reproductions, top row:

Unidentified 19th century painting

Renoir: La Grenouilldre. The Hermitage, Leningrad.
Cézanne: Gardanne. 1885-86 (Venturi No. 423

Bwlow photographs and reproductions. Among the photographs

in the left colunn is one of Malevich's home in
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Chart No. 16

(Museum of Modern Art, New York, Extended loan. 820.35,

63.5 x 82.6cm. )

Cubism, Futurism, Suprematism.

Ingcribed above by Malevich.

The sixth frame shows the circumstances of dynamic order which
18I "L¢a cuprenatist structure in a dynamic direction. The
an be COH%L@@TGP a wrong development, caused by the

j <

fact

hat the stimulating force was attached to the painterly
culture, and that the stimuli did not reach the centre governing
the arts. From this it can be seen that the environment cannot

calways be considered a proper basis of development for one
Kind or another. Aerial Suprematism is thus a result of
stimuli transferred to (=) (cell, framme)(signed) K. Malevich.
Divide itall correctly according to the states of movement,
subdivide all according to the various degrees of movability
statics), speed, dynamics, and lines of direction.

Reproductions and illustrations:

Above (left to right)

Drawing after Picasso: The Violin, 1912 (Zervos, No. 350)
from Die Gegenstandlose Welt, p. 3l.

Drawing after Picasso: Man's Head 1912 (Zervos, No. %14)

George Braque: StilI Life with Clarinet. 1913.

Gino Severini: The Pan-Pan Dence at the Monico, Paris,

Drawing after Boccioni: Stati d'animi Igli Addi (see also

Figure 57 )

Malevich: Two Lithographs from "Suprematism, 34 Drawings"

Below middle.

Luigi Russolo: Train at Full Speed.

Below also photographs, newspaper cuttings, a drawing of

part of a violin, part of a poster, a piece of wood etc.

(one newspaper is dated December 1925).




Chartvno.17

Clarify the iviage. Develop the image.

e

Clarify the imas

Theintenticrn ia 1. Toinvestigale the individual's manifestations in painting and to
define his disposition to single out the formative emotional
elements in his painterly manifesiations.

2. Todefine whichelements are ephemeral and which areto be
maintainad as characteristic for the disposition of tha individual.
The proce;i‘ti-.e of clarification a. Information 2bout the individual is collected and assassed
has two stages b. Adiagnosisis made on basis of the assessed information
Information is derived from a. Primary observation
b. Experiments

Primary ohservation is carried 1. Question sheets

out by means of 2. Examination of works and interview
3. Incubation

Experimentzl observations are 1. Physiological tests

results of 2. Colourtests )
3. Tests on colourassociation

Develop the image

The intention is

to erase the discase of eclacticism whereever it may be

discovered, and to develop pure sensations in the individual to one

hundred percent.

This is achieved through

prescription bzsed upon continuous obsarvation of the

individual’s behaviour

To the prescription can be 1. lIsolaticn
added the following devices 2. Prescribed still life
3. Incubation
4. Analysis of the work i T "
5. Interview
Observm is mada2 by means 1. Notes
of 2. Bulletins
3. Intervisws



Chartno.18

Primary ohservations

ary informaﬁcn

Ciarifying the image. Prim

Factu
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Chartno.19 =

Experimontal observation
Information received through experimental work

Art of exporiment X Intantion Co

Colour ?.'es?“ d (These experiments are carried outin tl

Form test )

Colourtesta To clarify the range of Fre
colour waves predominant tha
in the individual. To ind

define the pesition of
the range within a wave

. system
Coiourtestb To clarify the connections Ac
between colour units Ac
mu
the
- Colourassociation To clarify what kind of Ac
' images the individual uni
‘ tends to create at present isa

| 4 (H:




Chartna. 20

The diagnosisis stated
s

The dizgnosis is stated on basis of the previous conclusions.

1
Disposition of the

Lyric, with mystical

Painterly realist

individual inclination "
2

System of painterly Defined by pure Eclectic

exprassion sensation

3

Arethe sznsations of

‘the individval pure or mixed?
If mixed, which elemants
are found in the eclectic
form?

Eclectic; tha eclacticism
contains elements of Cubism
and Suprematism. Formerly
alsoinfluences from Cézanne.
At present Cubist elements
prevail 5

FiFATION C4F TAGNOSTIM &Y GRUSDLLSE SEA FOLOLAUNGEN

Stedalik Museum, Amsterdam, Doc. 28.72x23.5cm

AVFALABUSS BLE BiLDL3 Taeaiie @
ot
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Chartno. 21
ovelaping the image
Sacond indivi
}‘-'-:i's'nar_? { Contents Results Conclusion
Rermove the additional _ Libeaethrough {Drawing) Suprematist elements at
element of Suprematism conversation. 10C% stiil life dismissed. Elementary
painterly features appea
{texture, the sickle form’
Satizfaction from work
Test how far the painterly A‘p-;e‘%bed still life with (Drawing) The peinterly structure i
structure can be loosened a dosc of pure painterly dissipated further. Trans
sensation, not going beyond to the first stage. Increas
the first stage of Cubism satisfaction from work
Loasen the Cubist structure. F’untcrlssn'{'—:v;so_f (Drawing) Cor;-;.;f_-:ne satisfaction ir

Define and place the
individual 2t the appropriate
stage of developmentin

painting

the firct stage;
Isolation from the second

and third staces of Cubism

work



" Chartno. 22

The development of new painting 1880-1926

The historical development of new painting from 1880-1926 in the Westand in
Russia. The conclusions drawn by us and in the West.

The headings on the left are (bottom to top) : Imitative painting/Impressionism/
Cézannism/Cubist Geometricism/Cubism. First stage/Cubism. Second Stage/
Cubism. Third Stage/Cubism. Fourth Stage/ Cubism. Fifth Stage/Fututrism/
Suprematism,.

Russian text
Istoricheskoye razvitiye novoy zﬁivopisi 1880-1926 nazapade i v Rossiiivyvody k
kotorym privelo eto razvitiye u nas i na zapade.

‘Note
For Malevich's division of Cubism into stages, cf. bibl. 47, vol. [, p. 10 and vol. I,
pp.31-61

Collection .3
Stedelijk Museum, Amsterdam. Doc. 30, 69x 104 cm.
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In Chart No. 19 on experimental observation Malevich
is referring to the investigation carried out by Matyushin's
group in the Institute of Artistic Culture in Leningrad. He
took a great interest in these experiments:

A1l the laws of additional changes or changes in form
are established by optics and based upon the physical
perception of the visual system. They may be
inaccurate if they are not linked with the work of the
artist's organism converting the laws of visual perception
into a new level. Possibly there is no point in mixing
these two questions, since the problems and the aims of
optical science are quite different from those of artand
painting. It is one matter to examine the form of an
object and its deformation on the optical level; the
artist may and indeed, should take an interest in the
achievements of science in the field of colour and form,
but he must be careful. In any case the exploitation
of the results of scientific analysis concerning the
interrelations between colour and form will depend upon
its quality and nature, as well as the artist'sability
to make use of the lJatter in his work without remindirg
us of a column from a scientific analysis...l say this
to stress that no scientific proofs are a law for the
artist, and that the basis of verisimilitude in the
physical structure of the eye, or its vital functions,
cannot be a truth for the artist, either; his process of
examination is not completed at the moment when the eye
perceives the phenomenon - it is only completed when the
representation which the eye puts inside the artist 1s
transformed and comes out again.

From what I have said it will be seen that I am against
the interference of science to the question of colouring
and additional colours, as well as the interdependence
of form and colour according to the line of painterly-
scientific creation; I have however nothing against

the artist using scientific data.

(Malevich: Essays on Art, Vol. II, pp. 127, 128=129).
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Flanaf hanging

Firstcoluran left, top to bottom:
no. 1. Changz of colour in time
Explanationofno.1and 2

no. 2. Change of formsin time

Second column:

_'no. 3 (double chart). Change of colour owing to the enlargementof the fle d of vision
Explanation of no.3and 4
no. 4 (double chart). Change of form owing to the enlargement of the field of vision

Third column: o

no. 5. Change of form through celouring
Explanationofno. 5

Fourth cclumn:

no. 6. Change of colour under influence of different sounds
Explanation of no. 6

no. 7. Change of colour in movement

Explanation of no.7



_i?‘w P

. ~ -
Ko 4 gt » [V 44 el ) P L Lo
4 »-rx,_,.rr'l’."/ ‘( :; Attt FA A ..;:"-p‘ £riaes .f"({;'g,) Lt
3. L7 / i - i P L
A r 3t Lz il L f{’ [ 37 S 5 £ )A
: Ir W W - T e ——
5 A
Rbar: R i RS PR W il
i€l for | ,’ g~ 17 o~ | .
P peles) i 5 147 | /e
e ['."03?.!{:} |1 ; I l l B i
e T T e 1o e
E Fe | : e k1 !
Lo fieveRidg 2‘ v & 3 /e i z1ls |
£ “ = ¥ [} 71 l
S e . b LR b e
p G it I et TS 7 M 4 et
£ { ] ‘ i ’ <1
i 3 VoL j
£ R | e
: | } — t el
EL_E = = oo 8 .
I | s e N e 1"'"' X
£l 7 (R f& ]
ki A E S R ELS
1 i H ‘ ! J a - &
f’ ALY bics H I
%",-' ¥ . 'j_’ Y oo g batar foi teeré ;:.‘,.f.-‘.- SO
N TS
o RALGE PLEE S & & Sl PR S . PR
-
g'z' £ ‘ ei; X — N gt Ll {;‘ g it
o -y
Froeer Ltieo e v by Lo
PO g B, e fi Rt intrd G X e
(e - - " = . <
E 7 2w 4" at lur [ | L F) .
£ FE gt / Yoo e ey -:‘f AV S
TR L / T - O SR T RIS "}/3 ¥ {
5 i _{'7‘( Sl ia L -.:_:1.""';-,-\,& __.._{'.r.‘.,f/. teg Lt ,.I‘.A
Reverse:

Detailed explanation of the last chart, no. 7 (sic)

red (model)
yellow (model)
green (model)
blucz (model)

1565 913
2 610 14
3711 15
4 812 16

No. 1-4 show changes of red, yellow, green and blue under influence of a deep sound

{contrabasso)

No. 5-8 show changas of the four colours under influenice of a higher sound (bass)
No. 9-12 show changes of the four colours under influence of an alto
No. 13-16 show changes of the four colours undzr influence of a high scund (violin)

Collecticn

Stedelijk Museum, Prentenkabinet. Document no. 13
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APPENDIX XXXVIII

Johannes Itten: Design and Form
(an extract of the text and illustrations)

Every obJective form is genuine when it corresponds
to the temperamental constitution of the artist.

I distinguish three basic types, the naturalistic
impressive, the intellectual-constructive, and the
spiritual-expressive. He illustrated these types
to show a clear example of the naturalistic-
impressive tendency. The drawing is the result of
sharp visual observation and precise representation
to the smallest details. The naturalistic-
impressive type starts by observing the natural
varieties and represents them realistically without
expressive additions.

The intellectual constructive type starts from the
construction of an objectand tries to grasp and
geometricise everything clearly. (Figs. 193-194 in
Itten: Ibid.)

The spiritual-expressive type is guided by intuitive
feelings; he neglects the constructive forms and
studies the tone-values with special care (Figs. 191
and 192 in J. Itten: Ibid.)

. - - L] [ ]

In teaching drawing from nature I often give the
following assignment: Interpret the object first
expressively, then constructively, then naturalistically,
and finally in a generally valid design synthesis.
Naturally the student always succeeds best with the
assignment which conforms to his own temperament.
(Johannes Itten: Design and Form, p. 178).
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Johanmmes Itten: Colour Wheel.
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APPENDIX XXXIX

GeWeF. Hegel (17470-1831) Jjoined classes in Theology
and Philosophy at TWbingen when he was eighteen together
with Schelling. Dissatisfied with the prevailing system
of metaphysics he paid great attention to Plato, Spinosa
and Kant and combined with a knowledge of philosophy a
serious study of the natural and political sciences. His
first work written after 1800 "On the Difference of the
Systems of Fichte and Schelling" contained the germ of his
peculiar theory. Other articles included "On Faith and
Science".

His major work the "Phenomenology of Spirit", published
at Bamberg in 1807, contains an account of the several
grades of development through which the "self" or "ego"
proceeds; first of all, from un-consciousness into self-
consciousness, next, into reflecting and active reason,
from which it becomes philosophical reason, self-cognizant
and self-analyzing, until at last, rising to the notion of

God, it manifests itself in a religious form.
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The stimulation of the industrial, social, and political

aclwdly at the turn of tﬂé century was to have a decisive
effect on literature and the arts. Russia had become famous
for its realistic school of writers during the 18060s and 1870sj;
by the end of the century its place in world literature was
more secure than ever. Tolstoy, who had by then become
internationally known, was Jjoined by numerous other
literary celebrities, including Maxim Gorky, Anton Chekov

and Ivan Bunin. (See Joel Carmichael, A Cultural History of

Russia, Weidenfeld and Nicolson, London 1968, pp. 223=-224).

Though Ivan Alekseevich Bunin (1870-1953) the poet and
novelist belonged to the post-~Pushkin tradition and had no
use for modern avant-garde trends his view of human character
corresponds well to the difference between the materialistic
and spiritual division observed by the creators of non-
objective art.

Aleksey the young hero of Bunin's semi-autobiographical
novel Zhizn Arsenyeva ("The Life of Arseneyﬁhsks himself about
the meaning of life. In a passage in Noch he defines two
human types, the earthly man of action and the contemplative
who attempts to transcend the material world.

There are two categories of men. In the first huge

category are men fixed in their own definite time and

dedicated to their worldly building and action, men

who seem to be almost without a past, without

ancestors, faithful links in the Chain about which the

wisdom of India speaks.... But in the second,
comparatively very small category are found not only
non-builders and non-doers, but downright destroyers,

who have recognised the vanity of action and building,
men who dream and contemplate and wonder at themselves
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and the world, 'philosophers', who have already

secretly responded to the ancient call:
'Abandon the Chain!' and who already crave to

dissolve and disappear into the All-One...
(I.A. Bunin: Sobraniye sochineniy v devyati tomakh, Moscow,

1965-7, V, p. 306, quoted in D.J. Richards: 'Bunin's
Conception of the Meaning of Life' The Slavonic and East
European Review Vol. L, Number 119 - April 1972, pp. 158=9).
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The Neue Klinstlervereinigung, Minchen ("Association of

New Artists, Munich") was founded in 1909 by Kandinsky,
Alexej von Jawlensky, Marianne von Werefkin, Adolf Erbsldh,
Alexander Kanoldt, Alfred Kubin, Gabriele Minter, and two
art patrons. The same year the group was Jjoined by the
Neo-impressionists Paul Baum and Karl Hofer who stayed for a
short time, the Russian artist Vladimir von Bechteyev, Erna
Rossi, Moissey Kogan, and the dancer Alexander Sakharovs;
and in 1910 by the Frenchmen Pierre Girieud and Le Fauconnier.
The group held its first exhibition (December 1-15, 1909) at
H. Tannhauser's Moderne Galerie, Theatinerstrasse 7.

| A second exhibition was held at the same
gallery from September 1 to 4, 1910. This exhibition was
Joined by D and V. Burluik, Vasily Denisov, Alexander
Mogilevsky; Braque, Picasso, Rouault, Derain, Vliaminck and
Van Dongen from Paris and some lesser known German artists,
including A. Nieder and S. Soudbinine. Franz Marc who
lived at Sindelsdorf near Munich, saw the second exhibition
and Jjoined the association. Following certain disagreements

Kandinsky resigned his chairmanship in 1911.
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Goethe's best known work in physics "Farbenlehre"

published in 1805-10 was translated into English by

C.L. Eastlake as "Goethe's Theory of Colours" (London,

1840). It is a systematic attempt to prove the theory of

Newton wrong and states that light is indivisible and one

and should never be explained by any theory of particles.
Sir Isaac Newton propounded his theory of colour in

OPTICKS (or a treatise on the Reflections, Refractions,

Inflections and Colours of light) (4th Ed. London, 1730).

It stated that white light can be divided up into seven
colours by passing it through a prism. Goethe disagreed
with this when he observed that no more than one colour was
observable when a prism was held up to a plain white surface.
The colours could only be seen at the edges of the main band
of white colour. He therefore concluded that the colours
he found impossible to confirm that white light could be
obtained from a combination of coloured lights all of which
were separately darker than white light. "Brightness cannot
be the compound of darkness.'

In the fourth division of his "Theory of Colours'" Goethe
gives a sketch for a "future theory of colours" and states
that light and darkness or light and its absence are necessary
to produce colour.

Next to the light a colour appears which we call

yellow; another appears next to the darkness, which

we name blue. When these in their purest state, are

so mixed that they are exactly equal, they produce a

third colour called green. Each of the two first-
named colours can however of itself produce a new tint



1165

by being condensed or darkened. They thus acquire

a reddish appearance which can be increased to so

great a degree that the original blue or yellow is
hardly to be recognised in it: but the intensest and
purest red, especially in physical cases, is produced
when the two extremes of the yellow-red and blue-red
are united. This is the actual state of the appearance
and generation of colours. But we can also assume an
existing red in addition to the definite existing blue
and yellow and we can produce contrariwise, by mixing,
what we directly produced by augmentation or deepening.
With these three or six colours which may be
conveniently included in a circle, the elementary
doctrine of colours is alone concerned. All these
modifications, which may be alone extended to infinity,
have reference more to the application, - have reference
to the technical operations of the painter and dyer,
and the various purposes of artificial life. To point
out another general quality we may observe that colours
throughout are to be considered as half-lights, as
half-shadows, on which account if they are so mixed as
reciprocally to destroy their specific hues, a shadowy
tint, a grey, is produced.

In the fifth division of his enquiry he pointed out
relations his doctrine of colours bears to othef activities.
In this part are included relations to Philosophy,
Mathematics, Technical operations of the Dyer, psychology
and pathology, Natural History, General physics and theory
of Music.

+o o Trom the side of aesthetic colouring generally, we
shall be found to have accomplished a most thankworthy
office for the artist. In the sixth part we have
endeavoured to define the effects of colour as
addressed at once to the eye and mind, with a view to
making them more available for the purposes of art.
("Effects of Colour with reference to moral
associations").

Goethe gave the title "Psychological Colours" to the
first part of his book. He placed these first

because they belong altogether, or in a great degree,
to the subject - to the eye itself. They are the
foundation of a whole doctrine...

Their existence has previously been considered casual
and illusory.

But they belong to "the eye in a healthy state'.
To these he subjoins "the pathological colours".
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He described the "effects of611ght and darkness on the eye":

In complete darkness the eye is deprived of its normal
contact with the outside world and retires into
itself.

I

If we look at white the eye is dazzled and for a time
is incapable of observing normally 1lit objects.

In the one case (6) we found the organ in the utmost
relaxation and susceptibility, in the other (7) in an
overstrained state and scarcely susceptible at all.

In passing rapidly from one state to the other the
effects last for a while. The eye takes time to accustonm
itself to a dark room after being in bright daylight.
Conversely coming from a darkened room to bright sunlight
the eye is dazzled or if it is not too bright it perceives
more clearly.

In the act which we call seeing, the retina is at one
and the same time in different and even opposites states.
The greatest brightness short of dazzling, acts near the
greatest darkness. In this state we at once perceive all
the intermediate gradations of "chiaro-scuro" and the
varieties of "hues".

In Section II "Effects of Black and White objects on
the Eye" he described how bleck objects and white objects
effect the retina in a similar manner to total darkness
or total light.

Dark objects appear smaller than light ones and he
quotes a number of examples such as "lights seen behind an
edge make an apparent notch in it; the rising or setting
sun appears to make a notch in the horizon."

Ble suggested that white being exciting and stimulating

as we have seen expands and black is drawn into itself being
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a reposing colour (compare with Bauhaué exercises by
Albers, Hirschfield Macke etc.).

He went on to consider after images and their proportion
in relation to different surfaces, e.g. After looking at the
sun and looking away into a corner of the room its
"visionary image will appear large by comparison with near
objects.

The duration of these after images varies according to
the brightness of the object.

He described the affects of looking from a window with
bars to a pale grey surface: the panes appear dark in the
visionary image.

Again black discs on a light grey surface appear to
have white haloes, concrete examples being the haloes round
heads at sunrise on dewy meadows.

He explained the window bars as being observed as a dark
cross and leaving the retina in a state of repose and the
remaining parts of the retina excited by the bright daylight
could only view the grey surface as dark by comparison. This
influenced the idea of Helmholz and Young on "optical fatigue".
Grev surfaces and obJjects:

He described the"visionary image"(after image) produced
on a grey surface when an object is removed. A dark shape
producing a light after-image of itself and a light object
a dark after-image.

A grey object on a black ground appears much brighter
than the same obJject on a white ground.

He saw this as an example of the universal formula

of life which manifests itself in all other cases. When
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darkness is presented to the eye, it demands brightness
and vice-versa.

On dazzling colourless objects he described how the
colours of an after image change: If one looks at a light
patch cast on a white surface by a beam of daylight while
being in a darkened room and then the light source closed,

a circular image will at first appear. The middle of the
circle will appear bright, colourless and somewhat yellow, but
the border at the same time will appear red.

After a time this red, increasing toward the centre,
covers the whole circle, and at least the bright central point.
No sooner is the whole circle red than the edge begins to be
blue and gradually encroaches inwards on the red. When the
whole is blue the edge becomes dark and colourless. The darker
edge encroaches slowly on the blue until the whole circle
appears colourless. The whole image then becomes fainter
and diminishes in size.

He described the same experiment performed in a moderately
lighted room and by looking at a grey surface on which the
after image appears now as a dark circle, becoming encircled
by a green border (instead of red) then a "dingy yellow".

He then described how this may be done simultaneously
with a black and white plane surface next to each other in a
moderately lighted room. The image can be caused to fall
on the junction of the two planes eventually. If the planes
are at some distance the spectrum will appear larger.

He quoted some practical examples:

The after-vision of total dazzling of the retina

corresponds with that of the circumscribed bright
object.

One might see a red after being dazzled by snow. Dark
objects appear green after looking at white paper in
the sun.
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Goethe's lifelong interest in nature and science and his
disappointment in the olsincluralion of his contemporaries to
recognise his discoveries suggested by his remark to
Eckermann

I do not attach much importance to my work as a poet

but I do claim to be alone in my time in apprehending

the true nature of colour (see G.H. Lewes:
The Life of Goethe).

It is usually claimed that his experiments were hurried
and faulty. However the psycho-physiologican section

"Entopische Farben" ("On Entopic Images") is generally

acknowledged by scientists. R.D. Gray in his book Goethe the

Alchemist remarked that in his student days at Strassbourg
Goethe noted down the title Beguelin's "Mémoire sur les

ombres colorées" and that the contrast between light and

darkness in his theory of colours is similar to a contrast
that exists in alchemy.

It was as an artist and connoisseur wishing to explain
to himself the difference between warm and cold tints that
he came to make a serious study of colour theories. Warmth
and cold were synonymous for the alchemists as for Plato
with light and darkness.

He noticed that looking through a prism at a white wall,
colours only appeared when there was a contrast of light and
darkness present.

His discovery probably took place before 1791 when he was
interested in the parallels between mystical symbolism and
scientific observation.

Towards the end of the final version of his "Colour-

Theory" he stated that the reader considering the theory
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propounded, will not be aware of a certain secret point of
view "and that a spiritual meaning can be read into these
two separated and mutually opposed beings".

The arrangement of the six "primary" colours can be
thought of as two triangles which together form the six pointed
star.

"We would do bdter not to lay ourselves open'

He anticipated allegorical, symbolical and mystical
application of colour theory and claimed to leave the work
to others.

We are dealing with phenomena which must be present
both to the bodily eyes and to the eyes of the spirit.

He spoke of opposites

here and there
above and below
before and after
activity passivity
male female

Colours symbolise the whole working of the universe.
The eye seeks to redress the balance by creating a

contrast:

Yellow Blue

Effectiveness Deprivation

Light Shadow

Bright Dark

Power Weakness

Warmth Cold

Proximity Distance

Repulsion Attraction
Related to acids Related to alkalis

The physical effect of yellow and blue is akin to that of
light and darkness.

Just as the eye sees only darkness after looking at a
blinking light so it sees only blue after looking at yellow,
to restore the balance. It demands totality afforded by
the active and passive colours combined. The eye completes

the whole circle by demanding its complementary colour.
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Red is produced by increasing the opacity of the medium
through which the light is made to shine.

Conversely darkness seen through a semi opaque medium
will appear blue but as the opacity decreases it will become
blue-red, or violet.

If a prism is held over a piece of white paper on which
a black band has been placed: blue and blue-red will appear
on one side and yellow-red and yellow on the other. But if
the band is narrow enough the black will appear red. This
is "imperceptible heightening of yellow and blue into red".

Goethe thought of red as the coming together of two
opposed ends which had gradually prepared themselves for union.
He saw colour as a form of darkness and the intensification of
colour as a darkening and thus a reddening process.

He believed that the high#st colour could only be
achieved by increasing and intensification, thus darkening.
Compare this with alchemical ideas that the philosopher's stone
could only be achieved by complete renunciation (or darkness).

R.Ds Gray in his book on Goethe and Alchemy shows the
parallels in this theory of "heightening and shadowing" as
the origin of redness. The highest colour is achieved through
an increase in darkness. In the metamorphosis of the plant
the symbol at the centre of rotation implies both death and
life.

In his "Urpflans)] Goethe spoke of the calyx where the
petals are collected round the centre as being in "close
inward union" "pressed close together". This is almost
synonymous with darkening or the origin of red. Hespeaks
of red corpuscles being dark when together but becoming

yvellowish when placed in water and separated.
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He wrote of the difficulty of fixing red. R.D. Gray
says "Like the philosopher's stone red is the nearest possible
approach to infinity and eternity".

Concerning his experiments with metals and minerals he

. remarks when steel is heated it becomes yellow which

gradually becomes "darker and higher" and finally passes

to purple and quickly into blue. Yellow ochre (Iron oxide)
is heightened by fire into red. Oxide of arsenic combined
with sulphur, produces a ruby colour.

In the metamorphosis essay he sees not only a higher union
of opposites in red. He sees green by retentative growth
corresponds to red's complementary.

The simple mixture of blue and yellow "the dual qualities
are not removed". They are in a state of balance. They
are the "mixture of the two lower ends" of the colour cycle.

It is the expression of earthly happiness without resort to
supernatural means. Quiet visual contentment. The eye is
soothed. One does not desire. The mind does not seek beyond
for a spiritual meaning.
Red
Yellow red Blue red

Yellow Blue

Green
Goethe remarked that his 6 colours can be arranged in trianges
to form the "ancient and mysterious hexagram". The symbol of
the macrocosm common to Caballa and Alchemy. The two triangles
in alchemy represented fire and water. At the same time

they represent all opposites, active-passive; male-female;
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heaven-earth, the former being always with the apex uppermost.

Alchemists saw the stone as being both white and red.
(Basil Valentine: "The salt is Hermaphrodite among the salts,
it is white and red even as you would have it.") White was
seen to be female, representing the Love of God, red was
the male representing his Wrath.

A1l individual bodies to some extent were opaque for
Goethe. ("das Trilbe" - opaque or semi opaque).

The state of separation can be overcome even within the
limits of earthly life; "Opacity" can become white "the perfect
opacity" achieved as with red through the coming together of
parts.

Snowflakes, Goethe notes are almost transparent in
separation but when they drift together become dazzlingly
white and opaque.

For that which is opaque or white to become coloured
is the equivalent of the development of a finite being into
its highest possible form:

In this metamorphosis

The beautiful phenomenon of colour in plants suggests

that the matter with which the leaves are filled is

indeed at a high degree of purity but not yet at the
highest, at which it appears white and colourless.

All creatures in which life is spent tend towards white,
towards abstraction, generality, transfiguration,
"transparency". Charlotte in "Effective Affinities":

Thus white is the nearest possible approach to that

loss of individual separateness.

So long as he wishes to emphasise the union of opposites
he speaks of the perfection of red. When however he intends
to emphasise the loss of individual characteristics, he
speaks of white.

Truth mystically portrayed Weimar Edition consists of
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5 short paragraphs taken from a work entitled "Naturee
naturantis et naturatae lMysterium in Scuto Davidico"
(Berlenberg 1724). In this book Goethe quotes an
anonymous authors:

"Colours are divided according to Light and Darkness,
and according to:'various degrees of the same."

He also stated that while green is a mixture of the
contraries blue and yellow, red (and yellow also, thus
differing from Goethe) is not the result of a mixture, but
arises from the natural progress of the light.

Connectiong are made between colours, planets, metals,
degrees of light and darkness, and states of mind that this
unknown author describes.

R, Ds Gray points out the mystical origins of many of
Goethe's ideas. These seem to have persisted in Weimar
and taken form in Rudolf Steiner's ideas and with much
of the teaching at the Bauhaus.

Though outside the scope of this subject the relation-
ship between Klee's teaching ideas and those of Goethe are
worthy of note even to specific symbols such as Goethe's
Urpflantz, there are resemblances to Klee's idea of the
artist's roots exploring reality for nourishment while the

works of art blossom above.
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The Ladd-Franklin theory supposes that colour vision had
followed an evolutionary process. In the first stage one
response was made to light of whatever wavelength; In the
second stage sensations of yellow were distinguished with
waves of low frequency and sensations of blue with high
frequency waves were distinguished. In the third stage of
evolution the yellow response divided into one of the longest
waves, producing the sensation of red, and one for the medium
waves which produce the sensation of green. (See P.Overy:

Kandinsky, pp. 101-103.)
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Albert Churchward in his book "The Signs and Symbols
of Primordial Man" stated:

The triangle was a primary form of the Pyramid and
a sacred symbol because the Pyramid was typically
the Pyramid of Heaven. Therefore the triangle

is typical of Heaven.

In Egyptian mythology, Shu, standing on seven steps,
first lifted up the heaven from the earth in the form
of a triangle and at each point was situated one of
the Gods, Sut, Shu and Horus.

The triangle, therefore, was one of the most sacred
emblems. Horus was the first god of "The Pole Star
North".

No. 3 was a sacred number because it represented these
three. The triple season of the Egyptian year

Water Horus
Wind Shu
Dryness Sut

(Albert Churchward: The Signs and Symbols of Primordial

Man, London, 1910, pWETfL—L——"

The point within a circle is one of the hieroglyphic
signs of the Sun God, Ra, but it is not merely an image of
the solar disc. ... HiA. Giles, Chinese scholar, tells us
that it is held to represent the One Supreme Power (H.A. Giles,
Historic China, p. 389).

The Pole~Star is the first fixed point within a circle,
not the sun.

Moreover the glyph is the equivalent of an eye.

The cross is also a primordial symbol. (Churchward:
Ibid., p. 325).
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On the subject of his designs for "Victory over the
Sun" Lissitzky wrote a short article entitled:
The plastic form of the electro-mechanical peepshow
'"Victory over the sun' 1923:

In front of you is the fragment of a work which
originated in Moscow in 1920-1. Here, as in all
my works, my aim is not to reform something which
already exists, but to bring something else into
existence.

Nobody pays any attention to the magnificent spectacle
in our streets, for every 'somebody' is in the play
himself. Every energy is employed for a specific
purposes. The whole is amorphous. All energies must
be organized into a unity, crystallized, and put on
show, In this way a work is produced - it may be
called a work of art.

We are constructing a stage on a square, which is open
and accessible on all sides; that is the machinery
of the show. This stage offers the 'bodies in play!
all the possibilities of movement. Therefore its
individual parts must be capable of being shifted,
revolved, extended, and so on. It must be possible
to change over from one elevation to another quickly.
Everything is pib-construction, so that the bodies
circulating in the play will not be masked. The
bodies themselves are each designed as occasion and
volution demands.

(Quoted in S. Lissitzky - Klppers El Lissitzky, p. 347.)
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In 1928 Schroll-Verlag, Vienna, invited Lissitzky to
design covers for a series of books on "New Building in the
World" and to write the first volume on Russia himself.
Lissitzky also carried out stage designs in the 1920s (Ibid.
Pls. 212-14).

In 1929 Lissitzky designed the International Hygiene
Exhibition in Dresden and the International Fur Trade
Exhibition (I.P.A.) in Leipzig.

In 1932 work as the principal artist for the

Journal "Building the USSR" began with the instalment
on Dnyepostroy. Lissitzky discussed the photographic layout
with B. Agapov. The work on "Building the USSR" continued
through the years 1932 to 1940 and publication ceased shortly
before the USSR entered the war.

In 1935 Anastas Mikoyan the People's Commisar
commissioned him to prepare an album about the "Food
Production Industries". The same year he was transferred
to a sanitorium in Georgia and there with Alpert the
photographer he later prepared the layout of a new number on
Georgila.

Lissitzky's final task was his commission in 1940 by the
Department of Foreign Trade to plan the Soviet Pavilion at the
Belgrade International Exhibition. The exhibits had to be
brought back as German troops had occupied Belgrade and in
June 1941 war broke out. His last photomontage was "Make more

Tanks" and at the end of the year Lissitzky died.
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APPENDIX XLVII

Fred Deltor Jeu de Massacre 12 Personages & la Recherche

d'une. Collage portfolio, Pushkin Museum, Moscow.
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APPENDIX XLVIII

Optimism for new discovery seems to be expressed in
some works such as Joseph Wright's famous painting of the
air-pump in action (1769), when iron foundries and images
of dark satanic mills appear to have inspired John Martin's
apocalyptic paintings fifty years later. Joseph Wright's
scientific and industrial pictures of 1766-77, subjects that
had hitherto been generally confined to popular art and
technical illustrations first entered the orbit of the fine
arts.

Joseph Wright's attitude to industry is closely related
to this tradition of technical draughtsmanship that arose
independently with the revival of learning and the growth of
industry in the sixteenth-century. This led to a new
scientific and technical literature based; in the first
instance, on the mechanical treatises of the ancients which
were then printed for the first time. The art of technical
draughtsmanship, of which Leonardo's drawings are the out-
standing example, developed simultaneously. It is
splendidly represented in many great technical works of the
sixteenth century. Especially Gregorius Agricola's De re
Metallica, published at Basle in 1556 and Agostino Ramelli's

Le Diverse et artificiose machine which was printed in Paris

in 1588. During the seventeenth and eighteenth centuries,
special works and compendia of technical character appeared
in ever increasing numbers, and this whole literature

culminated in Diderot's Encyclopedie (text in seventeen

volumes 1751-65, plates, eleven volumes published by Academie
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de Sciences at Paris in twenty seven volumes in 1761-82.

See Klingender Art and the Industrial Revolution notes).

Francis Klingender also gives a brief account of the
changes of style in the mechanical illustrations of the
eighteenth and nineteenth centuries produced a&s line engraving
or aquatints were drawn by artists proficient at topographical
as well as sclientific and technical illustration, though they
tended more and more to specialise (See Klingender, Ibid.,

pp . 61—630 )
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APPENDIX XLIX

The application of a mechanical drawing to the
representation of the parts of the human body during the
nineteenth century is not like the style of composite plates
seen in mid-eighteenth century encyclopaedias. By the late
nineteenth century there is no longer a fusion of reality
and diagrammatic representation but the details are
exhibited side by side in the same plate. Botanical
illustrations still show the organs and petals of the flower
separately from a general view of the plant. This later
technique was adopted by engineering draughtsmen of the late
eighteenth century. Different colours
were used to represent different materials: Dblue for wrought
iron, grey for cast iron or yellow for brass as in the engraving

of a locomotive by J. Emslie published in 1848. Mechanical

drawings of all periods are reproduced in the Transactions of
the Newcomen Society; for the sixteenth to eighteenth

centuries cf. Wolf op.cit. and W.B. Parsons Engineers and

Engineering in the Renaissance, Baltimore 1939.

Baroque irrationalism outstrips surrealism in the

plates by C. Huberts for Frederick Ruysch's Museum Anatomicum

Ruschianum. Amsterdam 1704, examples of which are illustrated
in Todd op.cit. For Nuttal cf. J.G.H. Warren: 'John

Nuttal's sketchbook', Transactions of the Newcomen Society,

Vol. XL. 1930-31. (Quoted in Klingender, Ibid., notes).
Klingender considered the particular fascirgion of the
large engineering drawings of the late eighteenth and early
nineteenth centuries to be mainly due "...to the degree of
'abstraction' employed". They are not yet reduced to an
abstract system of lines and measurements, like modern blue

prints. (Klingender, Ibid., p. 64).
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The growth of industry in the Midlands, Yorkshire and
Lancashire is described in John Dyer's poem The Fleece pub-

lished in 1757:

Thus all is here in motion, all is life...
th'echoing hills repeat
The stroke of axe and hammer; scaffolds rise,
And growing edifices; heaps of stone,
Beneath the chisel beautious shapes assume...

(Quoted in Klingender: Ibid., p. 11)
Later in the same poem classical conventions were
applied to poetry about industrial machinery and the following
detailed account of Paul's Spinning machine is given:

sseesWe next are shown

A circular machine, of new design,

In conic shape: it draws and spins a thread
Without the tedious toil in needless hands.

A wheel invisible beneath the floor,

To every member of th'harmonious frame

Gives necessary motion. One, intent
O'erlooks the work: the carded wool, he says,
Is smoothly lapp'd around these cylinders,
Which, gently turning, yield it to yon cirque
Of upright spindles, which, with repid whirl
spin out, in long extent, an even twine.

(Quoted in Klingender: Ibid., pp. 20-21).
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APPENDIX LI

As regards human intelligence, it has not been
sufficiently noted that mechanical invention has been
from the first its essential feature.

«« o« the ultimate effects of an invention are not
observed until its novelty is already out of sight. A
century has elapsed since the invention of the steam-engine,
and we are only Jjust beginning to feel the depths of the
shock it gave us. But the revolution it has effected in
industry has nevertheless upset human relations altogether.
New ideas are arising...the steam engine and the procession
of inventions of every kind that accompany it will perhaps
be spoken of as we speak of the bronze or of the chipped
stone of pre-historic times: it will serve to define an
age.

(Henri Bergson, Creative Evolution, 1907; authorised

English trans. by Arthur Mitchell, Macmillan & Co. London,
1911’ pn 145).
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APPENDIX LII

Urbanisation and widening of educational opportunity,
reduction of inequalities in income distribution, social and
geographical mobility of the population and other influences
which induce homogeneity in tastes and patterns of con-
sumption both impell mass production for mass markets and are
furthered by it.

Operation of an automobile assembly line epitomises
mass production. Starting with a bare chassis, components
are attached successively as the growing assemblage moves
along the conveyor. Feeder lines on which parts are matched
into sub-assemblies intersect the main line to deliver body
parts, running gear engines and other assemblies. (Jack D.
Rogers, "Mass Production" Encyclopaedia Britannica 1965).

Division of labour began before the large scale use
of powered equipment for manufacturing during the industrial
revolution. Improvement in scientific knowledge and
technology developed inventiveness and better materials in

production,

APPENDIX LIII

If you look at certain walls covered with stains and
built of mingled stones, and if it is necessary you
should invent some background, you will be able to
discern in that wall the likeness of various provinces
with their mountains, their rivers, rocks, trees,
plains, great valleys, hills in many aspects; you
will discern battles and the swift movement of faces
and singular expressions, clothes and innumerable
other things.

This is true of walls of uniform or mingled texture, as
with the sounds of bells, the strokes of which call up
every name, every sound that can be imagined.

JQuoted in Ozenfant: Ibid., p. 28).
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In an addendum entitled "A Detector" Ozenfant made a
short statistical survey of conventional motifs used by
fifty French poets from 1807 on. This is followed by
chapters which summarise the history of art from pre-
historic times but concentrate mainly on the development
of the modern movements. It is a characteristic common
to Telaunay, Malevich and others to give a historical
explanation of the modern movements, mentioning pre-history
and primitive art and ending with their own contribution
to the modern movement with the suggestion that theirs is
the supreme and basic synthesis.

...after 1916 I felt that Cubism was slipping into
decorative art.

Then in 1918, having induced Charles Edouard Jeanneret
to collaborate in my campaign for the reconstitution
of a healthy art, an association began that was to
last until 1925.

We began by issuing our book "Agres le Cubisme", and
that same year arranged an exhibition...
We affirmed that our art must tend always to precision

and that the epoch of every sort of Impressionism was
done with, even such as remained in Cubism.

We laid the foundations for a Purism that would bring
order into the aesthetic imbroglio, and innoculate
artists with the new spirit of the age misapprehended
by so many of them.
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APPENDIX LV

"Du tableau constructuctif" in L'Effort Moderne

Galerie Rosenberg, Paris, February 1924, No. 2, also
published under this title as a separate pamphlet by
Edition du Ché&ne Vert 46 Bvd Saint-Jacques, Paris (undated).
Another publication in the same periodical was "Deux
conceptions spatiales (Orient et occident)" in L'Effort

Moderne, January 1926, No. 26.

A version of "Du Tableau Constructif" was published
in Georgian and dated the 15th of May 1926 by the .
publishers "Union", 13 rue Mechain, Paris. At the
beginning it is stated that the date of the original
edition of "Du Tableau Constructif" in French was 1921.
Probably this was the Chéne Vert Edition. The eight
photographs reproduced in the Georgian publication were
of different subjects from the six reproductions in the

original French version.

APPENDIX LVI

In 1909 in Capri Lunacharsky and Bogdanov organised a
'Party School!. Its supporters broke with the Bolsheviks
and called their group Vpered and in 1910-11 held a second
Party School in Bologna which disintegrated by 1917.
Lunacharsky then moved to Paris and established a "circle of
proletarian culture" there.

In 1914 he made an internationalist stand with Trosky,
he moved to Switzerland in 1915 and despite hig "scientific

mysticism" was reconciled with Lenin.
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APPENDIX LVII

In 1918-19 technical schools were reduced.

By the end of 1919 Trotsky's commission on labour
conscription helped the industrial collapse. Professional
education began in the senior classes of secondary schools
at the age of 14 and professional-technical education
gradually revived. The Academy of Sciences however
remained unreformed and autonomous until the late 1920s
and Moscow University continued to award the traditional
degrees and to remain autonomous.

At an assembly on university reform in July 1918 at
Moscow Unidiversity Lunacharsky,Shteﬁhberg and others
proposed that the university should consist of three free
associations: for research, undergraduate teaching and
popular education. Degrees and entrance examinations

and fees were abolished.
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Extracts from Izobrazitelnoe Iskusstvo No. 1,

s

Moscow, May 1919.
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Extracts from Russkoe Iskusstvo, 1923, Nos. 2-3.
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APPENDIX LX
Extracts from Novyi Zhurnaldlya Vsekh ("New Journal
for All") No. 12.
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APPENDIX LXI

Part of an article by Abram Efros in Khudozhestvennaya Zhizn

No. 2 January-February 1920.
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APPENDIX LXII
Apart from short extracts in Viero Quilici and

G. Kaiski: L'Architettura del Constructurismo, Tarabukin's

essay "The Last Painting" was not published until recently.

Nikolai Mikhailovich Tarabukin (1899-1956) studied at
Moscow University and published his first article on the :
visual arts in 1918. He participated in revolutionary
activities before 1920 and was appointed secretary of the
Institute of Artistic Culture (INKhUK) during that year
rétaining this post until 1924. During that period he
elaborated his constructivist theories. In his book "The
Art of the Present Day", published by Proletkult in 1925
he examined the position of Productivism. After the closure
of INKhUK in 1924 he directed a section of the State Academy
of the Artistic Sciences (G.A.Kh.N.). Fascinated by theatre
and the cinema, he studied the work of Eisenstein and
Meyerhold exchanging ideas with them. After the Academy of
Artistic Sciences closed in 1928 he continued teaching and
writing but his article "The Artistic Image in the Work of
Bogayevsky", published in 1928 was criticised for being
"formalist". However the philosopher Losev described his
work as late as 1930 in his essay "The Dialectic of the
Myth" published in Moscow.

Tarabukin's two essays "From the Easel to the Machine”
and "Toward a Theory of Painting" appeared in 1923, In
various articies he discussed the theory of portraiture,
still life, landscape painting, theatre and cinema.

"The Problem of Landscape" was published in the periodical
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Pechat i Revoliutsya, No. 5; the study concerning
Bogayevsky appeared in Iskusstvo published by the Academy
of Artistic Sciences. Other articles included "Studies
on the Problem of Rhythm" as well as essays on the
theatre; "The New Arts of Productivism"; typography,
photo-montage and advertising all between 1920 and 1930.
His doctoral thesis on Vrubel; "The Philosophy of the
Icon"; "The Problem of Gesture"; "History of Costume"
and "The Problem of Gothic" are still unpublished. "The
Problem of Space in Painting" written in 1927 was on
Bogayevsky and was not published because of its
"formalist" tendencies but is mow  being published by
the University of Tartu (Lithuania).
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APPENDIX LYIII

IL VESTITO ANTINEUTRALE
(The Anti-Neutral Suit)

We glorify war, the only hygiene for the world. Marinetti
(1st Futurist Manifesto, February 20, 1909).

Long live Asinari di Bernezzo! Marinetti
(1st Futurist Soiree, Teatro Lirico, Milan, Febr?ary
1910).

Humanity has always dressed quietly, with fear, with caution
or with indecision. It has always worn mourning, cape and
cloak. Man's body has always been diminished by neutral
shades and tones, degraded by black, suffocated by belts and
imprisoned by drapery.

Up to the present, men have used clothes with static shapes

and colors, in other words, draped, solemn, grave, uncomfortable
and priestly. They were expressions of timidity, melancholy
and slavery; they were negations of the body's muscular
activity, which was suffocating beneath an unhygienic tradition
of materials which were too hemvy and of tedious, effeminate and
decadent half-tints. Tonalities of rhythms of a distressing
peace, funereal and depressing.

Today we want to abolish:

1.l All neutral, "nice", faded, fancy, dull and humiliating
colors.

2. All pedantic colors and styles, all those which are
professorial and teutonic. All striped, checkered and
diplomatic dot pattemns.

3« All mourning clothes, not even suitable for grave-diggers.
Heroic deaths should not be mourned, but remembered with
scarlet clothes.

4, The equilibrium of the mediocre, the so-called good taste,
and the so-called harmony of colors and shapes which restrain
enthusiasm and slow down the pace.

5. Symmetrical tailoring, static lines which tire, depress,
sadden and bind the muscles; the uniformity of clumsy lapels
and all the excessive trimmings. Useless buttons, starched
collars and cuffs.

We Futurists want to free our race from every form of netrality,
from frightened and silent indecision, from negating pessimism
and from nostalgic romantic molifying inertia. We want to
color Italy with Futurist audacity and danger, and at long last,
give the Italians agressive and cheerful clothes.

Therefore Futurist clothes will be:

l. Agressive, so aggressive as to increase the courage of the
brave and shock the sensitivity of cowards.

2. Stream-lined, so as to increase the suppleness of the body
and favor the impetus of fighting, running and charging.
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3. Dynamic, through patterns and colors of the materials
(triangles, cones, spirals, ellipses, circles) inspiring

love of danger, of speed, and of attack, and hate of peace

and immobility.

4, Simple and comfortable, that is easy to put on and take off,
well suited for aiming a rifle, fording rivers, and swimming
vigorously.

5. Hygiene, that is, cut in such a manner that every part of
your skin can breathe on long walks or tiring ascents.

6. Joyous. Materials in exciting colors and iridescences.
Use muscular colors, the brightest WMolets, reds, turquoises,
greens, yellows, oranges, scarlets.

7. Luminous. Phosphorescent materials which can stir up
boldness in a timid assembly, spread light around when it rains,
and counterbalance the greyness of the twilight in the streets
and on our nerves.

8. Strong-willed. Violent patterns and colors, imperious and
impetuous like orders shouted on a battlefield.

9. Asymmetrical. For example the ends of sleeves and the
fronts of Jjackets should be round on the right and square on
the left. Spirited counterattacks of lines.

10. Of short duration, so as to constantly renew the pleasure
and the impetuous animation of the body.

11. Variable, by means of "modifiers" (cloth trimmings of
different size, thickness, color and pattern). These may be
applied wherever and whenever one wishes, on whatever part of
the dress one wishes, by means of metallic snaps. In this way,
anyone can create a new outfit on the spur of the moment.

The modifier shall be arrogant, vexing, clashing, decisive,
warlike, etc. The Futurist hat shall be asymmetrical and

in gay aggressive colors. Futurist shoes shall be dynanmic,
each one different in form as well 8s color, and easily
suitable for kicking&ll the neutralists.

The combination of yellow and black will be brutally excluded.

One thinks and one acts as one dresses. Since neutrality is
the synthesis of all traditional ideas, we Futurists are now
displaying these anti-neutral suits which are so joyfully
aggressive.

Only the old foggies shall disapprove.

All Italian youth shall recognize in us, who wear them, its
living Futurist flags for our great war, which is necessary
and URGENT.

If the Government does not discard its traditional clothes
of fear and indecision, we shall double, we shall MULTIPLY
BY A HUNDRED THE RED of the tricolor flag which we wear.

(Giocomo Balla, Painter,
Milan, September 1llth 1914).
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APPENDIX LXIV
THE REALIST MANIFESTO, 1920

Translation in Gabo (with introductory essays by Herbert Read
and Leslie Martin (Lund Humphries, London, 1957), pp.151-152.

Above the tempests of our weekdays,

Across the ashes and cindered homes of the past,

Before the gates of the vacant future,

We proclaim today to you artists, painters, sculpturs,
musicians, actors, poets...to you people to whom Art is no
mere ground for conversation but the source of real exazltation,
our word and deed.

The impasse into which Art has come to in the last twenty
years must be broken.

The growth of human knowledge with its powerful penetration
into the mysterious laws of the world which started at the dawn
of this century,

The blossoming of a new culture and a new civilization with
their unprecedented-in-history surge of the masses towards the
possession of the riches of Nature, a surge which binds the
people into one union, and last, not least, the war and the
revolution (those purifying torrents of the coming epoch), have
made us face the fact of new forms of life, already born and
active.

What does Art carry into this unfolding epoch of human history?

Does 1t possess the meang necessary for the construction of
the new Great Style?

Or does it suppose that the new epoch may not have a new
style?

Or does it suppose that the new life can accept a new
creation which is constructed on the foundations of the o0ld?

In spite of the demand of the renascent spirit of our time,
Art is still nourished by impression, external appearance, and
wanders helplessly back and forth from Naturalism to Symbolism,
from Romanticism to Mysticism.

The attempts of the Cubists and the Futurists to 1ift the
visual up from the bogs of the past have led only to new
delusions.

Cubism, having started with simplification of the represen-
tative techniqgue ended with its analysis and stuck there.

The distracted world of the Cubists, broken in shreds by
their logical anarchy, cannot satisfy us who have already
accomplished the Revolution or who are already constructing
and building up anew.
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One could heed with interest the experiments of the
Cubists, but one cannot follow them, being convinced that
their experiments are being made on the surface of Art and
do not touch on the bases of it seeing plainly that the end
result amounts to the same old graphic, to the same old
volume and to the same decorative surface as of old.

One could have hailed Futurism in its time for the
refreshing sweep of its announced Revolution in Art, for
its devastating criticism of the past, as in no other way
could one have assailed those artistic barricades of 'good
taste'... powder was needed for that and a lot of it...but one
cannot construct a system of art on one revolutionary phrase
alone.

One had to examine Futurism beneath its appezrance to
realize that one faced a very ordinary chatterer, a very
agile and prevaricating guy, clad in the t&tters of worn-out
words like 'patriotism', 'militarism', 'contempt for the
female'!, and all the rest of such provincial tags.

In the domain of purely pictorial problems, Futurism has
not gone further than the renovated effort to fix on the wanvas
a purely optical reflex which has already shown its bankruptcy
with the Impressionists. It is obvious now to every one of
us that by the simple graphic registration of a row of
momentarily arrested movements, one cannot re-create movement
itself. It makes one think of the pulse of a dead body.

The pompous slogan of 'Speed' was played from the hands
of the Futurists as a great trump. We concede the sonority
of that slogan and we quite see how it can sweep the strongest
of the provincials off their feet. But ask any Futurist how
does he imagine 'speed'! and there will emerge a whole arsenal
of frenzied automobiles, rattling railway depots, snarled
wires, the clank and the noise and the clang of carouselling
streets...does one really need to convince them that all that
is not necessary for speed and for its rhythms?

Look at a ray of sun...the stillest of the still forces,
it speeds more than 300 kilometers in a second...behold our
starry firmament..who bears it...and yet what are our depots
to those depots of the Universe? What are our earthly trains
to those hurrying trains of the galaxies?

Indeed, the whole Futurist noise about speed is too
obvious an mnecdote, and from the moment that Futurism pro-
claimed that 'Spece and Time are yesterday's dead', it sunk
into the obscurity of abstractions.

Neither Futurism nor Cubism has brought us what our
time has expected of them.

Besides those two artistic schools our recent past has
had nothing of importance or deserving attention.

But Life does not wait and the growth of generations
does not stop and we who go to relieve those who have passed
into history, having in our hands the results of their
experiments, with their mistakes and their achievements, after
years of experience equal to centuries...we says..

No new artistic system will withstand the pressure of a
growing new culture until the very foundation of Art will be
erected on the real laws of Life.

Until all artists will say with us...
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All is a fiction...only 1lifk and its laws are authentic
and in life only the active is beautiful and wise and strong
and right, for life does not know beauty as an aesthetic
measure...efficacious existence is the highest beauty.

Life knows neither good nor bad nor Justice as a measure
of morals...need is the highest and most Jjust of all morals.

Life does not know rationally abstracted truths as a
measure of cognizance, deed is the highest and surest of truths,

Those are the laws of life. Can art withstand these
laws if it is built on abstraction, on mirage, and fiction?

We sayes.
Space and time are re-born to us today.

Space and time are the only forms on which life is built
and hence art must be constructed.

States, political and economic systems perish, ideas
crumble, under the strain of ages...but life is strong and
grows and time goes on in its real continuity.

Who will show us forms more efficacious than this...who
is the great one who will give us foundations stronger than
this?

Who is the genius who will tell us a legend more
ravishing than this prosaic tale which is called life?

The realization of our perceptions of the world in the
forms of space and time is the only aim of our pictorial and
plastic art.

In them we do not measure our works with the yardstick
of beauty, we do not weigh them with pounds of tenderness
and sentiments.

The plumb-line in our hand, eyes as precise as a ruler,
in a spirit as taut as a compass...we construct our work as
the universe constructs its own, as the engineer constructs
his bridges, as the mathematician his formula of the orbits.

We know that everything has its own essential image;
chair, table, lamp, telephone, book, house, man...they are
all entire worlds with their own rhythms, their own orbits.

That is why we in creating things take away from them
the labels of their owners...all accidental and local,
leaving only the reality of the constant rhythm of the forces
in them.

1. Thence in painting we renounce colour as a pictorial
element, colour is the idealized optical surface of objects;
an exterior and superficial impression of them; colour is
accidental and it has nothing in common with the innermost
essence of a thing.

We affirm that the tone of a substance, i.e. its light~-
absorbing material body is its only pictorial reality.

20 We renounce in a line, its descriptive value; in real
life there are no descriptive lines, description is an
accidental trace of a man on things, it is not bound up with
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the essential life and constant structure of the body.
Descriptiveness is an element of graphic illustration and
decoration.

We affirm the line only as a direction of the static
forces and their rhythm in objects.

3e We renounce volume as a pictorial and plastic form of
space; one cannot measure space in volumes as one cannot
measure liquid in yaeds: look at our space...what is it if
not one continuous depth?

We affirm depth as the only pictorial and plastic form
of space.

4, We renounce in sculpture, the mass as a sculptural
elenent.

It is known to every engineer that the static forres
of a solid body and its material strength do not depend on
the quantity of the mass...example a rail, a T-beam etc.

But you sculptors of all shades and directions, you
still adhere to the age-old prejudice that you cannot free
the volume of mass. Here (in this exhibition) we take four
planes and we construct with them the same volume as of four
tons of mass.

Thus we bring back to sculpture the line as a direction
and in it we affirm depth as the one form oi space.

5. We renounce the thousand-year-old delusion of art that
held the static rhythms as the only elements of the plastic
and pictorial arts.

We affirm in these arts a new element the kinetic
rhythms ss the basic forms of our perception of real time.

These are the five fundamental principles of our work
and our constructive technique.

Today we proclaim our words to you people. Inthe
squares and on the streets we are placing our work convinced
that art must not remain a sanctuary for the idle, a con-
solation for the weary, and a Jjustification for the lazy. Art
should attend us everywhere that life flows and acts...at the
bench, at the table, at work, at rest, at play; on working
days and holidays...at home and on the road...in order that
the flame to live should not extinguish in mankind.

We do not look for Jjustification, neither in the past
nor in the future.

Nobody can tell us what the future is and what utensils
does one eat it with.

Not to lie about the future is impossible and one can lie
about it at will.

We assert that the shouts about the future are for us
the same as the tears about the past: a renovated day-dream
of the romantics.

A monkish delirium of the heavenly kingdom of the old
attired in contemporary clothes.
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He who is busy today with the morrow is busy doing
nothing.

And he who tomorrow will bring us nothing of what he
has done today is of no use for the future.

Today is the deed.

We will account for it tomorrow.

The past we are leaving behind as carrion.
The future we leave to the fortune-tellers.
We take the present day.

(Naum Gabo, Noton Pevsner, 2nd State Printing House,
Moscow, 5 August 1920).
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APPENDIX LXV
The Program of the Productivist Group

The task of the Constructivist group is the
communistic expression of materialistic constructive work.

It tackles the solution of this problem on the basis
of scientific hypotheses. It emphasizes the necessity of
synthetizing the ideological and formal part so as to direct
the laboratory work on to the tracks of practical activity.

When the group was first started the ideological part
of its programme was as follows:

1. The sole premise is scientific communism, based on the
theory of historical materialism,

2 The cognition of the experimental trials of the Soviets
has led the Group to transplant experimen®l activities from
the abstract (transcendental) to the real.

e The specific elements of the groups work, namely
'tektonika', construction, and 'faktura', ideologically,
theoretically, and by experience Justify the changing of the
material elements of industrial-culture into volume, plahe,
colour, space, and light.

These constitute the foundations of the communistic
expression of materialistic construction.

These three points form an organic link between the
ideological and formal parts.

'Tektonika'® is derived from the structure of communism
and the effective exploitation of industrial matter.

Construction is organization. It accepts the contents
of the matter itself, already formulated. Construction is
formulating activity taken to the extreme, allowing, however,
for further 'tektonical' work.

The matter deliberately chosen and effectively used,
without however hindering the progress of construction or
limiting the 'tektonika', is called 'faktura' by the group.

Among material elements are:

1. Matter in general. Recognition of its origin, its
industrial and productional changes. Its nature and its meaning.

2 Intellectual materials: 1light, plane, space, colour,
volume.

The Constructivists treat intellectual and solid
materials in the same way.

The future tasks of the group are as follows:
1. Ideologically:

(a) Proving by word and deed the incompatibility of artistic
activityand intellectual production.

(b) The real participation of intellectual production as an
equivalent element, in building up communist cultuyre.
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2. In practice:

a) Agitation in the press.

b) Conception of plans.

¢) Organization of exhibitions.

d) Making contact with all the productive centres and main
bodies of unified Soviet mechanism, which realize the
communistic forms of life in practice.

3. In the field of agitation:

ﬁag The group stands for futhless war against art in general.
b) The group prove that evolutionary transition of the
past's art-culture into the communistic forms of constructive
building is impossible.

The Slogans of the Constructivists.
l. Down with art.
Long live technic.

2. Religion is a lie.
Art is a lie.

3. Kill human thinking's last remains tying it to art.

4, Down with guarding the traditions of art.
Long live the Constructivist technician.

5. Down with art, which only camouflages humanity's impotence.
6. The collective art of the present is constructive life.

The translation of this document was made for an Hungarian
magazine, 'Egyseg', published in 1922 in Vienna.

This program of the Constructivist Group, led by Tatlin (they
also called themselves 'Productivists'), was published
several months after the 'Realistic Manifesto' as a reply to
it, in a catalogue for an exhibition organized by Rodchenko
and Stepanova and signed by them.

(Translation published in Gabo, Introd. H. Read and L. Martin).
p. 153.
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APPENDIX LXVI

An excerpt from the Foreword to the Catalogue of the First
Russian Exhibition in Berlin 1922.

Translated from the German. This Foreword was an official
survey of all the groups of artists who had been active in
Russia from the beginning of the First World War until 1922.
It was written by the then Commissar of Arts, David Sterhberg,
who was in official charge of the exhibition.

'...The Cubists follow, represented by Uldatsova, Pevsner,
Morganow, Puni, Ledantiuy, and also by a whole group of young
painters, all in their own way representative of Cubism.
Russian Cubism has developed in isolation and the result
has been that the painters of the movement did not adhere
to a strict system.

'Representative of the transition from Cubism to non-objective
painting, which turns aside from the phenomena of the visible
world, are the works of Stepanova, Baranow-Rossine - a very
interesting artist who cannot easily be defined within the
limits of one school - and of others exhibiting here.

'And now to turn to non-objective painting, to which Suprematism
also belongs. It is reflected above all in the work of
Malevich, who by reason both of his work and his idealogical
propaganda is to be counted among the most important Suprematists,
and appears as their leader. Klium, Rosanova, Popova, Exter,
Lissitski, Drewin, Mansurov, and certain works of Rodchenko
also belong to tais group. Thelr canvases are based on the
rhythmic interplay of abstract areag, which according to the
Suprematist theory have exact laws out of which have developed
the great movement of non-objective art. Our Suprematists
display a whole series of simple forms: circles, squares, etc.,
and the rhythmic interplay of these forms on the canvas.
Kandinski, who professes the same artistic creed, has never-
theless followed another path in the field of non-objective

art. Both his pictures and his philosophy of art are known

in Germany. Tatlin, the Constructivist, must also be
méntioned here. He was the first in Russia to represent the
counter-relief which, developed from the surface area,
actualizes real material in space. Tatlin is represented in
the Exhibition by non-objective works which indicate a stage

in the trensition to productive art. His Monument to the
Third International in Moscow can be cited as his first essay
in this direction.

'There are still further ramifications of these art movements
to the left; +the representatives of one of them renounce
canvas altogether, strive towards productive art and currently
produce a whole series of non-objective constructions which
reveal no utilitarian characteristics. Rodchenko, who belongs
to this group, is represented by strong Suprematist and
Congtructivist works. He is moving now in the direction of
utilitarian constructions. Sternberg, Medunetzki, Mituritsch,
Klutzis, Joganson, Stregeminsky, and others are working on the
same lines, but in very individual ways. Nathan Altmann
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stands outside the stream. With him a new ramification of
non-oljpctive art begins. He brings the visible construction
of the picture closer to the material construction of the
objects and thus gives it a conscious, in his case, social
content. His works seek not only to influence the eye but to
organize the consciousness. The foundation of his work is
the material itself which he skilfully enriches.

'In contrast to Suprematism, the painter Steﬁhberg demonstrates
in his work that a picture can be organized as pure "painting"
without becoming non-objective. He is the first to build up a
painting in accordance with the laws of contrasting strokes and
by expressing the basic form of an object as it presents

itself in the conception representing its concentrated pictorial
content.,

'Parallel to Constructivism stands the sculptor, Gabo, whose
works revolutionize sculpture in such a way that it is no longer
"sculpture in mass" but construction. The sculptural system
of Gabo is based on the diagonal crossed areas of a basic form
which functions as a spece construction. Space is thereby
considered as depth. It is to be stressed that Gabo's
constructions realize not only the static but also the dynamic
aspect, and thus bring in "time" as a new element in art.

'We find here also a whole host of works by students of the art
schools which are interesting both by reason of the new methods
of treaching and the new type of students who come from peasant
and worker backgrounds. The works of the state porcelain and
engraving workshops are of great interest as essays of
industrial art which is linked with the fine arts. The theatre
section shows the work of some painters, for example, the
sketches of Jakulow for Hoffmamn's Brambilla, which was
produced in the Moscow Kammertheatre. Jakulow was the first,
together with Tatlin, to treat theatre décor from the
constructive standpoint. N. Altmann's work for the Jewish
Kammertheatre, Moscow, Uriel Akosta, is a new Constructivist
solution of the problem of the arrangement of masses in actual
space. In his design Romeo and Juliet (Moscow Kammertheatre),
Exter has found in greater intensity of colour a solution to
the plastic problem in theatre décor. Boguslawskaja is
represented here by theatre models.

'A few posters included in the exhibition show in some small
measure the methods employed by Russian painters in
revolutionary posters.

'Naturally these artists only fall approximately into the
groups mentioned here. Their exhibited works testify that
2 closer bond unites them among themselves.'

(Trans%ation published in Gabo (introd. H. Read and L. Martin)
Ps 155,
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APPENDIX LXVII

Alexandra Exter was born in Kiev in 1884. She
exhibited for the first time in the Blue Rose group
exhibition in 1907 and moved to Paris in the winter of
1908 briefly attending the Academie de la Grande Chauniere.

She lived with Léger in Paris until the first world war.
In 1914 she visited Venice, Milan and Rome where in May in

the Gallery Sprovieri the Expositione Libero Futuriste was

held. Archipenko and other visiting Russian exhibitors
included Rosanova. Exter visited Boccioni and others
of the Italian Futurists with whom she exhibited before
taking part in the "Tramway V" exhibition in Moscow in
1915.

In 1921 she exhibited at the exhibition organised
by Rodchenko entitled "5 x 5 = 25",

In 1924 she emigrated travelling through Italy and
Germany and settled in Paris where she died in 1949.
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APPENDIX LXVIII

Between 1914 and 1921 Russia lost twenty million
lives; industry, agriculture and transport declined and
construction was at artisan level except for some foreign
civil engineering companies. After the civil war thirty
power stations were planned for the next ten to fifteen
years by the G.0.E.L.R.O. (the Soviet Government electri-
fication scheme) December 1921. The modernisation of
obsolete plants, new industrial centres and a general
revival of industry was fulfilled ahead of time and a new
period of architecture had to accompany it to design new
functional buildings such as factories and stations. Marxist
doctrine had explained human affairs in terms of the economic
structure of society and formulated ideas of planning.

Consistent with Friedrich Engels Zur Wohnungsfrage

(Leipzig 1887) workers' families were evacuated from hovels
and installed in town houses formerly occupied by the
wealthier middle classes. Town and country planning did
not exist before the Pan-~Russian Executive Commitsee
socialised the soil in February 1918. In August rights of
ownership were abolished or modified and in October functions
of the new organ of state were defined: "...to build in
Moscow during the 1919 construction season a demonstration
project consisting of eight to twelve apartment buildings
with communal facilities as an experimental element of the
future city." By 1922 this was seen to be merely one aspect

of the overall plan for the country as a whole.
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APPENDIX LXIX -

The fifteenth conference of the Communist Party
decreed in 1926 that the building of socialism and its
material environment was to begin with the U.S.S.R., but
industrialization was to receive priority. To strengthen
the economy two five year plans were drawn up, one in 1929
and a second in 1933. Though social needs were aimed at,

the emphasis on industry reduced the housing budget.

APPENDIX LXX

The 0.S.4A. publication S.A. ("Sovremennaya

Arkhitektura" - "Contemporary Architecture") continued until
1931. Alexei Gan an art theorist and spevialist in layout and
typography gave it a contemporary format. Considering archi=-
tectural renewal to be inseparable from Socialism A.K. Burov
and B. Blokhin contributed to the industrialisation of building.
Other members included Nicholas Kolly who was later to
collaborate with Le Corbusier on the construction of
Tsentrosoyuz in Moscow; N. Krasilnikov who with L. Komarova
designed the Commintern Headquarters and later found mathe-
matical solution calculated to rationalise decisions of
architectural problems and maximise economy; I. Milinis and
M. Ginsburg designed the Narkomfin Offices in Moscow; Gorlov
with Kolly and the Vesnin brothers, the Imeprostroi hydro-
electric and industrial complex and M. Sinyavsky in 1929

with Barshch built the Moscow Planetarium. Many

O«S+A. architects were not Muscovites and articles by and on

Western European avant-garde architects appeared in S.A.
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APPENDIX LXXI

During the critical years of the early 1920's people
were prevented from producing their full share because,
their time was monopolised by the problems of everyday
living. They needed more services and a three shift system.
The state had dready provided state canteens for half the
population and more canteens were voluntarily organised.
Groups of five people could have four Jjobs, while the fifth
took care of domestic work. Later Larin envisaged social
forms based no longer on the collective, but on the "commune"
and the distinction between residential and industrial areas
could be abolished.

Rather than the transformation of man his aim was the
transformation of the economy of the U.S.S.R. In the clubs,
communal houses and factories he considered that there would
be no place for the short sighted egocentric individualist
of the past. Popular articles on changes in family
relations followed and through their buildings the avant-garde
of 1925-32 tried to create an appropriate environment for the
socialist society, to speed the arrival of that society by
influencing man himself through the medium of architecture

and to find architectural and structural solutions despite
the slenderness of available funds.
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In Russia many buildings designed as communal homes
are still inhabited. Coming from large groups peasants
may have preferred a large canteen. Domestic work for
women in the USSR was heavy and they were needed for industry
which was suffering a labour shortage, therefore the communal
house gradually absorbed such services as a library and
kindergarten also. A. Pasternak discussing an 0.S.A.
competition in 1927 said:
The living quarters have been plamned with maximum
economy in order to permit the inclusion of all those
public facilities that transform an ordinary apartment
building into a communal house without adding to normal
costs.!
Communal houses progressively became the factory annexes of
which Larin had written and while still respecting privacy
almost every family activity was gradually collectivised =~
Melnikov suggested a garden city in which special orchestras
strategically located in huge dormitories would drown the
collective snoring and induce collective sleep. Charts
depicting the daily routine of the commune were categorised
according to age.
LA Pastirnak, Novige Formy Sovremennovo Zhilign

we S A., Nos. 4—8 (7927), p 126, gectect i
An&@fﬂ-x’%ﬂ, Tonre and Rovstaliorn., pIFE,
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APPENDIX LXXITI

The diseppearance of class antagonism was to be
reflected in city planning terms, in the disappearance of
contrasts between fashionable districts and workers' slums
and even between city and country while a belief in the
perfectibility of man persisted.

L. Sabsovich proposed a communal house in which
every inhabitant in the city had the right to a unit whether
single or married. To form a family unit it was merely
necessary to open a sliding partition which formed the communi-
cating door and those who did not want to entrust their
children to educational specialists could open a third door
for themn.

In contrast to the large clusters of communal blocks
around plants the de-urbanists were ﬁostly O«.S+A. members:

M. Ginsburg, V. Vladimirov, G. Vegman, A. Pasternak and
N. Vorotyntseva. The theorist M. Okhitovich rejected the
idea of the city and dreamed of a Russia dotted with
individual homes.

Scattered power stations existed from the time of Lenin's
electrification. By making it possible to establish
industrial centressalmost anywhere in town or country the
"deurbanists" hoped to achieve elimination of the inequalities
between rural and urban life. Housing was no longer to be
permanent but pre-fabricated houses to be dismantled as easily
as they were assembled. With these means greater mobility
and a solution to the problems of living space was envisaged.

These garden cities would mean the progressive re-settlement
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of urban population and Moscow would then be allowed to
become a museum of the city.

Magnitogorsk, built around an iron ore mountain in
the Urals, was to become like the Dnieper Dam, a symbol
of the five year plan, but in the new cities factory
construction took precedence over housing and the result

was a returm to makeshift solutions.
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In 1954 the Central Committee convened the second
conference of engineers, architects and building workers.
N. Krushchev denounced the effect of construction costs
of "architectural excesses", the result of architects

infatuation with classical forms. Architecture
resumed its advance, especially after the 1955 decision
of the Central Committee concerning industrialisation of
building, reduction of cost etc. and the Academy of
Architecture of the USSR was dissolved.

The housing shortage caused through concentration on
rapid industrialisation began to ease and the experiments of
the 1920's served as a point of departure for the research
in progress. Allocation of living space within which the
acquisition of many gadgets was discouraged by the
installation of communal services as an alternative to accumu=-
lation of private living space. The level of technical,
economic and cultural development in the USSR became more

favourable to such experiments than that which existed

in the twenties.
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APPENDIX LXXV

George K. Loukomski in his "History of Modern Russian
Painting" published in 1945 aimed to show what distinguished
paintings in Russia from that of other countries and to
explain the evolution of the ideological aspect of modern
Russian Painting. It is a history of the period c. 1840-1940
consisting of an account of the academic art of c. 1830=50;
the period of realism of c, 1860-90 (the "Peredvizhniki"
("wanderers") Kramskoy, Perov, Gai, Repin and others); late
nineteenth century and early twentieth century movements
(the "World of Art" and "Leftist" groups) and finally the
realism of c. 1920-40, He expressed Social Realist views.

Any discussion of art movements and theories is usually
subjective and dependent not only on personal preferences
and prejudices but also on the prevailing tendencies and
opinion of the time and on the environment in which the
writer lives. The result of this is that the writer will
tend to select documents that combine to express his point
of view.

History results in a subjective view of a period
because of prejudice and preference in selecting what seems
important to that time. Therefore as well as presenting a
western Furopean view of this period it is important to
understand it from the side of Soviet critics.
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Elements coming from proletarian layers and semi-
proletarian as well as the representatives of the petit
bourgeoisie near proletariat during the months after the
October revolution came to the side of the Soviet government
serving the revolution in different ways. At that time
they were still at the stage of apprentices but after, during
the period of economic revival, they formed the principal
framework of the groups: N.0O.S., B.I.T.I.O., A.KD.R.,
O.M.A.K.R., and R.0.8.T.A(including N.A. Kassatkin . and
S.V. Mal .iutin).

APPENDIX LXXVII

A third group of artists was defined to include
artists and artistic organisations that remained "strangers
to the October Revolution". Some of them remained in Russia
to work for the Soviets taking "theoretical" positions and
being involved in a political and extrapolitical art.

They worked above all in teaching and conservation of
historical monuments and became "fellow travellers" of the
October revolution. (This group including Petrov-Vodkin,

K ustodiev, etc.).
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APPENDIX LXXVIII

Most prominent Leftist artists working between 1917 and
1922 were listed by Bush and Zamoshchin as being Malevich,
Tatlin, Rodchenko, Rosnova, WUdaltsova, Popova, Drevine,
Miturich, Morgunova, Pevsner, Exter, Shterenberg, Altman,
Lebedev and a group of various other artists of the
Association of Young Artists.

They participated actively in the first artistic
activities of the mass festival of the first of May 1918
in Leningrad. The houses on the square of the Winter Palace
were to be covered with words of orders on geometric shaped
panels.

Vitebsk and Moscow also obeyed the same principle. The
workers remained perplexed before this art which they did not
understand. "The Art of the Commune" organ of the artistic
section of the commissariat of Public instruction was of the
opinion that the common platform of all the "leftist" groups
in art up to the present consisted of the so-called
"pretorial materialism", a more or less unique principle
with regard to the picture as an end in itself and as a

constructive system of forms and of colours.
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APPENDIX LXXIX

The Peredvizhniki forced the academy to reform, but

romanticism replaced it. The romantic painters searched
for light, movement and dash ard"they despised correctness"
but a decade after Delacroix. A.A. Ivanov (1806-58)
though devoting himself to religious painting represented
light, colour and contours with a realistic technique. In
the opinion of A.N. Benois, realism arrived as the result of
a partly amateur movement with a partly imitative and
ethnographical basis in the XVIIIth century. A.G. Venetsianov
(1780-1847) though an early painter of everyday life still
presented serfdom in a sentimental manner similar to mid
nineteenth century English paintérs. Fedotov and others were
influenced by Belinski, a literary critic of the time who soon
gave way to Pisarev. These and other critics such as
Nikitenko were strong influences and demanded that art should
fully devote itself to the service of social interests and
that every artist should display "the highest civic feelings".
They were accused of rejecting beauty and everything elegant.
The Pegedvizhiﬁki became the propagandists of the new
life. Perov's first pictures include "Sacred procession in
the village" and "the arrival of the police official". This
break with the academy was followed by the founding of
"artel" (Workmen's association) and after differences, the
splinter group "partnership moveable exhibitions". It was
necessary to help "Russian art to return to its native soil
and to develop its own language, its methods and its outlook",
the "Wanderers" said twenty-five years after the movement had

ended.i They had been defenders of ideological realism,
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and were divided into two groups: those who represented
peasants and lower classes of the population while the others
who were chiefly interested in the life of the merchants and
office workers in the towns.

In addition, there was a division in the landscape
painters into those who painted the countryside and those who
preferred seascapes. ©Scenes in towns were almost never painted.
(Kaspatkin, Savitski, Orlov, Lemkh, Myasoyedov, Maksimov,
Iaroshenko, Solomatkin, Stepanov). Painters of the everyday-
life of office workers included V.E. Makovski, Maksimov,
Pryanishnikov. To present a picture of the Court life of
"High society" was considered to be shameful.

Gradually painters began to strive towards a rendering
of life and nature in brighter aad more accurate colours and
pay more attention to the art of painting itself, apart from
the value of the subjects. Though this development began
with the Peredvizhniki it is best seen with P.P. Chistyakov.
He tTaught Polyenov and the latter sketched in Palestine.
Repin (1844~1930) was also representative. VWhile introducing
moralising tendencies in his pictures he followed the French
techniques of Manet and Courbet in landscapes.

National currents of landscape painting existed from
the time of A. Voronikhin (1760-1814). However the romantic
seascapet Ayvazovski (1817-1900) follower of Joseph Vernet,
Romantic seascapist whose subjects were not Prussian or
northern. K.A. Sav&asov‘(1830-97) and Levitan (1861-1900)
who founded the "purely Rﬁssian style of landscape painting".

A phase of religious painting best represented by
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V.M. Vasnetsov (1848-1926) followed by Nesterov and then
M. Vrubel turned also to Russian legends. Painters of
Russian historical daily life included V.I. Surikov (1848-
1916) and A.P. Ryabushkin (1861-1904).

G. Loukomski stated that even Russian Impressionist
painters such as I.E. Grabar, K.A. Korovin (1861-1939) were
not understood by the masses and that after "the excesses
of the 1920's" there were protests and it became necessary to
turn steeply from impressionism even in its understandable
and gquiet form, to other artistic trends and to return to

realism, which was understood and needed by millions.
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APPENDIX LXXX

The landscape painter Bogayevski based his work on
the methods of Gaspard Poussin. On the one hand
Shchekatov the Sowiet critic praised his modern realism
by saying he represents the Dneprostroi dam instead of a
"Seythian Taurida" of antiquity, on the other hand he
writes that the painter "is based on the frescoes of
Pompei...Veronese in the Villa Palladio...Gobelins
tapestries of @ simteenth and seventeenth centuries".

(see Loukomsky, Ibid.)
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A CHRONOLOGICAL SURVEY DEFINING THE AVANT-GARDE MOVEMENTS
IN RUSSIA DURING THE FIRST QUARTER OF THE TWENTIETH-CENTURY.,

(Most of the dates and definitions are compiled from the

nain body of the text of the thesis. Other chronological data
is drawn from the catalogue to the exhibition The Russian
Avant-Garde 1908-1922 Leonard Hutton Galleries, New York

1971; the catalogue of the exhibition: Il Contributo Russo

alle Avanguardie Plastiche Galeria del Levante, Rome 1964;
E. Stermberg: Russische Kunst Berlin 1919-1932 Berlin 1969;
Léon Robel Manifestes Futuristes Russes, Paris 1971 and sources

mentioned elsewhere in the main text.)
1850-1900.

During the reign of Alexander II many reforms were
achieved, the most important being the liberation of peasants
beginning in 1857. Alexander was repressive towards newspaper
publication however but the general tendency of the press
became very radical, and influenced by the "Nihilists"
‘Chernyshevsky, Dobrolubov and Pisarev, they preached extreme
individualism. A number of revolts began to emerge such as
the "Populists" in about 1869. The Russian socialists
became Marxists in 1891.

"The Wanderers" (Peredvizhniki") fommed as a group around
Savva Mamontov in the 1870s after making a break with the
Academy of Art in 1863. Influenced by contemporary social
philosophers they aimed at making art a vehicle for social
reform. Their style was representational and they were
associated with slavophile groups.

"The World of Art" ("Mir Iskusstva") movement was led
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by Benois (1870-1960) and Diaghilev (1872-1929) who founded
the review of that name in 1899, and organised important
exhibitions in Russia and France. Opposed to "Populist"
art the group favoured "art for arts sake" and began intro-
duping Russia to current western trends through their
magazine and exhibitions which included foreign and Russian
avant-garde.

1900~
The "World of Art" magazine came to an end in 1904

but was succeeded by "The Scales" and in 1906 by "The New
Way". The magazine "Apollon" reviewed exhibitions from 1909
until 1917. "The Golden Fleece" (1906~9) continued the
tradition of the "World of Art" and sponsored avant-garde
exhibitionsg.

1905-

The "Blue Rose" group was formed after the 1906 "World
of Art" exhibition. The members had been associated since
1903 and their first group exhibition in Moscow in 1907 was
organised by Kuznetsov and Ryabushinsky. The tendency was
mainly "Symbolist" and similar to the 1l4th exhibition of
Moscow artists which included Larionov, Goncharova, Burliuk,
Kandinsky and Malevich. The first of the three "Wreath"
exhibitions was organised by David Burluik later in 1907.
The Burliiiks, Larionov and Goncharova exhibited their work.

The Russian symbolists found inspiration in French
symbolist art and literature at the end of the nineteenth
century. An interest in primitivism gradually overthrew
classical styles in poetry and painting. Mysticism and
German philosophy was an alternative influence on Russian

artists and writers.
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1909~
By 1909-10 most symbolist groups had dissolved but

their heritage of mingling visual and literary arts was
merged into various groups generally called "futurist" and
professing to be anti-symbolist. The term "impressionism"
had been loosely used to describe avant-garde literature in
general as well as certain art forms and after about 1910 the
term "Futurism" was used in a general way for the next decade
to denote a wide variety of aggressively '"modern" styles in
art and literature in various countries. The name was
invented by Marinetti in 1909 for his movement in Italy,
proposing that the spirit of the machine age should replace the
romantic and decadent aesthetic. A series of manifestoes was
published by the movement until it lost impetus after 1914.

In Russia the title "Futurism" was more generally applied to
various avant-garde groups which appeared after 1910. The
first appearance of the Russian futurists as a group was their
publication of the "almanac" Sadok Sudei in April 1910.

(V. Markov: Russian Futurism, London 1969). Elena Guro,

David Burliudk and V. Khlebnikov were responsible for this

and characteristic trends peculiar to Russian futirists in
their work at various times. These tendencies encompassed
development of fleeting Impressionist imagery of town and
country especially with Guro; Burlink's return to the Russian
earth and primitive origins and the most radical creation of
Russian Futurism Zaum. As a result of his interest in
primitive, popular and irrational language, Khlebnikov, who
had formerly studied painting developed a "trans-rational"

language, consisting of sounds and invented words. Zaum
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developed at the smme time as non-representational forms of
painting in Russia and may be considered the literary
equivalent of this.

The other two tendencies of Impressionism and
Primitivism prevailed also in painting. The three "Wreath"
exhibitions organised by David Burluik and Ryabushinsky
took place in Moscow in 1907, 1908 and 1909. Exhibitors
included the Burliliks, Larionov and Goncharova. Larionovprobably
exhibited his first Rayonist painting ("The Glass")not,as hecluwmed ot

Lulim abrnl /Y.
the"Society of Free Aesthetic" in 19024 Rayonism was concerned
with the forms that may arise from the intersection of
reflected rays from different objects. These works resemble
those of Franz Marc, Delaunay and Boccioni of that time but
are largely abstract in appearance.

At the third exhibition of the "Golden Fleece" in
December 1909 Larionov and Goncharova introduced "Primitivism"
as a conscious style of painting. Influenced by Western
BEuropean trends, Russian folk art and icons they used bright
colours and bold brush strokes with deliberate vulgarity and
naivety. Typical examples are Larionov's soldiers painted
after spending the summer with Khlebnikov and the Burluiks
in about 1909-10.

In 1909 two exhibitions revealed recent painting in
Western Europe to Russia: the first "Golden Fleece"
exhibition showed the Russian and French sections and
V. Izdebsky organised his first "International Salon" in
Odessa and St. Petersburg and elsewhere including works by
the Burluiks, Larionov, the Munich school - Javlensky,
Kandinsky, Minter, Werefkina and representatives of the Paris
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school such as Le Fauconnier, Metzinger and Rousseau.

Foreign comnneections were also made in 1910 by Popova who made
a study trip to Italy. A great many exhibitions were
organised at this time.

1910-

In 1910 the Moscow Institute of Painting, Sculpture and
Architecture expelled artists for "Leftism and sedition".

Many of these exhibited at the first "Knave of Diamonds"
exhibitions organised by Larionov the same year in Moscow.

The "Knave of Diamonds" group was founded in 1909 by a group
of painters of Cézannist tendencies. Its members included
Exter, Devid Burliuk, Larionov, Goncharova, Malevich, Tatlin,
Chagall and others. French arts became influential during
the subsequent four years and work by certain cubists was sent
from France for the first Knave of Diamonds exhibition in
1911 and those that followed.

Matisse arrived in Moscow in October 1911 at the
invitation of Shchukin. Larionov publicly announced his break
with the French orientated members of the "Knave of Diamonds"
Group. Also in 1911 Burliik met Mayakovsky and Malevich took
part in public debates.
1912~

In January 1912 Larionov and Goncharova contributed to
Roger Fry's second Posgt-Impressionist exhibition in London and
in March Larionov organised the "Donkey Tail" exhibition in
Moscow with works by Malevich, Goncharova, Tatlin and others,
many of whom together with the Burliiks, contributed to the
second exhibition of "Der Blaue Reiter" in Munich at Kandinsky's

invitation.
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The "Hylaea" group was founded in 1912 by the Burluik
brothers. Livshits, Mayakovsky and Kruchenykh joined them
later. Fascination with primitivism, childhood, pre-~history
and Slavic mythology made their painting and poetry
"primitivist" rather than purely cubist. Their manifesto "A
Slap in the face for Public Taste", December 1912, bore
similarities to Italian Futurlist manifestoes and was the
first of many published by them. Moreover the publication
included urbanist poetry by Mayakovsky as well as Khlebnikov's
primitivism.

Ego Futurism introduced the word "futurism" to Russian
literature. The movement was founded by Severianin whose
poetry originally impressionist became less rational with more
musical affinities and modern urban subjects. The group began
activities in January 1912 with "The Tables" a mystical sum
of words suggesting also symbolist origins of their work.

"Cubo~futurism" is the word frequently used to describe
the inseparable movements of poetryand painting after the
mainly Primitivist phase, that is, after about 1910. Immed=
iately after Cubist ideas had been taken up in Russia,
Malevich introduced this concept of Cubo-futurism which he
specified as:

1. Artificial painterly sculpture (modelling of form)
2. Real sculpture (collage), relief and counter-relief.
3. Words (See Troels Andersen Malevich catalogue
Stedelijk Museum, Amsterdam, 1970, p. 25).
In 1913 the Hylaea group became known as "Cubo-~futurists".
One aspect of Cubo-futurism was "Sdvig". Meaning

"Shift" or dislocation, the term was used to refer to the
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incomplete appearance of forms typified in work by Picasso
at this time. It also included displacements of forms and
words in pictures mand the term was taken up by poets to
describe their staccato punctuation and forms. The Cube-
futurist movement was peculiar to Russia and immediately
preceded the schools of non-representational art that began
around 1919,
1913

The paintings of the Burlitlks as well as those of
Goncharova, Larionov and Malevich may be described as Cubo-
futurist at that time when they left decorative primitive
painting to paint simplified metallic dynamic figures in
cylindrical forms. Analogies with Léger exist in the Cubo-
Futurist work of Malevich and in 1913 the influence of French
Synthetic Cubism e.g. "The Knife Grinder". Applying these
dislocated forms of avant-garde painting to poetry were
Mayakovsky, Guro, Kruchenykh who, in 1913 wrote the pamphlet
"Declaration of the word as Such", and Khlebnikov who was
writing in Zaum language at the same time. Theatrical
events in Luna Park in 1913 by Cubo-futurist painters and
poets was the culmination of the co-operation between the
two art forms which after this date developed more separately.

Similar fusions of literature and poetry had been
taking place elsewhere. In Paris, in 1913 Sonia Terk
integrated with simultaneous colour-forms the poem by Blaise
Cendrars: "The Prose of the Trans-Siberian aad of Little Jehanne
of France". This was the same year that she painted her
first simultaneist pastel drawings, forms developed from the

rotation of optically expanded colours.
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In March 1913 the third Knave of Diamonds exhibition
opened in Moscow. Immediately afterwards Larionov organised
the "Target" exhibition in Moscow of which the catalogue
contains a "Rayonist and Futurist Manifesto", signed by
Larionov, Goncharova and nine other artists.

Later the same year Larionov and Goncharova contributed
to "Der Erste Deutsche Herbstsalon" in Berlin. The
manifesto "Why We Paint Ourselves" was published by Larionov
and Zdanevich during the same year.

Popova and Udaltsova returned from Paris where they had
worked in the studios of Le Fauconnier and Metzinger. In March
the following year, 1914, they exhibited their work with
Exter, Malevich and others at the third "Knave of Diamonds"
exhibition in Moscow which included work by Braque, Derain
and Picasso.

Malevich traced the first appearance of Suprematism to
his stage design for "Victory over the Sun". The Black Square
which he claimed to have painted in 1913 was the first
suprematist picture. It expressed his desire to reduce form,
regardless of its identity as art. He wished to develop a
new way of thinking by finding primary forms. Combinations
of basic forms expressing spatial sensations of lightness
followed. This was the first systematic school of abstrect
painting producing the first "hard edged" non representational
pictures. As the title of his essay "Non-Dbjective World"

(published 1920) suggests, his aim was to negate the material
objects of the worldand arrive at "pure painting". His
theories appear to have been inspired partly by mystical
philosophers of the 19th and early 20th century.
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The literary Futurist group "Isentrifuga"
("Centrifuge") appeared at the end of 1913 and disbanded
after four years. Its strong ties with painting made it
resemble "Hylaea'". Members included Pasternak, Aseyev,
Bobrov and others. It retained ties with symbolism and
attacked "Hylaea". Goncharova illustrated poetry by Bobrov.

The "Donkey's Tail" group was an off-shoot of the
"Knave of Diamonds" group and created a synthesis of Cézannism,
Cubism, popular and folk art. Larionov and Goncharova painted
in many styles and included in the exhibition were their works
of Rayonism a style Larionov employed until 1914. Kandinsky
was ostracised but new exhibitors included Baranov-Rossiné
and Pirosmanishvili.
1914~

In January 1914 Marinetti had a mixed reception in Russia
but Exter, Kulbin and Rozanova were invited to exhibit in a
Futurist exhibition in Rome that following spring. At the
outbreak of war Kandinsky, Chagall, Lissitzky, Larionov and
Goncharova returned to Russia from abroad.
1915~

In March 1915 Ivan Puni sponsored the "Futurist
Exhibition: Tramway V" in Petrograd. Exhibitors included
Exter, Klyun, Malevich, Puni, Rozanova and Tatlin. Tatlin
showed only "Painterly Reliefs" - superimpositions of wood,
steel and other materials on canvas heralding his Constructivist
work.

Kandourov's "Exhibition of Painting" opened in Moscow at
the same time and included most of the avamti-garde such as
Altman, the Burluiks, Chagall, Goncharova, Kandinsky, Larionov
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and, ex catalogue, Malevich and Tatlin.
1916~

Puni sponsored the "Lasgt Futurist Exhibition: 0,10" in
Petrograd in December 1915 and January 1916 with similar
contributions to those at "Tramway V." Dispute between
Malevich and Tatlin resulted in dividing the exhibition and
it was here that Larionov launched "Suprematism" and showed
his black square on a white ground for the first time.
Larionov and Goncharova left Russia in 1914. Lissitzky worked
with Chagall in Vitebsk illustrating children's books in
1916 and the same year Exter began to contribute stage designs
to Tairov's chamber theatre in Moscow.
1917~

After the February revolution of 1917 artists became
more politically aware. "The ProletRult" (an abbreviation for

"Proletarian Culture") was formally established in September
1917 with Bogdanov as its head and principal theoretician.
This organisation advocated that proletarian art could be
realised only by the proletarian himself and that the art

of the past was of little relevance. Malevich joined the
"Federation of Leftist Artists"; many leftist artists
designed posters and street decorations after the October
Revolution and Lunacharsky became the head of Narkompros
until 1929. Narkomgrog was the Commisariat for People's
Enlightenment, the department of education and cultural
activities established in November 1917. It was responsible
for general education and the organisation of exhibitions and
cultural publications etc. Also the same year Baranov-
Rossiné, Gabo, Pevsner, Shteéﬁberg and other artists returned

to Russia after prolonged stays in western Europe.
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In 1918 the last exhibition of the "Knave of Diamonds"

was held.

The same year Tatlin was elected héad of IZO Narkompros
Moscow. 120, an abbreviation of Department of Fine Arts of
Narkompros, was set up in April 1918 under the general
directorship of D. Shtermberg. It was divided into two
principal collegiates, one in Petrograd under Shtefhberg
one in Moscow under Tatlin and sub-sections were established
in the provinces. IZO lost its administrative power after
1921. It was because of 1IZ0 that the "leftists" were given
important administrative and pedagogical posts within the
new cultural hierarchy. Malevich, Stepanova and several
other "leftists" became members of the Moscow section while
Altman was especially active in the Petrograd section. A
museun board and purchasing fund was set up which lasted
from 1918 to 1921. Rodchenko was appointed its head and
became director of the Moscow Museum of Artistic Culture.

He and Rozanova also taught within Proletcult. Rozanova was
appointed head of the IZ0 department of Industrial Art and
travelled around the country enlisting supﬁort for their
programme. She died suddenly in October that year.

The names of the St. Petersburg Academy and the Moscow
Institute were changed in April 1918 to "Svomas", ("the Free
Art Studios"), but in 1921 the Academy was restored in
Petrograd and in November, 1920 the Moscow "Svomas" were
changed to "Vkhutemas".

In 1918 Baranov-Rossiné organised a stuflio at the

Petrograd Svomag; Altman and Puni were appointed to
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professorships there also and Kandinsky, Klyun, Malevich,
Popova and others took up teaching appointments at the Moscow
"Svomas". During the same year Malevich designed costumes
and sets for Mayakovsky's play "Mystery Bouffé" which had

its premidre on the 7th of November. Also in November

that year "The Fifth State Exhibition" opened in Moscow. It
was subtitled the "Trade Union of Artist-Painters of the New
Art from Impressionism to Abstract Painting" and included
Kandinsky, Pevsner, Popova and Rodchenko.

1919-

The "Tenth State Exhibition: Non-objective Art and
Suprematism" was held in Moscow in January 1919. Malevich
contributed 16 Suprematist works including "White on White"
which challenged Rodchenko's painting "Black on Black".
Malevich published an enlargement of his formulas of 1915
on Suprematism. During the same month, Tatlin was appointed
to a professorship at the Petrograd Svomas and was commissioned

by Narkompros to design a monument for the "Third Inter-

national of the Communist Party". The first Obmokhu
exhibition was held in Moscow during the spring of the same
year. Obmokhu, "The Society of young Artists" comprised of
students of Pevsner and Tatlin who worked with spatial
constructions and studied the qualities of materials. It held
four exhibitions. Among contributors was K. Medunetsky
and Rodchenko who had Jjust constructed his first circular
and polygonal shapes as mobiles.

Also that year Kandinsky was nominated "Comissar of
Russian Museums". In the Autumn of 1919 Malevich published

"On New Systems in Art" and shortly after he left Moscow to go
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to Vitebsk to teach on Chagall's invitation. Chagall soon
left the school and the directorship was passed to Malevich.
Lissitzky who became a close friend of his at the school then
created his first "Proun". The name, being an abbreviation

of "Project for the affirmation of the New", was invented by
Lissitzky to describe his new experimental paintings influenced
by the Suprematism of Malevich. These paintings were
volumetric and spatial arrangements resembling certain
architectural projects.

Also in 1919 Rodchenko replaced Rozanova as director of
the IZO0 Department of Industrial Art and the "Sixteenth State
Exhibition: K.S. Malevich" subtitled "His Way from Impres-—
sionism to Suprematism" contained 153 works and was held in
December 1919 to January 1920.
1920~

In 1920 Malevich renamed the Vitebsk School "Unovis",
an abbreviation of "Affirmation of the New in Art". The
following year the "Unovis group" presented the collective
works of contemﬁorary art: paintings, sculpture and objects
of daily use, co-operative ideas exhibited without the
author's signature.

In April 1920 "Inkhuk" was established in Moscow by IZO.
"Inkhuk", an abbreviation of "Institute of Artistic Culture"
aimed at formulating an ideological and theoretical approach
to the arts, based on scientific research and analysis. This
process which ingpired the emergence of so-called "laboratory
art". Members of the institute included B. Arvatov, O. Brik,
Kandinsgky, Popova, Rodchenko, Stepanova and A. Vesnin. The
programme included Kandinsgky's method for teaching "the theory
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of the separate branches of the Arts" and "a combination
of inter-dependent art for a monumental art".

Vkhutemas, an abbreviation of "Higher Technical-Art
Studios", was formed in November 1920 from the Moscow Svomas.
Although the structure altered during their existence (until
1930), they comprised seven basic Departments - painting,
sculpture, architecture, ceramics, metal and woodwork,
textiles and typography. Soon after its formation, Lissitzky
and Shternberg were given teaching posts there and at various
times teachers included Malevich, Popova, Rodchenko,

Rozanova, Vesnin and others. In 1926-27 Vkhutemas was
modified to "Vkutein", ("Higher Artistic-Technical Institute").

The second "Obmokhu" exhibition took place in May 1920.
Exhibitors included Rodchenko, Klyutsis, Medunetsky and
Shternberg. Klyun showed structures to be hung in space.
"Colour constructions" and industrial patterns generally

predominated. (See Il contributo russo, p. 84).

As head of "Vkhutemas", Rodchenko reorganised the
Department of Metalwork according to his idea of industrial
art and mass production. During the spring of 1920 the
"Bramsov Institute" was founded for experiment in language
with Valery Brimsov as its head. The institute was in two
sections "Productivity" with a three year course forming poets
and writers and "Instruction" preparing scientists etc. for
mass education. Tatlin finished his model for III Inter-
national in the o0ld studio of the Petrograd Svomas and it was
opened to the public on November the 8th 1920. Violent
discussion followed among those who saw it, which included

Lenin.
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Gabo and Pevsner posted their "Realist Manifesto" in
the streets of Mospow in August the same year. This attacked
solid mass in sculpture and advocated airy structures inspired
by engineering. This manifesto was countered by the
"Productivist Manifesto" issued by Rodchenko and Stepanova
in Moscow. It was Rodchenko who largely influenced by
Mayakovsky in 1919 had begun "Productivism". The chief aims
of the movement were the utilitarian planning of obJjects,
architecture, town planning, stage design and other spheres
of applied art thus removing art from a pure and elitist zone
and giving it a practical place in society.

During the Winter of 1920, Gabo made his first "Kinetic
sculpture", a presentation of volumes determined by the
vibration of a metal rod at high speed.

In September 1920 Meyerhold founded "RSFSR First Theatre"
(After 1917 revolution the territory governed from Moscow was
known as RSFSR, 'Russian Socialist Federal Soviet Republic'.
In December 1922 the First Congress of Soviet Republics met
at Moscow and confirmed the pact for the formation of a Union.
The constitution of the new state, the USSR Union of Socialist
Soviet Republics was accepted on July 6th 1923), of which
he was to be permanent director. In February 1923 it was
renamed TIM .. (" Jkeatre of Meyerholdi:
oM name. He and his colleagues inaugurated a new tendency
in avant-garde theatre "biomechanics". This was the trans-
position of constructivism to the stage. Theatrical space
was transformed, film sequences incorporated together with
nther experiments. In 1924 Erwin Piscator revived this

activity in Berlin.
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1921-
The following year experiments continued in theatre while

Exter's sets and costumes for Tairov's production of "Romeo
and Juliet" at the Chamber Theatre, Moscow demonstrated the
application of new outlooks to the classical theatre.

An exhibition of Russian aftists in Paris opened at

the Galerie Bodtie in 1921. It was organised in conjunction

with the "World of Art" magazine. Benois wrote the introduction
to the catalogue. Artists included Bakst, Benois, Gregoriev
and members of the "World of Art" movement.

In 1921 reorganisation of education and art institutions
according to Lenin's N.E.P. ("New Economic Policy") was begun
by Lunarcharsky who moved his offices to Moscow. That year
the third Obmokhu exhibition opened in Moscow in May and in-
cluded free-standing works by Rodchenko; the fourth and last
exhibition "5x5=25" opened in Moscow in September. It was
given this title because the five contributors, Exter, Popova,
Rodchenko, Varst (Stepanova) and Vesnin - each contributed
five works. Rodchenko's contributions included three
canvasses painted blue, yellow and red respectively.
"Productivist" statements were included in the catalogue which
corresponded to principles of industrial aesthetics developed
at the Bauhaus in Germany. In November, a group of artists
led by Popova and Rodchenko left Inkhuk advocating the
"absoluteness of industrial art and constructivism as its
sole form of expression" and entered industry and applied art.

Tatlin's studio was closed and in November 1921 he was
appointed professor in the Department of Sculpture in the

Museum of Artistic Culture in Petrograd. In December he went
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with Mansurov to Moscow to speak at Inkhuk. The same year
Kandinsky received an invitation from Gropius to join the
Bauhaus at Weimar and left Russia in the following year.
1922-

In 1922 Popova, Rodchenko aud Stepanova entered the
first Textile PFactory in Moscow as textile designers;
Rodchenko also turned to photography. The same year AKhRR,
"Association of Artists of Revolutionary Russia", organised
by S. Malyutin and E. Katsman advocated a return to repre-
sentational art in the form of Heroic Realism. This was the
first noticeable step towards official recognition of Realism
in the late 1920s. In 1926 its name was changed to AKhR,
"Association of Artists of Russia".

During the early part of that year Malevich developed
his essay "The Non-Objective World - Suprematism", stafing
theories he had been formulating since 1915. Part of this
was published by the Bauhaus in 1927.

George Yakulov created "sceno-plastic and aerial
structures" and costumes for the operette "Giroflé-Girofla"
produced by A. Tairov at the Chamber Theatre, Moscow 1922.

A. Exter collaboréted on this conception of scenic
architecture of scaffolding in constructivist form.

The Petrograd Inkhuk held the exhibition "Survey of New
Tendencies in Art" in June 1922; Malevich, Mansurov,

M. Matyushin and Tatlin were represented and in the Autumn,
Malevich took up the direction of Inkhuk ("Institute for
Artistic Culture") where Tatlin had been invited to teach in
the "Materials Sectior Punin in the "Theoretical Section",

Mansurov in the "Experimental Section" and M.V. Matyushin in
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the "Organic Section".

Tatlin teaching was concerned with the application and
study of functions of new matetials in plastic arts, while
Malevich at the "Formalist Section" investigated plastic
forms in relation to expressive values and Punin studied
criticism and aesthetics. Mansurov's department was entitled
"Aesthetics and Comparative Art Criticism", and involved
research into the organic reasons for artistic phenomena.

In 1922 Berlin became a centre for Russian artists and
intellectuals. Gabo, Pevsner, Lissitzky and others were there

and "The First Russian Art Exhibition" (Die Erste Russische

Kunstaustellung) was organised by Shtermberg at the Van Diemen

Gallery, Berlin in October and presented a panorama of the
arts, architecture and applied arts of Russia. Participants
included Burlimk, Baranov-Rossiné, Chagell, Gabo, Lissitzky,
Malevich, Pevsner, Popova, Rodchenko, Tatlin, Puni,
Kandinsky, Exter, . Mansurov and the "School of Vitebsk"

and others.

The same year A. Gan's book "Constructivism" was

published.

Experimental theatre performances in 1922 included
constructivist sets by Annenkov in Petrograd while at the
Meyerhold Theatre, Baranov-Rossiné gave a "visual concert",
introducing his opto-phonetic piano which showed changing
coloured lights on a screen.

1923-

In February 1923 Lissitzky in collaboration with

Ladovsky drew up the statutes of ASNOVA, "The Association of

Revolutionary Architects" in Moscow. This was the first
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group of avant-garde architects,unified with constructivism
as its aesthetic.

Larionov, then in Paris, illustrated Mayakovsky's poem

"The Sun'", Rodchenko designed the cover and illustrated
other poems by him and assisted the film director Dziga Vertov.
Vertov's experiments in film technique resemble photo-
montage techniques and collage current with the Dadaists in
Berlin and Hanover at that time. In November and December
Rodchenko designed covers for the review LEF directed by
Mayakovsky. LEF (meaning'Left Front” in Russian) was the name
chosen by the "leftists front in art" constituted at the end
of 1922 in Moscow and which continued until 1929.

Participants included Aseev, Tretyakov, Kamensky,
Psternak (who broke away from them in 1927), Kruchenykh,
Neznamov, Brik, Arvatov and other writers. Congtructivist
artists in the group were Rodchenko, Stepanova and Lavinsky,
and the film makers were K:iuleshov, Dziga Vertov and
Eisenstein. In 1928 Mayakovsky broke off from LEF and
created REF, "Revolutionary Front".

The review entitled LEF was published by the group of
that name from March 1923 to 1925, appearing in seven
numbers followed by Novi Lef, "New Left", which was published
in Moscow from January until the end of 1928.

During the Winter of 1923 in Petrograd, Tatlin produced
designs for "Zangezi - Poetic Action in Stellar Language"
by Khlebnikov, his forms and costumes interpreting
Khlebnikov's alphabet.
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1924~
On the 2nd of May 1924 Malevich published "Suprematist

Manifesto, Unovis," Dbased on his theories developed at
Unovis in 1920 incorporating ideas of sculpture and
architecture as well as painting and published in 1921 as
"Art, Factory, Church".

The same year, Popova (born 1889) died in Moscow. In
Venice in 1924 at the 16th International Art Exhibition the
Russian pavilion presented a panorama of contemporary
tendencies from Petrograd and Moscow. Malevich unlike
Rodchenko had not abandoned pure art. He nevertheless
exhibited his "Maquettes for Planites" at the exhibition.
These were interplanetary concepts of architecture. Exter
who had been teaching with Leger in Paris, introduced
Constructivist scenery. Bakst (born Petersburg 1866) died
in Paris in December 1924.
1925~

In Moscow in 1925 OSA, "Association of Soviet Architects"
was founded by a group of artists detached from Asnova. It
attempted a conciliation with technology similar to the
"Productivists". In 1926 OSA became SASS "The Section of
Artists for Social Construction" publishing the magazine
"Architecture today" edited by Ginsburg and Vesnin. The
group remained very active until 1933 and encompassed some
of the best known avant-garde personalities of Russia.
Menikov designed the USSR Pavilion for the Paris International
Exhibition of Decorative Art.

1926-1927
In 1926 Kandinsgky published his Punkt und Linie zu
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Flache, "Point and Line to Plane".

In Moscow in 1927, MASRFOR, theatre of free laboratories,
staged "Dance of the Machines", with rhythmic mechanical
actions, electro-acoustic sounds and Jjazz, Forreger and Klyun
being largely responsible for the work. In April of the same
year in Monte Carlo, Gabo and Pevsner created scenic
constructions for "La Chatte" produced by Diaghilev at the
"Theatre of Monte Carlo".

The same year Tatlin directed a course on "Information
and Culture of Materials" for the "Ceramics Department" of
the Vkhutein in Moscow. Other courses such as "Theory and
Application of Wood and of Metal" were run with the aim of
differentiating between industrial arts and artisan crafts.

In New York at the "Machine Age Exhibition" organised
by the "Little Review" and other cultural associations,
Exter, Gabo, Pevsner, Archipenko, Lipshitz, Zadkine and Louis
Lozowick exhibited works. There were also exhibits by the
Asnova group, by Melnikov and mechanical designs for
costume by Exter.

Also in 1927 Die Gegenstandlose Welt, "The Non-Objective

World" by Malevich was published by the Bauhaus.
1929

In August 1929 Diaghilev (born 1872) died. In the
Autumn of 1929 in Leningrad Inkhuk closed, an event which was
the first clear manifestation of the decline of the avant-garde
and rising social realist tendencies in the arts.

In 1934 the resolution was passed which established
Socialist Realism as the official method in art in the U.S.S.R.
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Izdatelstwo Iskusstvo, Moscow 1969.

IDEAS AND THEORIES ASSOCIATED WITH ABSTRACT ART

BALJEU, Joost - 'The Hegelian Romantic Negation in Modern
Plastic Art', in Art International, No. 2,
February 1966.

BERDYAEV, Nicolas = The Divine and the Human. Geoffrey Bles,
London 1949,

-~ The Meaning of the Creative Act. 1955.

CLARKE, Oliver Fielding - Introduction to Berdyasev. 1950.

CHURCHWARD, Albert - The Signs and Symbols of Primordial Man.
London 1910.

GOODYEAR -~ The Grammar of the Lotus, a New History of Classic
Ornament as the Development of Sun Worship.
London 1891.

HINTON (Charles Howard) - The Fourth Dimension. Published
before 1910 (quoted in Malevich catalogue,
Stedelijk HMuseum, Amsterdam).
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KOFFKA, Kurt - Principles of Gestalt Psychology, Routledge
and Kegan Paul, 1935, 1962.

SCHOENMAEKERS, MoHoJo e A New Picture Qf the Worldo 19150

- Principles of Plastic Mathematics. 1916.

SCHURE, Edouard - Les Grands Initiés. c. 1911.

WORRINGER, Wilhelm - Abstraction and Empathy: a Contribution
to the Psychology of otyle. Eng. Trans. by
Michael Bullock, Routledge and Kegan Paul, London
1963 (First publ. in Germany in 1908).

GENERAL WORKS CONCERNING RUSSIAN ART AND HISTORY
ANTONOVA, Valentina Ivanova - Gosudarstvennaya Tretyakovskaya
Galereya, Izdatelstvo Lskusstvo, MOSCOW 1555.

BENOIS, Alexandre - History of Russian Painting. New York,
1916. Trans. 0% Istoriya RUsSSKoOLi Zﬁévopisi v XIX
veke, St. Petersburg, 1902.

CARMICHAEL, Joel - A Cultural History of Russia. Weldenfeld
& Nicholson, London, 1968.

Cimaise 15e. année No. 85-86. 'L'Art Russe des Années 207
Feb. - May 1968, 41 Rue Héricard, Paris 15.

HARCAVE, Sidney - The Years of the Golden Cockerel.
Robert Hale & Co., London 1970.

HINGLEY, Ronald - A Concise History of Russia. Thames &
Hudson, London 1972.

HOETZSCH, Otto - The Evolution of Russia. Thames & Hydson,
London 1966,

Izobrazitelnoe Iskusstvo, 1919, No. 1 (Periodical containing
articles on avant-garde art and literature in
Russia. See Appendix LVIII).

JELINSKI, K.A. - 'Avant-garde and Revolution' in Arts,
New York, Oct. 1960,

- 'Russian Art Evolution etc.' in Arts, New York,
Nov. 1962,

LABANOV, V. - Artistic Groups over the Last 25 years. Moscow,
1919.

LISSITZKY, El, and ARP, Hans. - Die Kunstismen, Zurich 1925.

LOZOWICK, Louis - Modern Russian Art. New York 1925.
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MARCADE, Valentine - Le Renouveau de l'Art Pictural Russe
1863-1914., Paris 1971.

MUTHER, Richard - Geschichte der Malerei im XIX Jahrhundert,
Munich 189%=4., (Chapter on Russian art by
Alexandre Benois).

NIKOLSKY, Viktor - Istoria Russkogo Iskusstva. R.S.F.S.R.,
Berlin 1923.

Novyi Zhurnal dlya Vsekh, No. 12, 1915. Periodical with
articles on avant-garde arts and literature in
Russia. Illustrated. (See Appendix LX).

REAU, Louis - L'Art Russe de Pierre le Grand a nos Jjours.
2 vols., 1922.

Russkoe Iskusstvo, 1923, Nos. 2-3 (Periodical containing
articles on avant-garde art and theatre in Russia.
See Appendix IIX)

SALMON, André - Art Russe Moderne. Paris 1928.
Sotheby's Catalogue of 20th century Russian paintings,
drawings and water colours, 2/th March 19;3.
STENEBERG, Ebenhard (ed.) - Beitrag der Russen zur Modermen
Kunst. Dusseldorf, Iwucﬁ: H. winterscheidt 1950.
-~ Russische Kunst Berlin 1212-1252. Gebr. Mann
Verlag. erlin e

TALBOT RICE, Tamara - Russian Icons. Spring Books Ltd.,
London 1963.

UMANSKY, Konstantin - Neue Kunst in Russland 1914-~1919.
Munich 1920.

UTECHIN, S.V. - Everyman's Concise Encyclopedia of Russia.
J.M. Dent g Sons Ltd., London I9%T.

Catalogue: Erste Russische Kunstausstellung. Galerie van
Diemen, Berlin, Nov. 1922.

Exhibition catalogue - L'Art Russe des Scythes & nos jours,
Paris, Grand Palais des Champs %Iyseg, 1967=8.

NINETEENTH CENTURY MOVEMENTS IN RUSSIA: WORLD OF ART AND
SYMBOLLSM

ANTONOVA, E. - Art Russe, Revolution de 1905. Moscow 1955.

APOLLON - St. Petersburg. 1909-17. (Periodical)
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BENOIS, Alexandre - Reminiscences of the Russian Ballet.
London 194l.

- Memoirs. London 1960.

BOWLT, John - The 'Blue Rose' Movement and Russian S¥gbolist
Painting. Ph.D.,thesis for St. Andrews University,
1971.

- 'Russian Symbolism and the Blue Rose Movenment',
in Slavonic and East European Review, April 1973.

- 'Synthesism etc.' Forum for Modern Languages,
Jan. 1973.

CALVOCORESSI, M.D. - Moussorgsky. London 1946,

CHALYAPIN, F. - Man and Mask. London 1932.

COQUART, A. = Dmitri Pisarev et l'ideologie du Nihilisme
Russe: 18L0-68, Paris 1946,

CIURLIONYTE-KARUZIENE, V., GALUANE, P. etc. - M.K. éiurlionis.
Vilnuis, 1961.

Art Russe: Exposition Paris 1906. Intro. by Serge Diaghilev.
DIAGHILEV, Serge P. - Théftre Serge de Diaghilev. Paris 1924.

DRAMPYAN, R. = Saryan. Moscow,  Leningrad, 1964,

Forum for Modern Language Studles - special issue on literature
and the plastic arts, incl. articles by J. Bowlt
and Barnes. Oct. 1972.

GALAUNE, P. - M.K, Ciurlionis. Kaunas 1938.

GRIGORIEV, S.L. = The Diaghilev Ballet, 1909-1929. London
1953.

ZHIVOVA, 0.A. - Filipp Andreevich Malyavin, 1869-1940; Life and
Work. lzdatelstvo Iskusstvo, Moscow 1967.

MAKOVSKY, S.K. - Talachkino. L'Art Décoratif des Ateliers
de la Princesse Tenicheva. ot. Petersburg, 1906.

Mir Iskusstva - Russian Periodical; 1899-1904.

MITSKEVICH, S.I. (ed.) - Al'bom Revoliutsionnoi Satiry.
Moskva 1925.

PISAREV, D. - La Destruction de l'Esthetique. M. 1865.

SARYAN, Martiros S. - Reminiscences of my Life. (In Armenian)
'Aiastan!' Publications, Erevan, 1960.
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- Zolotoe Runo (Le Toison d'Or)
magazine. Moscow 1906-9. First © months publ.
in French and Russian; remaining issues Russian
only but with French titles and inded.
(Ed.) Benois, A.; Ryabushinsky, N.;
Shervashidze, A. etc.

SURVEYS OF TWENTIETH CENTURY RUSSIAN ART

'L'Art en Russie' - L'Oeil, Nov. 1965 (see also articles
Nov. 1955; Sept. 1960).

Aspects of Russian Experimental Art, 1900-1925 - Exhibition
Catalogue, Grosvenor Gallery, 1967.

Avant-Garde 1910 1930 Osteuropa - Catalogue, Ausstellung der
Deutschen Gesellschaft fur Bildende Kunst,
Kunstverein Berlin, und der Akademie der Kunst;
Qot. = Nov. 1967.

Il Contributo Russo alle Avanguardie Plastiche - Catalogue,
Galeria del Levante, Milan - Rome 1964.

Form - Quarterly magazine, from Dec. 1966. Eds.: Philip
Steadman, Mike Weaver, Stephen Bank. 85 Norwich
St., Cambridge.

EHRENBURG, E. = 'L'Art Russe d'Aujourd'hui' in L'Amour de
1'Art, Vol. 2, 1921, pp. 367-370.

GRAY, Camilla - The Great Experiment: Russian Art 1863-1922.
Thames & Hudson, London 1962 (Bibliography).

GUERCIO, Antonio del - 'L'Avantgarde Russe' in Opus
International, No.24/25, May 1971, pp. 20=25.

- Le Avanguardie Russe e Sovietiche. Eds. Fratelli
Fabri,Milan 1971.

LOZOWICK, Louis -~ Modern Russian Art. New York, 1925.

Schénenberger, Gualtiero: "Pittura Russa del Primo Novecento"
in Art International, Vol. VIII/9, November 25,
196E’ PPe. 26:2:'-

Les Origines de la Peinture Moderne en Russie - Exhibition
catalogue, Tretyakov Gallery, Moscow, 1925.

Osteurop¥ische Avantgarde (bis 1930) - Exhibition catalogue,
Galerie Gmurgynska-bargera, Koln, Oct. 1970 -
Jan. 1971.

Russian Avant-Garde 1908-1922 - Exhibition catalogue, Leonard
Hutton Galleries, 967 Madison Avenue, New York;
OCt. - DeC- 19710




1334

SALMON, André - Art Russe Moderne. Paris 1928.

SARABYANOV, Dmitri - Russian Painters of the Earl
EWentleth Century (llew trends). In English and
Russien. Aurora Art Publishers, Leningrad, 1973.

SELINSKY, K.A. 'Russian Art, Evolution and Revolution!',
in Arts, New York, Nov. 1962 (also articl: Oct.
1960).

Twentieth Century Russian Paintings, Drawings and Watercolours
1900- E%BO, and an important collection of Futurist
manifestoes. Catalogue, cotheby & CO., Sate =
29 March I9?3

UMANSKY, K. - Neue Kunst in Russland 1914~-1919. Pctsdam 1920.

RUSSIAN PRIMITIVISM AND FUTURISM

Exhibition catalogue - Galerie Devambez, Larionov et
Gontcharova, Introd. by G. Apollinaire.

Vladimir Baranoff—Rosginé - .Catalogue, Galerie Jean Chauvelin,

- Catalogue of the Retrospective exhibition at the
Rutland Gallery, London 1971.

Blaue Reiter - Exhibition catalogues, Munich, 1911, 1912.

Blaue Reiter Almanach (Ed.) V.V. Kandinsky, etc. = Munith,
1912,

BOLSHAKOV -~ Le Futur ... ris. (Poem illustrated by Larionov
and Goncharova) Moscow, 1913.

BOWLT, John E. - 'Neo-Primitivism and Russian Painting' in
The Burlington Magazine, Vol. CXVI, No. 852,
March 1974, pp. 133-1L0.

DREIER, Katherine - Burliuk. New York, 1944,

EGANBURY, E. - Natalya Goncharova (i) Mikhail Larionov.
Moscow, 1l913.

FRY, Roger - 'M. Larionov and the Russian Ballet' in The
Burlington Magazine, 1919.

KartinyNatalii Sergyeevnwi Goncharova 1900-1913 - Exhibition
= catalogue, Khudozhestvennuii Salon, Moscow, 1913.

Exposition des Oeuvres de Goncharova et de Larionov: L'Art
oratif Thedtrale Moderne - Catalogue, Galérie
Sauvage, Paris 1918.
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Natalie Goncharova, Michel Larionov - Catalugue, Galérie de
1'Institut, Paris, 1956.

Oslinyi Khvost i Mishen ('The Donkey's Tail and the Target!')
illustrated by Goncharova, Larionov etc. Moscow,
July 1913.

GONTCIAROVA, N. = Radiantismo (Rayonist Manifesto in Italian,
see Appendix XX Rome, 1917.

Catalogue of the Exhibition Goncharova and Larionov at the
Ruskin Gallery, Birmingham, 18 June - /7 July 1928,

Michel Larionov -~ Exhibition catalogue, Acquavella Galleriles
Inc., New York, April - May 1969.

Larionov - Catalogue of the retrospective exhibition, Maison
de la Culture, Nevers et de la Nieévre. June -
July 1972.

Retrospective Exhibition of Paintings and Designs for the
Theatre: Larionov and Goncharova - Catalogue, Arts
Council 1961; Leeds, Bristol, London.

Larionov, Goncharova - Exhibition catalogue, Galerie Beyeler,
Basel. July - Sept. 1961.

LARIONOV, M. = Luchizm (Rayonism). Moscow, 1913.

- 'A Propos du Rayonisme', copy of a letter addressed
to A.H. Barr, Jr., Paris 1930.

-~ 'Rayonists and Futurists', in The Donkey's Tail
(C.A. Munster Editions, Moscow, 1913).

LAVRSKY, N. = Article on Shevchenko's paintings, in
A, Shevchenko, by A. Grishchenko and N. Lavrsky,
Moscow 1919.

LEHRMANN, Graziella - De Marinetti & Mayakovski. Zurich 1942,

LIVSHITS, Benedikt - Polutoraglazyi Strelec ('The Archer with
an Eye and a Half', chronicle of meetings between
writers and painters in 1913). Writers' Exhibition,
Leningrad 1933.

VystavMa Kartin Natalii Sergyeenwi Goncharova 1%00-1215 - St.
Petersburg. Khudozhestvennoe bByuro.

Neue Kiinstlervereinigung — Catalogue. Munich, 1911.

Lubok = Russkie Narodnie Kartinki XVII-XVIII. (The Lubok -
17th and 18th century Russian Broadsides). Text
by Yuri Ovsyannikov; Eng. text by Artur
Shkarovsky Raffé. Sovyetsky Khudozhnik
Publishing House, Moscow, 1968.
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MIDLER, V. = Intro. to the exhibition of works of artists
in The Knave of Diamonds Group. lMoscow, 1927,

MEYER, Franz - Chagall. Thames & Hudson, 1964.

PARNACK, V. - Gontcharova, Larionov: L'Art Décoratif Théitrale
Moderne. Paris, 1919.

Pervyl Zhurnal Russgkikh Futuristov. Moscow, 1914, Nos. 1 and 2.

Pirosmanishvili, Niki - Exhibition catalogue, Musée des arts
DEcoratifs, March - April 1969.

- Exhibition catalogue, Tiflis, 1926 (Text in Russian
and Georgian).

RODITI, Edouard - Interview with Marc Chagall, in Preuves,
Paris, Feb. 1958. pp. 27=8.

Russkyi Estamp Kontsa XIX-Nachala XX Veka - (Catalogue of the
exhibition VRussian Prints of the Late Nineteenth
Century and Early Twentieth Century'), intro. by
V.A. Pushkarova. Catalogue by S.S. Sherman and
E.F. Kovtun. Leningrad, 1967.

MALTSEV, N. and TARANOVSKAYA, N. - Russkie Prialki - Russian
"~ Distaffs. (Album of 79 illustrations, Russian text
with English summary) Aurora Art Publications,
Leningrad, 1970.

SHEVCHENKO, Aleksandr - Printsipyi Kubizma ('The Principles of
Cubism'). Moscow, I9E3 (Appendix XXVI).

Der Sturm: Herwarth Walden und die BEurop#@ische Avantgarde,
Eeriin ;gzz-%gzz. Exhibition catalogue, otaatliche
seen, Berlin,DBR, 1961.

TASTEVEN, G. - Futurizm. Moscow, 1912.

USSR = Artistes = 1910 - Exhibition catalogue. Paris,
Bernheim Jeune, 1910.

VERGO, P. - 'A Note on the Chronology of Larionov's Early
Work!'! in The Burlington Magazine, Vol. CXIV, No.
832, July 1972.

WALDEMAR=-GEORGES, L. = Larionov. Paris Biblioth&que des
Arts, 1966.

SUPREMATISM AND RELATED MATERIAL

ANDERSEN, Troels - Malevich. Catalogue raisoneé of the Berlin
Exhibition 1927, incl. the collection in the
Stedelijk Museum, Amsterdam. Publ. by the
Stedelijk Museum, Amsterdam, 1970.
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ALVARD, Julien - 'Les Idées de Malevich', in Art d'Aujourd'hui,
No. 5, 5 July 1953; Jan. 1951; June 1952.

BALJEU, Joost -~ 'The Problem of Reality with Suprematism,
Constructivism, Proun, Neoplasticism and
Elementarism' in The Lugano Review, Vol. I/I,
I1/1965. Switzerland. Ed. James Fitzsimmons.

BIRNHOLZ, Alan C. = 'El Lissitzky's Writings on Art' in
Studio International, Vol. 183, No. 942, March
1972, p. 90.

PUGH, Simon - 'Suprematism: an Unpublished Manuscript by
Malevich' in Studio International, Vol. 183,
No. 942, March 1972, p. 100. (See also Part I).

BOJKO, Szymon - New Graphic Design in Revolutionary Russia,
Lund Humphries, 1972.

GINDERTAEL, R.=V. = Introduction to the catalogue of the
exhibition: Pougny (Jean) 1958. Albi. Musée T.
Lautrec,

HABASQUE, G. - 'Les Documents Inédits sur les Debuts du
Suprematisme', in Aujourd'hui, Art et Architecture,
NO. Ll', 1955.

KALLAI, E. - on Malevich, in Kunstblatt, VII, 1927, pp. 264~
266.

MALEVICH, Kazimir - 'Form, Colour and Perception' (Forma,
tsvet i oshchushcheniya) - in Sovremennaya
Arkhitektura, No. 5, 1928, pp. 157~-159, Moscow.

With a letter to the editors from Malevich, p. 156.
- The Non-Objective World. Chicago, 1959. Trans.
rom German Dy Howard Dearstyne. (Trans. from
Russian into German by A. von Riesen, publ. by
Albert Langen, Munich, 1927, as Vol.II of the series
of Bauhaus books under the title Die Gegenstandlose
Welt.)
~ 'Unovis', in Iskusstvo No. 1 Vitbsk 1921.
- Essays on Art lglg—lgzj. Trans. by Xenia Glowacki-
Prus and A. Mc an, ed. by Troels Andersen.

Publ. by Rapp & Whiting, London, 1969 (2 Vols.)

- Kazimir Malevich 1878-1935 - An exhibition...at
the whitechapel Art Gallery, London 1959.

The Non-Objective World 1914~1924 - Exhibition catalogue,
Annely Juda Fine Art, 11-12 Tottenham Mews,
London Wl, June 30 - Sept. 30 1970.
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Plastique -~ Periodical, Ed. S.H. Taeuber Arp. Paris,
Meudon, New York. No.l-5, 1937-9.
No. 1 = devoted to Malevich.
No. 2 - incl. manifesto on 'Dimentionisme' by
Sirato, with signatures incl. Delaunay.

LISSITSKY, E1 and ARP, Hans - Die Kunstismen - Les Ismes de
1'Art ~ The isms of Art. Erlenbach, Zurich,
Leipzig, Rentsch, 1925.

Vesch, Gegenstand. Objet. = Publié sous la direction de
El Lissitsky et Elie Ehrenburg. Berlin, Verlag,
'Skythen' 1922.

LISSITZKY-KUPPERS, Sophie - El Lissitzky. Thames & Hudson,
1968.

NARKOMPROS; C&talogue of the 10th state exhibition:
Creation without purpose and Suprematism. Moscow,
1919.

NEUMANN, Eckhard - Functional Graphic Design in the 20's.
Reinhold Publishing Corporation, New York,
Amsterdam, London.

PLUCHARD, Frangois - 'Lissitzky, Romantique et Ingénieur du
Futur! in Art International, Vol. X/2, February 20,
1966, pp . 1D"'18.

Pougny: Oeuvres de Jeunesses et Oeuvres Choisies -~ Exhibition
catalogue, Galérie Coard, Paris, 1959.

SPENCER, Herbert - Pioneers of Modern Typography. Lund
Humphries, 1969.

SURO, Derio - 'De Malevich & Demain. Construction et
Geometrie en Peinture' in Aujourd'hui, No. 29,
Dec. 1960, p. 54.

VALLIER, Dora - 'L'grt Abstrait en Russie: ses Origines,
ses Premieres Manifestations' in Cahiers d'Art,
V, 1960, pp. 33=35. :

~ L'Art Abstrait. Paris, 1967.

KANDINSKY
BLAVATSKY, HeP. - The Key to Theosophy. London, 1889.

BRION, Marcel - Kandinsky. Paris, 1961.
CASSOU - Kandinsky. Thames & Hudson, 1961.

EPTLINGER, L.D. - Kandinsky's 'At Rest': Charlton Lecture on
Art, reprinted Oxford, .19ol.
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GROHMANN, W. - Wagsilly Kandinsky, Life and Work. Harry H.
Abrams Inc., New York. Library of Congress Cat.

The Blaue Reiter Almanac, edited by Wassily Kandinsky and
Franz Marc - new documentary edition, Ed. & intro.
by Klaus Lankheit. Thames & Hudson, 1974.

KANDINSKY, W. = Uber das Geistige in der Kunst. Munich:
R. Piper, 1912 (Dec., 1911). First translated into
English by M.T.H. Sadler; The Art of Spiritual
Harmony (London, 1914) also Eng. trans. by
Francis Golffing, Michael Harrison and Ferdinant
Ostertag - Concerning the Spiritmal in Art,
(Documents of Modern Art. George wittenborn Inc.,
New York, 1956).

L1d

- Klange, Munich, 1913.
- Blickblicke (autobiographical essay). Berlin, 1913.

- Article on himself, in Izobrazitelnoe Iskusstvo,
Narkompros, 1918.

- 'K Reforme Khudozhestvennoi Shkoly', in Iskusstvo,
1923, NO. l, ppt 399"'"‘06-

- 'Musei Zhivopisnoi Kultury', in Khudozhestvenoe Zhizn,

1920, No. 2, pp. 18-20.

- Punkt und Linie zur Fldche. Munich, 1926. Trans:
Point and Line to plane, New York, 1947.

LINDSAY, Kenneth - An Examination of the Fundamental Theories
of Wassily Kandinsky. Unpublished dissertation,

University of wisconsin, 1951 (quoted in Paul Overy -

Kandinsk Ve

MYERS, B. - Expressionism: a generation in revolt. 1958.

OVERY, Paul - Kandinsky, the language of the eye. Elek
Books Ltd., London, 1969.

RINGBOM, Sixten ='Art in the Epoch of the Great Spiritual!
(Occult Elements in the Early Theory of Abstract

Painting) in Journal of the Warburg and Courtauld
Institutes. Vol. 29, 1966, pp.‘?ﬁEéﬂIg?"" e

- The Sounding Cosmos. University of Turku, Finlandg,
1972.

ROETHEL, Hans Konrad - Kandinsky: Das Graphische Werk,
Schauberg 1970.

SELZ, Peter - German Expressionist Painting. University of
California Press, 1957,
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VRIESEN, G. - Auguste Macke. Stutgart, 1957 (Bibliography).

PROPAGANDA ART AND POSTERS OF c. 1917.

Agitatsyonno-Massovoe Iskusstvo Pervyie Let Oktyabrskoi
Revolyutsii - Exhibition catalogue: 'Mass-agitation
art of the first years of the October Revolution'
Moscow, 1967.

ARVATOV, B. - Natan Altman, M/L, 1924.

BABEL, Isaac - Red Cavalry (Eng. trans. from Russian by
John Harland), 1929.

ETKIND, M, - Natan Altman . 'Sovietsky Khudozhnik!'
Publications, Moscow 1971, Text in Russian.

Caricature in the Service of the Socialist Reconstruction -
Catalogue, Moscow, 1932.

FIODOROV-DAVIDOV - Russko Iskussto Promislepnogo Kapitalisma.

FITZPATRICK, Sheila - The Commissariat of Enlightenment: Soviet
organisation and the arts under Lunacharsky, October
1917-1920. Cambridge University Press, 1970.

LUNATSCHARSKI, Anatoli = Die Revolution und die Kunst.
Esgays, 1920/22. Vab. Verlag der Kunst, Dresden,
1962.

Petrogradskie Okno Rosta - Catalogue of the exhibition,
Leningrad, 1968. Catalogue by A.V. Chistyakova,
edited by V.A. Pushkarova.

PUNIN, N.N. = Ruskyi Plakat, 1917-1922. With illustrations
of posters by V.V. Lebedev. Petrograd, 1922.

Russian Drawing in the Decade since the October Revolution -
~ Catalogue of Acquisitions, Tretyakovskaya Gallereya,
Moscow, 1928.

Russian Plackards, 1917-1922: lst. part. Petersburg office
of the Russian Telegraph Agency, ROSTRA. Petersburg
branch of the news of the all-Russian central
executive committee, 1923. French and English.

Sovyetskiy Reklamyi Plakat (Soviet Advertising Poster)
1917-19%2, in Russian, English and German.
edited by V. Pankratova. Sovyetsky Khudozhnik
Publications, Moscow, 1972.

SHTERNBERG -~ Article on Vkhutemas in Kunstblatt, 1922.
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TROTSKY, L. - Literature and Revolution. New York, 1925.

TUGENHOLD, J. - Iskusstvo Oktyabrsky Epokhi. Leningrad,
1930.

WESTHEIM, Paul - 'Russian Art under Lunacharsky' in De Stijl,
F 111, 9, 1920, p. 589. Vol. I-III 1968 reprint.

CONSTRUCTIVISM AND PRODUCTIVISM

Exhibition catalogue: Art in Revolution. Soviet Art and
Design since 1917. Hayward Gallery, London,
Feba - April 19710

ANDERSEN, Troels - Vladimir Tatlin: Exhibition catalogue,
Moderna Museet, Stockholm, 1968.

Archipenko, Intermational Visionary.- Catalogue of the
Retpospective Exhibition at the Musée Rodin
organised by the International Art Program,
Smithsonian Institute, Washington, 1969. Ed. by
Donald H. Karshan.

BALDOVICI, Jean - 'Les Constructivistes' in L'Architecture
Vivante, 1925, Vol. 3, No. 9, pp. 5-10.

BANHAM, R, = Theo§x and Design in the First Machine Age.
London 1960.

BANN, Stephen = Consgtructivism. Wittenbourne Documents of
Modern Art, U.S. Thames & Hudson, 1973.

DENVIR, Bernard: 'The Lost Generation: Russian Constructivist
and Suprematist' in Art International, Vol. XVIIi/10,
December 15th, 1973.

EFROS, Abram - Portret Natana Altmana. M/L, 1922.

EHRENBURG, Ilya - A Yse-Taki on’a Vertiksia. Moscow and
Berlin,

ELDERFIELD, John.g 'On Constructivism' in Artforum, May 1971,
ppn 57“ 3-

FEDEROV=-DAVIDOV - 'Skulptura' in Pechat i Revolutsia, M/L
1927, pp. 185-201.

Alexandra Exter - Exhibition catalogue, Galerie Sarja,
erlin, 1922.

GABO, N. et al. = 'Naum Gabo and the Constructivist
Tradition' in Studio International, April 1966.

- Of Divers Arts. Washington, U.S.A. N.G. of Art, 1962.
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GABO, N. and PEVSNER, A - Realist Manifesto. Moscow,
5 August 1920. TFng. trens. Alexei Pevsner - Naum
Gabo and Antoine Pevsner, Amsdérdam, 1964.

GABO, N. - Témoignages pour 1'Art Abstrait. Paris, 1952.

Gabo: Konstruktive Plastik - Exhibition catalogue, Hanover:
“Kestner-Gesellschaft, 1930.

GAN, Alexei - Kongtruktivizm. Moscow, 1922.

GIEDION, S. = Mechanisation Takes Command. Oxford University
Press, 1948,

KAKABADZE, David - Du Tableau Constructif. Edition du Chéne
Vert, 46, Bvd. St.-Jaques, Paris, 1921.

- Du Tableau Constructif (in Georgian) Paris, 1926.

- Article on 'Tableau Constructif' in L'Effort Modern,
Feb. 1924, No. 2.

- '"Deux Conceptions Spatiales etc.' in L'Effort Modern
Jan. 1926, No. 26, Galerie Rosenberg, Paris.

David Kakabadze - Album of 41 reproductions with intro. in
Georgian by L. Rcheulishvili, summaries in Russian
and French. Tbilisi 1966.

KALLAI, Ernst - 'Konstruktivismus' in Jahrbuch der Jungen
Kunst, 1924. pp. 374~386.

KLUB V.S:P. -~ Exhibition catalogue - Work by Varst, Vesnin,
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Publ. by the Figurative Arts Section 120, Petrograd,
1920.

- Tatlin Protiv Kubizma (Tatlin against Cubism).
Petrograd 1921.

RATHKE, Ewald - Konstruktive Malerei 1915-1930. Hanan, 1967.

READ, H. - Constructivism: the Art of Naum Gabo and Antoine
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collection, Milan 39

CEZANNE, PAUL

381 The Card Players 1896-2. 0il on
_ canvas: 52% x 71% Barnes
Foundation, Merion, USA. 501
65 Le Parc du Chateaw Noir. National
Gallery, London. 83

CHAGALL, MARC

268 The Drunkard, 1911-12, 0Oil on canvas:
33% x 45% ins. Collection Hans
Neumann, Caracas. 317

269 Woman with Fan, 1911. Gouache and ink
on brown paper. 7 x 11§ ins. Private
collection, Paris. 317

CHAIKOV, JOSEPH
669 The Bridge Builder, c. 1928 901
670 Iractor Factory, 1932. 901

CHEKHONIN, C.V.

627 Plate with emblem of hammer and sickle
among flowers. State factory,
Petersburg, 1918. 841

CHEBOTAREV, K.K.

606 Marseillaise, Sketch for a painting.
Kazan 1922. 799
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Page
CHERNIKOV, JACOB
Design for the emblem of 0.S.A. (The
Association of Soviet Architects) 1925 1009

CHEVREUL, EUGENE
Colour Wheel 96

Diagram showing how a colour is made to

appear different through Jjuxtaposition with
another colour. Three pairs of red, yellow

and blue spots are surrounded by other

colours thereby inducing tendencies to dis-
play the complementary colours in the spot 98

Theory of complementary colours 94

CIURLIONIS, MIKAJOLUS
Rhythms of the Towers, 1906, Indian ink

on paper. 70 x 100 cms. 222
From the cycle of "Winter", 1907,
tempera, 40 x 60 cms. 222

Fragments of an "illustration" for his
"Musical Composition", 1909, Indian
ink on paper. 20 x 7 cms. 222

Sonata of the Stars, Allegro, 1908,
tempera on paper, Kaunus Museum, Lithuania 223

Sonata of the Stars, Andante, 1908,
tempera on paper, Kaunus Museum, Lithuania 224

COURBET, GUSTAVE

The Stonebreakers, 1849, Formerly
Gemaldgalerie, Dresden, Burnt, 1945 16

Le CORBUSIER (CHARLES-EDOUARD JEANNERET)

Nature Morte a la Pile d'Assiettes, 1920

(Still Life with Pile of Plates) 81 x 100

cmes (32 x 39% ins.) Kunstmuseaum, Basle,

La Roche Bequest. 748

DELACROIX, EUGENE

Lion Hunt, 1861. Chicago Art Institute
(Potter Palmer Collection)

Sketch for "Lion Hunt"

&8
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DEGAS, EDGAR

The Dancing School, 1876. Corcoran
Gallery of Art, Washington

DELAUNAY, ROBERT

The Church of Saint Severin, No. 7,
1909.

The Eiffel Tower, 1910-11, 0il, 195.5 x
129 cms. Kunstmuseum, Basle, Emanuel
Hoffmann Foundation

Simultaneous Disc, 1912.

Windows open simultaneously (first part,
third motif), 1912. 0il on canvas: 18 x
14% ins. Tate Gallery

The Cardiff Team, 1912-13. O0il: 196 x
130 cms., Stedlijk van Abbe Museum,
Eindhoven

Hommage & Blériot, 1913-14.

Eiffel Tower, c. 1925. Arensberg
Collection, Philadelphia

DENETKA,  &. Al
A Sportswoman, c. 1933-=39

DENIS, MAURICE

Decorative murals by Maurice Denis
reproduced in Mir Iskusstva

DENISOV, V.
Panel

DE STIJL

Page from a De Stijl magazine, 1918,
showing the hall and staircase at a

holiday centre designed by J.J.P.Oud
and Theo van Doesburg

92

33
95

97

99

98

100

1032

175

176

543
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Page from a De Stijl magazine with two
models in concrete by George
Vantongerloo c. 25 cms. high dated
1919. (The left model in the Peggy
Guggerheim collection, Venice)

A page from a De Stijl magazine showing
two views of a spatial construction by
Robert van t'Hoff

DIETZ, Y

Line drawing, reproduced in Mir Iskusstvo
NOS. 15-1{—.3, 1900’ po 61.

DISNEY, WALT
Wolf Pacifier, 1936

DOBUZHINSKY , MATISLAV

"This is how our glorious General took
over our Fortifications" ("Zhupel"
["Scarecrow"]) No. 2, 1905

"Peacefulness, published in "Zhupel"
No. 2.

DUCHAMP, MARCEL

Nude descending a staircase, No. 1,
December 1911.

Sad Young Man in a Train, December 1911

Nude coming down stairs, No. 2, 1912
Oil: 148 x 90 cms. Philadelphia Museum
of Art, The Louise and Walter Arensberg
Collection

The Bride, 1912. Louise and Walter
Arensberg Collection, Museum of Art,
Philadelphia

Bachelor Apparatus, 1913 (Plan)

Cemetery of Uniforms and Liveries No. 1,
1913. Pencil on paper: 31 x 40 cms.

(12 x 16 ins.) The Philadelphia Museum
of Art (The Louise and Walter Arensberg
Collection

543

543

183

727

191

191

36
36

37

720
714

716
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Page

Chocolate grinder No. 1l. March or April

1913, O0il on canvas: 63 x 65 cms. (25 x

26 ins) Louise and Walter Arensberg

collection, Museum of Art, Philadelphia 721

Nine Malic Moulds, 1913-14., 0il, lead

wire and foil on glass. 66 x 104 cms.

(26 x 41 ins.) Collection of

Mrs. Marcel Duchamp, New York 716

Chocolate Grinder No. 2, February 1914.

0il, thread and pencil on canvas: 65 x

54 cms. (26 x 21 ins.) The Philadelphia

Museum of Art (The Louise and Walter

Arensberg Collection) 721

Glider containing a Water Mill (in neigh-
bouring metals), 1913-15. O0il, lead wire

and foil on glass. 153 x 84 cms. (60 x 33

ins.) The Philadelphia Museum of Art (The

Louis and Walter Arensberg Collection) 722

Sex Cylinder - Wasp 718

To Be Looked at (from the other side of

the glass) with One Eye, Close to, for

Almost an Hour, 1918. Lead, o0il, rusted

metal, magnifying glass and silver

"scratching" on glass. 51 x 41 cms.

(20 x 16 ins.) The Museum of Modern Art,

New York 677

ERENBURG, ILYA

A Vee Taki Ona Vertitsya ("And yet it
Moves") Helikon press, 1922.

ENSOR, JAMES

The Skate, 1892, Musées Royaux des
Beaux-Arts, Brussels 261

ERNST, MAX

It's the hat that makes the man (the

Tailor is the Style), 1920, Collage

(14 x 18 ins.) Papier collé. Museum

of Modern Art, New York 728

EXTER, ALEXANDRA

Constructivist setting for Calderon's
"La Dama Duenda" 944
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Constructivist setting for the film
"The Daughter of the Sun"

The curtain of the Kamerny Theatre,
Moscow, designed by artist Alexandra Exter

Costume designs by Alexandra Exter for
the production of Oscar Wilde's "Salome"
at the Kamerny Theatre, Moscow. Jokanan
(left), Salome (centre), Herod (right)

Alice Giorgievna Koonen as Salome in the
production of Oscar Wilde's Tragedy at the
Kamerny Theatre, Moscow

"Romeo and Juliet" at the Kamerny Theatre,
Moscow, with setting and costumes designed
by Alexandra Exter in style similar to

her "Salome"

Costume Sketch
A. Feodorov - Figure Study of a Dancer
Constructivist setting for a Tragedy

FALK, ROBERT

Portrait of the Tartar Journalist Midhad
Refatov, 1915. 0il on canvas: 48% x 31%
Tretyakov Gallery, Moscow

FEININGER, LYONEL

Bicycle Race, 1912. 0il: 31% x 39% ins.
The Bridge I, 1913. 0il: 31% x 39% ins.
Avenue of Trees, 1915. 0il: 31% x 39% ins.
Markwippach, 1917. Oil: 31% x 39% ins.

FOMINE, I.
Cupboard reproduced in Mir Iskusstva

GABO, NAUM
Constructed Head, No. 1, 1915, Wood.
Torso, 1917. Sheet iron treated with sand

Head of a Woman, 1916-17. Celluloid,
metal, 24% x 19% ins. The Museum of
Modern Art, New York

946

946

47
948
948
948

478

54
54
54
54

176

909
909

910
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390

361

259

123
124 & 125

126

1360

Project for a Radio Station, 1919-20,
Pen and ink on paper, private collection
USSR.

Kinetic Construction, 1920. Metal rod
vibrating by means of a motor

Design for Kinetic Construction, 1922,
Pen and ink. This construction is an
oscillating rod which in movement forms
a volume

Spatial Construction C, (model in iron
and perspex) A page from the catalogue
of the Erste Russische Kunstausstellung,
Berlin, 1922.

GINZBURG, MOSES

Ginzburg's entry for the competition
for a design for the "Palace of the
Soviets", 1932

GLEIZES, ALBERT

Landscape, 1911. 0il on canvas mounted
on board 28 x 36 ins. (71 x 91.5 cms)
Collection of Mr. and Mrs. Morton

G. Neumamn, Chicago

Landscape at Meudon, 1911. O0il on
canvas: 57% x 45% ins. (147 x 115 cms)
Musée Nationale d'Art Moderne, Paris.
(Exhibited at Les Indépendants, Brussels,
1911, and at the Salon de la Section D'Or
Paris, 1912).

GOLDBERG

An idea for keeping a buttonhole flower
fresh

GOLOVIN, ALEXANDER
Work in ceramic tiles

Majolica plates (Reproduced in Mir
Iskusstva Nos.3-4, 1900, pp.65=-66.)

Washstand in majolica and wood
(Reproduced in Mir Iskusstva, Nos.3=4
1900, p. 68)

911

912

913

844

1010

507

4e7

727

LT
177

178
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Figure Page
127 A room with the fireplace designed

by Vrubel and furniture by A. Golovin 179
128 A room with panel and door by Golovin

and a cupboard by V. Vaznetsov

(Reproduced in Mir Iskusstva) 179

GONCHAROVA, NATALIA

277 cuttlng, 1910. 0il on canvas:
388 x 46%. Private collection, Paris 331

276 The Evangelists, 1910-11. 0il on canvas:

80% x 225. Private Collection, Paris 330
278 Ecing Peasants, 1911. O0il on canvas:

36— x 562, Private Collection, Paris 332
281 Gatherlng Wood, 1911. Tretyakov Museum,

Moscow. 334
279 Peasants Picking Apples, 191l. O0il on

canvas, 41 x 38g, Tretyakov Gallery, Moscow 333
280 Haymakers, c. 1911. . 333
219 Cover of "Igra v Adu" ("A Game in Hell")

First edition, Moscow, Rikhter, August,

1912, 283
306 The Green and Yellow Forest, 1912. 371
282 The Looking-glass, 1912 i -
299 The Cyclist, 1912-13 366
48 Electric Lamps, c.1l912-13 4L
310=-327 "Lefutur" (Autumn 1913), a publication of

poemns by K. Holshakov with illustrations

by Natalia Goncharova and Mikhail Larionov.
Illustrations and handwritten text

lithographed on paper. 388

256 Cover of A. Kruchenykh's "Pustynniki"
('Hermits'), "Pustynnitsa" ("Hermit Woman")
containing 15 drawings (including upper
cover and title pagn§ by Natalia Goncharova
Text in capital letters on one side of
page. Lithographed, Moscow, 1913. 296

257 Title page of Kruchenykh's "Pustinniki-
Pustinnitsa". Lithographed in Moscow, j
1913 297

388 Aeroplan nad Poezdom ("Aeroplane over
Train"), 1913-14 506

328 Front cover designed by Goncharova for
the magazine Tsentrifuga ("Centrifuge") 396
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Cover design of "War" (Voina) "Mystical
Images of the Wer". Fourteen lithographs
published in Moscow in 1914 by

V.N. Kashin

Page 10, "Angels and Airplanes" in
"War" (Voina) 1914

Cats

GRIS, JUAN
Fruit dish and carafe, 1914

GROSZ, GEORG

Designs for costumes for the play
Das Trunken Schiffe. Left: Cleopatra
(Gliere), Right: Methusalem (Goll)

HECHT, TORSTEN

Stage set by Torsten Hecht
(Stadtheater Meinz)

IOFAN

Projects for the Palace of the Soviets
by Iofan, Gelreich and Roudnev:
Project finally selected for the
competition for a design for the
"Palace of the Soviets", 1932

ITTEN, JOHANNES

Pages from J. Itten: Design and Form
showing an exercise "to make the students
experience the elementary geometric forms
three dimensionally (Weimar 1921).

Figure 454, like Malevich's "architectons"
"is not an architectural model but a study
in cubic character"

A page from J. Itten: Design and Form,

The Basic Course at the Bauhaus, illus-
trating "scales of proportion from

broad to narrow in parallel and oppose
directions", and "lines of vertical and
diagonal character composed as broad-
narrow proportion contrasts (Berlin, 1928)

Page
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275
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JESSNER, LEOPOLD

Expressionistic setting with a
naturalistic tendency for Leopold
Jessner's production of Gerhard
Hauptmann's “Die Weber" State Theatre,
Berlin

KAKABADZE, DAVID

Funeral at Imeretia. O0il on Canvas:
1913, 5 x 5 ft. Collection of the
artist's widow

Detail of Figure 569
Detail of Figure 569
Detail of Figure 569

Head, oil on canvas: c. 2 £t6 x 3ft.
Collection of the artist's widow

Relief construction, 1924-25.

Self Portrait with Pomegranates, 1913.
103 x 170 cms. Collection of the
artist's widow

Landscape with Red Road, 1918.
63 x 84 cms. Collection of the
artist's widow

Sketch for the mural painting
"Khimereona" (a word derived from

Chimera), 1919. 21 x 23 cms. Collection

of the artist's widow

Cubist Composition, 1920. O0il on card.
50 x 60 cms. Collection of the artist's
widow

Sculpture, 1926, Polished metal.
Brooklyn Museum, New York

Plates I and II of Du Tableau Constructif

(Georgian edition) Paris 1926

KAMENSKY, VASSILY

Kamensky's ferroconcrete poem
Constantinople, 1914

KANDINSKY, WASSILY

Poster for "First 'Phalanx' Exhibition"
Munich, 1901l.

First abstract water-colour, 1910

Battle, 1910. O0il on canvas: 37% X
51% ins. Tate Gallery, London

978

764
764
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766
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762

763

763

768

769

450

624
626
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Page
Woodcut for wover of Catalogue of first
Blaue Reiter exhibition, 1911 625
Cover of Catalogue of an exhibition at the
Izdebsky Gallery, Odessa, Woodcut 1911 625
Improvisation No. 29, 1912. 628
Smutnoye Kartina ("Vague" or "Shadowy
Picture") No. 211, 1917. 134 x 105 cms.
Tretyakov Gallery, Moscow, (No0.11923) 629
Watercolour, 1917 631
Watercolour, 1917 631
Design for Cup: State Factory, Petersburg
1919 839
White Oval, Black Border, 1919. Picture
No. 220, 80 x 93 cms., Tretyakov
Gallery, Moscow (No. 11924) 630
Black Spot, 1921. O0il on canvas.
137 x 120 cms. Kusthaus, Zurich 632
Lithograph, 1922. (from Kl&nge). 633
Lithograph, 1923 634
Calm Bend, 1924 634
Black Relation, 1924 634
Diagrams from Kandinsky, Point and Line
to Plane, 1926 636
Figure 471 - 'Silent lyric of the four
elementary lines - expression of
rigidity’ 636
Figure 472 - 'Dramatization of the same
elements - complex pulsating expression' 636

Figure 473 - 'Diagonals centred. Horizontal
-vertical acentric. Diagonal in the
greatest tension. Balanced tensions of the
horizontal and vertical!

Figure 474 - 'Everything acentric.
Diagonals strengthened through their
repetition. Restraint of the dramatic
sound at the point of contact above!

Studies for the simplification of forms
carried out under Kandinsky at the Bauhaus
Dessau, 1928

Kandinsky's Colour Seminars

Fig%re QZE - Affinity of colour and line:
Fritz Tschaschnig, 1931. Colours with
corresponding angles according to Kandinsky:

30° - yellow, 60° - orange, 90° - red,
120° - purple, 150° - blue

Figure 476 - Affinity of colour and line:
Hans Thiemann, 1929

Figures 477 and 478 - Affinity of colour
and form. Three secondary colours as
colour and form mixture. Orange pentagon,
green semi-circle with half a hexagon,
violet semi-circle with half a square

636

636

853
637

637

637

637
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KIESLER, FRIEDRICH

Theater am Kurflirstendamm, Berlin. Stage
set for the play "R.U.R" by K. Chapek

KIRCHNER, LUDWIG

The Street, 1907, 1.47 x 2.0 metres,
Kirchner Trust, Basle

KLIMT, GUSTAV

Part of a drawing for a mural (Vienna
Secession, 1902) from Mir Iskusstva,
1902’ IN_O. 9-10.

KLUTSIS, G.
Project for a Newspaper Kiosk, 1919

KLIUN (KLIUNKOV, IVAN)

Ozonator (elektricheski perenosni
ventilyator) ("Ozoniser - Portable
Electric Ventilator) a lithographed
illustration from "Taynye Poroki
Akademikov", 1916

Composgition with Saw. Watercolour and
pencil. 7% x 9 ins. (18.5 x 23 cms.)
(Photo. Sotheby & Co.)

Suprematist Composition, c.1916. 0il
on canvas, 343 x 28 ins. Tretyakov
Gallery, Moscow

Musician, 1917. Tretyakov Gallery, Moscow

KOROLEV, B.D.

Monument to 'The Fighter of the
Revolution', V.G. Saratov

KRUCHENYKH, ALEXEI

Cover, lithographed with black collage on
upper part for A. Kruchenykh and

V. Khlebnikov's Mirskontsa ("Worldback-
wardness") containing verse; five un-
punctuated pages of Kruchenykh's

"Voyage across the Whole World" and

fifteen semi abstract or primitivist litho-

graphs by Goncharova (6), Larionov (5),
Rogovin and Tatlin (1), Moscow 1912.

Page
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772
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Illustrations for A. Kruchenykh's poem
"Poluzhivoi" ("Half Alive") copublished

by R.L. Kuzmin and S.D. Dolinsky and
lithographed by S. Mukharsky, Moscow,

1913 287

Front page of Kruchenykh's Vzorval

containing the non-existent word
"byelomatokiyai' (second augmented

edition, St. Petersburg, 1913) 289

A page from Kruchenykh's "Vzorval
(second augmented edition, St. Petersburg

1913) 290
A page of verse from "Mirskontsa" 280
A page of Kruchenykh's "Voyage across

the World" in "Mirskontsa" 281
One of the poems from A. Kruchenykh's

"Pomada" 277
Text from Kruchenykh's "Pustinniki-

Pustinnitsd, written in capital letters 298

KULBIN, NIKOLAI

Portrait of Kruchenykh, lithograph
illustration in "Vzorval" (second
augmented edition, St. Petersburg, 1913) 291

A scene design by the artist, N.I. Kulbin,
for Act II of the Monodrama, "The
representation of Love" by Nikolai
Nikolaievitch Evreinov.

fthe "I" - "Ig it you I am embracing?...
Yes?..Is your hair perfumed?...Do I hear
your breath?...Yours?...Y¥es?...Yes, it is
you, you!...You?...No, do not resist!...
Listen, listen,..(I still say something,

but what, - I do not understand, I do not
know, I do not hear. In the dark fog, still
there is distinct green gold...Either it
curls or freezes on the spot...Envelopes,
shrivels...Dies in a minute of darkness,
comes to life again, grows pink, purple,
makes odd designs, tinkles with opalescent
murkiness, wafts as unearthly charm, rains,
becomes an ocean, warms with colours)." 940

KUPRIN, ALEXANDER VASILYEVICH
Art. Sketch for a panel painting, 1918

(60 x 71 cms) 798
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KUSNETSOV, PAVEL

Birth - fusion with the mystical force in
the atmosphere. The rousing of thedvil,
c. 1906, Pastel: 28% x 26, Tretyakov
Gallery, Moscow

Holiday, c. 1906, tempera on paper

The Blue Fountain, 1905. 50 x 51§ ins.
Tretyakov Gallery, Moscow

Grape Harvest, c. 1907. tempera on paper

LADOVSKY, N.A.

A study by A. Arkin under the tuition

of N.A. Ladovsky, 1922: "Exercises on the
physico~mechanical representations of the
formal properties of mass and equilibrium"

Study for a hydraulic reservoir by

I.V. Lamcov under the tuition of N.A.
Ladovsky, 1921: "Productivist exercise on
the representation of volume (above) and
space (lower part).

LAKOV, N.

N. Lakov and G. Greenberg: Sketch for a
Birth of New Peace to be painted on a
fence (30.9 x 64 cms) Moscow, 1918

LARIONOV, MIKHAIL
Lendscape with Fence, 1898
The Park, 1900

Fishes, 1906, oil on canvas, 35% x 50,
artist's collection, Paris

Still Life with Teapot, 1906. Private
collection, Paris.

The Hairdresser, 1907, oil on canvas,
3%% x 292 (85 x 68 cms), collection of
Mme. Larionov, Paris.

Walk in a Provincial Town 1907-8, o0il on
canvas, 18% x 35%, Tretyakov Gallery,
Moscow

Portrait of the Poet Khlebnikov, 1907=10
Private collection, Paris

Page
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796
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229

261

260

263

262

312
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208
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Portrait of Vladimir Burluik, c. 1910.
oil on canvas, 52% x 41l. Collection of
Mme. Larionov, Paris

The Beach, 1907-=12. Oil on canvas:
87 x 120 cms.

and 293 The Glass, 19509-11l, 0Oil on canvas:

& 197

104 x 97 cms. New York, Solomon
Guggenheim Museum

Lady at the Hairdresser, c. 1909-11l.
Private collection, Paris

Soldier at the Hairdresser, c. 1909-11.
0il on canvas: 46% x 35, Collection of
Mme. Larionov, Paris

Soldier on a Horse, c. 1909-1l1l. 0il on
canvas: 34% x 39 ins. Tate Gallery
(Presented by lMme Alexandra Larionov 1965)

The Soldiers, second version, c. 1909-11l.
0il on canvas: 348 x 40 5/16. Collection
of Mme Larionov, Paris

Prostitute at the Hairdresser, c. 1910,
0il on canvas, 151.5 x 150 cms. Private
collection, Paris (exhibited at the
Donkey's Tail group exhibition, 1912,
unnumbered)

Venus, 1910

The Relaxing Soldier, 1911, Oil on canvas:
L6E x 48, Tretyakov Gallery, Moscow

Woman on the Boulevard, c. 1911l. Private
collection, Paris

Autumn, c, 1912. O0il on canvas, 136.5 x
115 cms. Collection of Mme Larionov,
Paris (exhibited at the World of Art
exhibition, Moscow, 1911; Union of Youth
exhibition, St. Petersburg, 1912 and the
Target, Moscow 1913)

Blue Rayonism, 0il on canvas, 1912. 27% x
25% ins. (70 x 64,8 cms.)

Summer, c¢. 1912. O0il on canvas, 138 x
118 cms. Collection of Mme Larionov,
Paris. (exhibited at The Target, Moscow,
19125 and Gelérie Paul Guillaume, Paris,
191

Lights in the Street, 1912, 0il on card-
board, 28 x 40 cms. Gallery Beyeler,
Basle
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Cover of Oslinyi Khvost i Mishen, ("The
Donkey's Tail and The Target") illustrated
by Goncharova, Larionov etc. Moscow,

July 1913

Cover of A. Kruchenykh's "Pomada" ("Pomade")

containing handwritten text lithographed on
one side of the paper and twelve litho-
graphed illustrations by Larionov, some
mounted on gold paper. Lithographed in
Moscow, 1913.

Illustration from A. Kruchenykh's
"Pomada" (Moscow, 1913)

Illustration from A. Kruchenykh's
"Pomada" (Moscow, 1913)

A page of Verse and illustration by
Larionov in "Mirskontsa"

Illustration and handwritten text of

one of the first three poems from A.
Kruchenykh's "Pomada" "are written in my
own language, it is different from
others! Its words have no precise
meaning" (author's preface)

"Lefutur" (Autumn 1913), a publication of
poens by K. Bolshakov with illustrations
by Natalia Goncharova and Mikhail Larionov.
Illustrations and handwritten text litho-
graphed on paper

Portrait of Vladimir Tatlin, 1913-14. O0il
on canvas: 35% x 28%. Collection, Michel
Seuphor, Paris

LAVINSKY, A.M.

"How then should production be organised."
ROSTA window poster. Moscow, 1920.

LEBEDEV, V.V.

Red Army and Navy, defend the boundaries of
Russia. ROSTA window poster, Petersburg,
1920

LEGER, FERNAND

La Femme en Bleu (Woman in Blue) 1912.
0il on canvas: 194 x 130 cms.
Oeffentliche Kunstsammlung, Basle
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485
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La Fumée (Smoke), 1912. O0il on canvas:
92 x 73 cms. (36% x 28% ins.) Albright
Knox Gallery, Buffalo

Figures coming down Stairs (gouache on
paper), 1913, 50.5 x 38.5 cms.

Staircase, 1913%

Contrastes de Formes (Contrasted Forms),
1913, oil on canvas; 132 x 98 cms. (52 x
38% ins.), Philadelphia Museum of Art,
Arensberg Collection

L'Escalier (2 me.ftat) The Staircase (2nd
Version), 1914. 0il on canvas: 89 x

125 cms. (35 x 49% ins.) Harold Diamond,
collection, New York

Design for the cover of . Vce Taki Ona
Vertitsya

Pages from A Vce Taki... showing an
American locomotive snow=plough

Pages from A Vce Taki... showing the
Goliath Farman and the Caproni Sea-plane

Pages from A Vce Taki... showing the
"Demag" crane, Duisburg and a project for
& new bridge in New York

Pages from A Vce Taki... showing a
monument in concrete by Theo van Doesburg
of De Stijl group

LISSITZKY, ELIZAR

Sketches for the story "The Kid", Kiev,
1917. Watercolour. 28.8 x 26 cms.
Tretyekov Gallery, Moscow

Proun 1A, Bridge I, 1919. Gouache.
8.5 x 15 cms. Collection N. Estorick,
London

Proun 1lE, The Town, from the Proun port-—
folio, Moscow, 1921. Lithograph. 50 copies
made. 22.7 x 27.5 cms. Tretyakov

Gallery, Moscow

Propaganda board at a Factory, Vietbsk,
1919

Proun 23, No. 6, 1919. 0il on Canvas,
77 x 52 cms. Collection N. Estorick,
London

510
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512

512
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848

849

668

670

670

804
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491
492

539

487

631

511
512

498

499
500
501

502
503

1371

Illustration for Ukranian Fairy-Tales.
Lithograph, 1919. Published by the
Jewish section of the Ministry of
Public Education, Kiev, 1922.

Illustration for the story The Four
Billygoats, c. 1919. Pen and ink sketch.
Published Warsaw 1924

"0f Two Squares", 1920 (published
Berlin 1922)

Figure 489 = Cover "Of Two Squares"

Figure 490 - The first page of the
story. '"Here are the two squares"

Second page of the story. "They fly to
the earth from far away and"

Sixth page of the story "This is the
end - let's go on'"

The Machinery, Sketch for the puppet
portfolio "Victory over the Sun",
c.1921. Gouache, Tretyakov Gallery,
Moscow

Proun 1C, from the Proun portfolio, 1921.
Lithograph. 23.2 x 23.3 cms.

Cover, designed by El Lissitzky, for the
catalogue of the "First Exhibition of
Russian Art" held at the Galerie van
Diemen, Berlin, (Erste Russische
Kunstausstellung), 1922

Cover for the magazine Objet-Veshch-
Gegenstand (1922%

Page from Objet-Veshch-Gegenstand, No. 3,
Berlin, May 1922

Cover and title page of the puppet port-

669

669

673
673

673
674

674

719

671

843

688

folio. The creation of the "electromechanical

peepshow" Victory over the Sun, written as

an opera by A. Kruchenykh, Moscow, 1913.
Published in an edition of 75 copies by
R. Leunis u Chapmann, Hanover 1923.
Lithographs 53 x 45.4 cms.

sign for the cover of the Russian edition

of Victory over the Sun, c. 1920

Study for The Machinery (Fig. 495) Folio 1,

Victory over the Sun. Hanover, 1923

The Machinery. Title pafgéjfolio 1, Victory

over the Sun, Hanover,
Sentinel, folio 3, Victory over the Sun

Radio Announcer, folio 2, Victory over the

Sun

679

679
680

680
681

681
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Figure Page
504 The Anxious, folio 4, Victory over the Sun 682
505 Globetrotter (up to date) Folio 5,

Victory over the Sun 683
506 Sportsmen, Folio 6, Victory over the Sun 684
507 Troublemaker, Folio 7, Victory over the

Sun 685
508 0ld Man (head two steps behind) Folio 8,

Victory over the Sun 686
509 Gruvediggers, Folio 9, Victory over the

Sun 686
510 Modern Man. Folio 10, Victory over the Sun 687
514 Cover design of Dlya Golosa ("For the Voice"

or "To be read aloud") by Mayakovsky,
RSFSR State Publishing House, Berlin, 1923 690

515 A page opening showing the index of

Dlya Golosa 691
516 A page from Dlya Golosa showing "Third

International" 691
496 Proun before 1924 (probably a first

version of Proun 99 (figure 491)). 677
493 Proun L.N.31l, Forms, before 1924. Pencil,

chalk, gouache. 91.5 x 68 cms. Yale
University Art Gallery, Collection Societé

Anonyme 675
494 Proun 93, Free-flo#&ting Spiral, undated

Pencil, ink, watercolour. Galerie

Mortzburg, Halle 676
525 Photogrephic poster for Pelikan ink, 1924 696
497 Proun 99 c. 1924, 0il on canvas, 50% x 39,

Yale Art Gallery, New Haven 678
517 Cover for Die Kunstismen ("The Isms of

Art"), Edited by Hans Arp and El
Lissitzky: Eugen Rentsch Verlag, Erlenbach-
Zurich, Munich and Leipzig, 1925 692

518 Page openings from Die Kunstismen 0692

519=521 Page openings from Die Kunstismen edited
by Hens Arp and El Lissitzky, Leipzig
1925 693

523 The Wolkenbligel (Sky Stirrup) project, a
skyscraper office block from Moscow, 1925
(Looking towards the Kremlin) 695

433 Cover of Kasimir Malevich's "Non-objective
World" designed by El1 Lissitzky and
published by the Bauhaus in 1927 565

522 Cover of yearbook of Vkhutemas Art School,
Moscow 1927 694
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MACKINTOSH, CHARLES RENNIE

A photograph of an interior by
Charles R. Mackintosh from "Die Kunst"
1901, reproduced in "Mir Iskusstva"
1902, No. 4.

MALEVICH, KAZIMIR

The Bather, 1910, 105 x 69 cms. Gouache
on paper. Collection: Stedlijk Museun,
Amsterdam

Haymaking, 1911. O0il on canvas, 33% X
268. Tretyakov Gallery, Moscow.

Drawing for Portrait of Ivan Klyun
(ce 1911) 15.3 x 9.3 pencil/paper.
Private collection, Leningrad

Drawing for Portrait of Ivan Klyun
(c. 1911) 15.3 x 9.3 pencil/paper.
Private collection, Leningrad

Portrait of Ivan Klyun, 1911. 11l1l.5 x
70.5, 0il/canvas. Russian Museum,
Leningrad

Non-gtop Station, 1911-13. 48.7 x 25.7,
0il on wood, Tretyakov Gallery, Moscow

The Knife-Grinder, 1912, 0il on canvas,
31% x 314, Yale Art Gallery, New Haven

Peasant Woman with Buckets, 1912.
73 x 73 cms. Stedelijk Museum, Amsterdam

Morning in the Village after Snowfall, 1912.
80 x 79.5 cms. 0il on canvas. Solomon R.
Guggenheim Museum, New York

Head of a Peasant Girl, 1912/13, 0il on
canvas, 31% x 378, Stedelijk Museum,
Amsterdam

Woman with Buckets, Dynamic arrangement,
1912. Museum of Modern Art, New York

Musical Instrument/Lamp, 1913. 83.5 x
69.5 cms. Oil on canvas. Collection
Stedelijk Museum, Amsterdam

The Guardsman, 1913. 0il on canvas, 22% x
26, Stedelijk Museum, Amsterdam

Portrait of M.V. Matiushin, 1913. O0il
on canvas, 41% x 40%. G. Kostakis
collection, Moscow.

Molitva (Prayer). Lithographed illustration
on page 22 of Kruchenykh's Vzorval.

Smert Cheloveka odnovremenno na

aeroplane i zheleznoy doroge (Simultaneous
death in an aeroplane and at the railway)
Lithograph, 11l x 7 cm. page 18 from
Kruchenykh's Vzorval (Second augmented
edition, St. Petersburg, 1913).
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Molitva (Prayer), 1913, 17.5 x 1l.5 cms.
Lithograph, water-colour on paper.
Collection: Kupferstichkabinett der
Oeffentlichen Kunstsammlung, Kunstmuseum,
Basle. A variant on figure 233.

Chiropodist in the Bathroom, 1908«3,
gouache on peper, 30f x 40%, Stedelijk
Museum, Amsterdam

Illustration on page 9 of Troye, 1913

Lithographed front cover of Troye

(The Three) published in St. Petersburg,
1913, consisting of poems by E. Guro,

A, Kruchenykh and V. Khlebrickov

Woman Reaping, illustration on page 51
of Troye, 1913

Head of a Peasant Girl, illustration on
page 81 of Troye, 1913.

Illustration on page 83 of Troye, 1913

Cover of Khlebnikov and Kruchenykh's
The Word as Such, 1913, with drawing by
K. Malevich

The cover of A. Kruchenykh: Vozropshem
(Let's Grunt) St. Petersburg, 1913

Krestyanka idet po vodu (Peasant woman
brings water) Lithograph 12.4 x 16.8 cm.
inserted at page 1 of A. Kruchenykh
Vozropshchem (Let us Grunt), St.
Petersburg, 1913.

Arithmetic, Lithograph, c. 1913, from
A. Kruchenykh: Vozropshem.

The lithographed cover of A. Zina and
A. Kruchenykh: Porosyata (Piglets),
St. Petersburg, 1913

Portrait of a Builder Completed. Litho-
graphed illustration inserted on page 3
of Porosyata

Cover designed by Malevich for Taynye
Poroki AHademikov (The Academicians'
Secret Vices) containing contributions
from A. Kruchenykh, I. Klyun and
Malevich, 1916

Reproduction of a drawing from the cover
of Pobeda nad solntsem (Victory over the
Sun) Opera by Matyushin, libretto by
Kruchyonykh. St. Petersburg, 1913

Detail of Figure 343
Sketch for Victory over the Sun, 1913
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Three backcloth designs for Matyushin's

opera Victory over the Sun. It was to

this production that Malevich ascribed

the birth of Suprematism. Victory over

the Sun was first produced in the Luna

Park Theatre in Petersburg in December

1913 448

Twelve costume designs for Victory over
the Sun, 1913 L4g

An Englishman in Moscow, 1913-14. O0il on
canvas, 34 x 22%, Stedelijk Museunm,
Amsterdam. 520

Aviator, 1914. 125 x 65. O0il/canvas.
Russian Museum, Leningrad 521

Woman at Poster Column, 1914, 71 x 64 cms.
Oil on canvas and collage. Collection
Stedelijk Museum, Amsterdam 522

Lithographed title page, front cover and
detail of cover for V. Khlebnikov and
A. Kruchonykh Igra v Adu (A Game in Hell)

St. Petersburg, 1914. 284
Illustration page 19 of Igra v Adu. 285
Illustration page 20 of Igra v Adu. 285
Illustration page 21 of Igra v Adu. 285

Suprematist Composition, 1914-15, Pencil

on paper, 6% x 4% ins. (17 x 11.5 cms.)

(Annely Juda cat. 4, The Non=-ObJjective

World) 524

Woman with a Rake, c. 1915 1025

Suprematist Composition, 1914~15, Pencil

on paper. 6% x 4% ins. (17.3 x 12 cms.)

Annely Juda, cat. 5 The Non-Objective

World 525

Suprematist Painting, Eight Red Rectangles,
1915. 57.5 x 48.5 cms. Oil on canvas.
Stedelijk Museum, Amsterdam 526

Suprematist Painting, 1915, 101.5 x 62 cms.
0il on canvas. Stedelijk Museum,

Amsterdam 527
Football Match, 1915, 70 x 44 cms. Oil
on canvas., Stedelijk Museum, Amsterdam 528

Suprematist Painting, Black Rectangle,
Blue Triangle, 1915. 66.5 x 57 cms.
0il on canvas. Stedelijk Museum, Amsterdam 529

No. 50, 1915. 97 x 66 cms. Oil on canvas.
Stedelijk Museum, Amsterdam 530

Suprematist Painting, 1915-16. 49 x 44.5cms.

Oil on canvas. Wilhelm Halk Collection,

Cologne. Formerly Hans von Riesen

collection, Bremen 531
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Page
Suprematist Painting, 1916. 88 x 70.5cms.
0il on canvas. Stedelijk Museum, Amsterdam SHe

Suprematist Painting, 1917, 96.5x 65.4 cms.
0il on canvas. Museum of Modern Art,New York. 533

Suprematist Painting: Yellow Quadrilateral
on White, 1918-18, oil on canvas, 41% x
27%. Stedelijk Museum, Amsterdam 534

White Square on White, 1918. 78.7 x 78.7cms.
oil on canvas. Museum of Modern Art,

New York 536
Head, after 1918 1025
Cover - On New Systems in Art, 1919 538
Page 32 - On New Systems in Art, 1919 538
"What Have you done for the Front?"

ROSTA window poster, Smolensk, 1919 803
Cross (after 1920) 110 x 110 cms., oil on
canvas. Russian Museum, Leningrad 535
Architectonic model 539
Architectonic model 540
Suprematist ornaments, 1927 540

Future Planits. Homes for Earth-dwellers;
People. c¢. 1924, Pencil on paper.
112 x 17%. Stedelijk Museum, Amsterdam 541

Three Heads (after 1930) Drawing, 22 x 35.2
cms. Pencil on paper. Private Collection,

Leningrad 1025
Crucified Woman, c. 1928 1025
Girl with a Comb in her Hair, 1932.

Tretyakov Gallery, Moscow 1026

Illustrations 1 - 8 from Malevich, Non-
Objective World: Changes in the repre-

sentation of "nmature" under the influence

of additional elements of the pictorial

cultures of Cézanne and Cubism 566

Illustrations 9 = 11 from Malevich: Non-
Objective World. Examples of "undermining"
of naturalistic norms of representation 567

Non~Objective World. Illustrations 12 -

15: The environment (reality) which

stimulates the Academician.

Illustrations 16 - 27: The environment

(reality) which stimulates the Futurist
Illustrations 28 = 35: The environment

(reality) which stimulates the Suprematist
Illustrations 37 - 39: Reproduction of

work by Picasso and Malevich. 568
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Figure Page
444 Non=-Objective World, Illustrations 28 -

30: Aerial views showing the environment
(reality) which stimulates the
Suprematist 570

Lue & 447 Non-Objective World, Illustrations 55 and
56, showing the structure of Cezanne's

painting and of impressionist painting 572
448 Non-Objective World, Illustrations 63 -
66, showing various phases of Cubism - s

MALYAVIN, F.A.

104 Dencing Woman, 1900. 210 x 125 cms.
Russian Museum, Leningrad (exhibited at
the Union of Russian Artists Exhibition,
1906). 130

MANSUROV, PAVEL ANDREVICH

642 Bichromatic formula of a curved line
(tempera on paper 25.3 x 16.3 cms.)
Petersburg 1916. (Private Collection,
Basle). One of the first studies of
optical perturbance of curved lines shown
at the 1923 exhibition of Mansurov by

INKhUK. 851
449 Work by P.A. Mansurov at INKhUK, 1923 574
450 P.A, Mansurov: Four Paintings, 1922,

1923, 1924 and 1923-24 574
451 P.A. Mansurov at INKhUK, 1923 574

MARC, FRANZ
302 The Tiger, 1912. Bernhard Koehler

Collection, Berlin 368
303 Young bull, 1912. Pushkin Museum, Moscow 369
304 Animals, 1913. Water colour, Pushkin

Museum, Moscow 370
308 Stables, 1913~-14, 0il, 29% x 62% ins. 373
305 Tyrol, 1913-1914. Staatsgemaldesammlung,

Munich 371
307 Horses, c. 1913,

’ il 575

MAREY, JULES-ETIENNE

544=551 Animal Mechanism (A treatise on terrestrial
and aerial locomotion) London, 1873 723



Figure
13

10

383
384
385

697

611

1378

A photograph showing the progress of a
striding man dressed in black attire
which has been marked by white dotd.
and stripes (about 1882¥

Chronogram - multiple exposure photograph
of a high=jump

MATISSE, HENRI

Bowlers, 1908. 0il, 113.5 x 145 cms.
State Hermitage Museum, Leningrad

The Dance, 1910. 0il, 260 x 391 cms.
State Hermitage Museum, Leningrad

Sketch for The Dance, 1909. Charcoal
drawing, Musée de Grenoble

MATURNIN
Scenic design

MAYAKOVSKY, Vliadimir V.

Foundation, ROSTA window poster, Moscow,
1921

MEDUNETSKY, KAZIMIR

632

746=T751
746

TH7

748
749

Spatial Construction. A page from the
catalogue of the Erste Russische
Kunstansstellung, Berlin, 1922.

MELNIKOV, KONSTANTIN

Architettural designs by Konstantin
Melnikov

The house built by Melnikov for himself
in Moscow in 1927

Top left, '2' Design for the Mowmcow office
of the newspaper Leningradskaya Pravda.
Top right '3' Pavilion for the shag
tobacco combine Makhorka.

Centre left '4' Exhibits within the
Pavitian

Centre right '5' and bottom '6!

The replanned Sukharevka market in

Moscow

The Rusakov workers' club, Moscow, 1927

Ppojects and finished buildings of
workers' clubs. Top '14'-'16' The

Rusakov workers' club., '17' The Burevest-
nike club (1929) “19' and '20' The Gorky
Clubs (1928) '18' and '24) the Kauchuk
Club 1927

33

31
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941

801

844

1003

1003

1004
1005

1006
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MELNIKOV, KONSTANTIN (Contd.)

The title page of a record of the work
of K. Melnikov compiled by himself from

1955

METZINGER, JEAN
The Bathers, 1913

The Port, 1912. Private collection,
Mr. and Mrs. Nathan Cummings

MITURICH, N.

Design for the cover of Zangesi, poetic
action in stellar language, by
V.V. Khlebnikov, Moscow, 1922

MOHOLY-NAVY, LAZLO

Project for the cover for Kandinsky's
book"Punkt und Linie zu Flache"(Point
and Line to Plane) published Munich 1926

Three dimensional painting on white back-
ground and rear and front surface of
transparent celluloid sheet 1926. 16 x
20 ins. Collection Mrs. Sibyl Moholy-Nagy,
New York

A 19 1927. 0il on canvas 23% x 37% ins.
Collection Mrs. Sibyl Moholy-Nagy,
New York

Scene for The Tales of Hoffmann (Act III)
Kroll Opera, Berlin

Setting by L. Moholy Nagy for Piscator's
production of Der Kaufmann vor Berlin by
Walter Mehring, Berlin

Scene from"Hin Und Zuruck.' A musical
play by Hindemith

Setting for Piscator's production of
Der Kaufmann von Berlin by Walter Mehring,
Berlin

MONDRIAN, PIET

Composition in Blue B, 1917. KrBller-
Muller Museum, Otterlo

MONET, CLAUDE
Les Boulevard des Capucines, 1873

1007
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130
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MONET, CLAUDE (Contd.) Page
The Cathedral of Rouen, 1894, Musée des
Beaux=Arts, Rouen 19
Rouen Cathedral in Sunlight, 1894. Musée

du Louvre, Paris 20
Gare Saint-Lazare, Paris, 1877. Fogg

Museum of Art, Massachusetts 18
Gare Saint-Lazare, Paris, 1877, Louvre,

Paris. 18

MILIUTI, VASSILY
Legend, 1905. Gouache on paper (?) 221

MUKHINA, VERA

Two views of"Fire of Revolution.' Project
for the monument to Jakob Sverdlov,
1922-23. Bronze 800

Worker and Collective Farmer. Stainless

steel sculpture erected at the main

entrance to the USSR Economic Achievement
Exhibition in Moscow 1033

MURRAY, MATTHEW

Longitudinal section of a double-acting

Pumping Engine of 100 horse-power, designed
in 1806 by Matthew Murray, of Leeds.

(Industrial Museum, Newcastle-on-Tyne) 724

MUYBRIDGE, E.

High speed photograph of a horse trotting,
1885 32

Photographic study of a bird in flight 33

NICOLSON, WILLIAM

First page of mn article on William
Nicolson in Mir Iskusstwa, No0.9-~10,1900 181

OZENFANT, AMADEE

Nacres No. 2, 1922. (Mother of Pearl No.2)
55 x 40 (140 x 101.5) Galerie Katia
Granoff, Paris 749

Pages 261 and 262 from Ozenfant: The
Foundations of Modern Art, (Eng. Trans.
John Rodker, New American Edition, 1952) 750
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PANAGGI, IVO

Designs for Ballo Meccanico 1922,
L'Angoscia delle Mascini (Vasari)

PELENKIN.
Scenic Design for Le Carnaval

PETROV-VODKIN, KUZMA

The Playing Boys, 1911. 0Oil on canvas.
Russian Museum, Leningrad

1918 in Petrograd, 1920. 0il on canvas.
28% x 36%, Tretyakov Gallery, Moscow

PICABIA, FRANCIS
Udnie, 0il on canvas, 1913

The Magazine 291, No.5-6. Cover by
Francis Picabia. New York, 1915

The Magazine 391, No. 8. Cover by
Francis Picabia. Zurich

Amorous Procession, 1917. Oil on card-
board. 38% x 29% ins. Collection
Mr. and Mrs. Morton G. Neumann, Chicago

PICASSO, PABLO

Carafe end Three Bowls (Les Bols), 1907.
0il on board, 268 x 20% ins. (67 x 52 cms.)
Hermitage Museum, Leningrad

Nude with Drapery, 1907, 60% x 40% ins.
(152 x 101 cms.) Pushkin Museum, Moscow

Woman with a Fan, 1908. 58% x 39% ins.
(152 x 151 cms.) Hermitage Muscum,
Leningrad

Sketch for the painting"L'Amitié,' 1908
Pushkin Museum, Moscow

Nude in a Forest, (La Grande Dryade) 1908.
73% x 42% ins. (186 x 109 cms.),
Hermitage Museum, Leningrad

Girl with a Mandoline, (Fanny Tellier),
1910, 0il, 39% x 29 ins. Collection
Roland Penrose

Mlle Leonie, 1910, etching, Museum of
Modern Art, New York

941

1031

1031
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PIRCHAN, EMIL

Stage sets (Oper :und Schauspielhaus,
Berlin)

PIROSMANASHVILI, NIKO

A drinking party of Five Princes. 0il on
oilcloth, 1906, 195 x 105 cms. State
Art Museum, Georgian S.S.R., Tbilisi

Signboard for the "Sunset Alehouse"
(Pivnaya Zakatala). O0il on oilcloth,
92 x 120 cms., State Art Museunm,
Georgian S.S.R., Tbilisi

Tavern Sign advertising Tea, Beer and
Seltser Lemonade etc.

Little Girl with a Balloon, 1913. O0il
on oilcloth, 65 x 41 cms.

PITOEV, GEORGES

Stage sets (Russian, worked in France
at the Comedie des Champs Elysees;
Theatre des Arts, Paris

POPOVA, LIUBOV
Two figures, 1913. O0il, 63 x 48% ins.

The Violin, 1914, 0il on canvas,
348 x 27%, Tretyakov Gallery, Moscow

Italian Still-life, 1914, Oil on canvas,
wax, paper collage, 24% x 19%.
Tretyakov Gallery, Moscow

The Traveller, 1915. 0il, 56 x 41% ins.

Seated Figure, c. 1915. 0il on canvas,
49% x 42%, Russian Museum, Leningrad

Painting Relief, 1916, oil on canvas

Architectonic Composition, 1917, oil on
canvas

Architectonic Painting, 1917, oil on
canvas, 31% x 35%. The Museum of Modern
Art, New York

Design for the stage set of"The Magnanimous
Cuckold,"1920/21.

Collage design - stage set for'The
Magnanimous Cuckold,"1922 (George
Kostakis Collection, Moscow)

Actors' outfits, Nos. 4 and 5 for'The
Magnanimous Cuckold," 1921

Page
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PUNI, IVAN (or POUGNY, JEAN)

Cover designed for"Futuristy: Rykayushchi
Parnas"(Futurists: Roaring Parnassus)
consisting of poems by Nadezhda; David
Burliuk, etc., drawings by the Burliuks,
Puni, Rozanova and Filonov. Typography
on white, grey and brown paper, St.
Petersburg, January, 1914

Plate on Table, c. 1915. walnut wood,
painted china plate, collection: Zhenia
Bogoslavskaya, Paris

Suprematist Composition, 1915
Catastrophe, 1921

Exhibition at the Der Sturm Gallery,
Berlin, 1921

The Musician, 1922, 0il on canvas, 53 x
62 cms., Collection: Hermann Berninger,
Zurich

PUVIS de CHAVANNES, PIERRE
Women on the sea shore, 1879

RABINOVITCH, A.

"Aelita", Constructivist setting for
Cinema, Bakrushin Museum, Moscow

Constructivist setting for'"Carmen.'
Bakrushin Museum, Moscow

REDON, ODILON

Cover design for an issue of the
magazine "Wesy "(The Scales), 1904,
Pushkin Museum of Fine Art, Moscow

REPIN, ILYA
The Bargemen
Volga Boatmen, 1872

Sketch of 1879 shows the arrest of a
propagandist

They Did Not Expect Him, 1884

RIAZHSKI, G.G.
A Workman, c. 1933=39
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RODCHENKO, ALEXANDER
Black on Black, 1918, oil on canvas.
11% x 11% ins. Tretyakov Gallery, Moscow 857
Construction, 1920, gouache on paper,
private collection 855
Hanging Construction, 1920, wood,
private collection, USSR 855

Lithographed design on the cover of

A. Kruchenykh, G. Petnikov and

V. Khlebnickov;"Zaummiki," (trans-

rational...) Moscow, 1922 451

A page designed and lithographed by
Rodchenko from A. Kruchenykh,

G. Petnikov and V. Khlebnikov,
Waumniki" (Transrational...) Moscow,

1922 453
A collage illustration from '"Zaumniki,"
Moscow, 1922 454

An arm=-chair in tubular aluminium and hemp
canvas made at Vkhutemas under the tuition

of A. Rodchenko 857
Sign for a Workers' Club, USSR, 1926 1008
Project for a combinable lamp (for the

spectacle Niga, 1929) 857

ROERICH or RERIKH, NICHOLAS
Overseas Visitors, 1902 127

Prince Igor, design for stage set, 1909,
tempera, gouache on paper, 20 x 30 ins.,
Victoria and Albert Museum, London 170

ROUSSEAU, HENRI
Portrait of the Writer Pierre Loti, 1891,

Kunsthaus, Zurich 336
The Hungry Lion, c¢. 1905, 0il, 203 x 200cms.
Collection, Dr. Franz Meyer, Basle 341
Tropical Storm with a Tiger, 1891.

National Gallery, London 340

ROZANOVA, OLGA

Cover of A. Kruchenykh's'"Vzorval"
(Explosion), St. Petersburg, 1913 288

Lithographed illustration, signed on
stone, from Kruchenykh's"Vzorval,"
St. Petersburg, 1913 292
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ROZANOVA, OLGA (Contd.)

A page from Kruchenykh's“Vzorval,
St. Petersburg, 1913

The cover of A. Kruchenykh's
“Yozropshem" (Let's Grunt),
St. Petersburg, 1913

Analysis of Volumes, c. 1914, oil on
canvas, 82 x 61 cms. Unknown collection

The Port - Rome, Private collection

Ruins of Cities (lino cut) executed
circa 1915

SARYAN, MARTIROS

Man with Gazelles, c. 1905, tempera
The Poet, c. 1906, tempera
Deserted Village, 1907, oil

Date Palm, 1911

Street at Midday, 1910, Tretyakov
Gallery, Moscow

SCHLEMMER, OSCAR

Setting for an abstract-mechanical
production. Frankfurt, 1925

SEMILYANICHY, B. made at

A folding chair, 1927-28,/Vkhutemas under

the tuition of El Lissitzky

SEVERINI, GINO

Bal Tabarin, 1912, 0il, 126 x 156 cms.
The Museum of Modern Art, New York

Spherical Expansion of Centrifugal Light,
1914, 0il on canvas, 36 x 28% ins.

(91.5 x 73 cms.) Sidney Janis Gallery,
New York

Suburban Trains arriving in Paris, 1915.
(0il on canvas, 37% x 45% ins. Tate
Gallery, London)

SHCHEKOTIKHINA-POTOTSKAYA, A.V.

Plate bearing the inscription Festival
of the First of May, 1921, in Petersburg,
State Factory, St. Petersburg, 1921
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SHCHEKOTIKHINA-POTOTSKAYA, A.V. (Contd.)

A dish showing a peal of bells and the
inscription"Long live the 8th Congress
pf the Soviet," State Factory, Petersburg,
1921

E
SHTERNBERG, DAVID P.

Supper, 1914. (formerly Yastrebstova
Collection, Paris)

Etude, 1914. (formerly Yastrebsbva
Collection Paris)

Easel Painting, 1917 (formerly
Izobrazitelnoe Iskusstvo Foundation)

SIMBERG, H.

Etchings reproduceéd in Mir Iskusstva
1901, No. 7

SINGH, RAJR UMED OF KOTAH

Shooting Tigers, Kotah, Rajasthan;
about 1790. 13 x 15% ins. Victoria
and Albert Museum

STEINLEN, THEOPHILE-ALEXANDRE

A page from Mir Iskusstva No. 9, 1899,
showing a reproduction of a drawing by
Steinlen

TATLIN, VLADIMIR V.

Hall in the Castle, Design for a backcloth
for Emperor Maximilian and his son Adolf,
1911, Cardboard, water-colour, gum-paints,
gouache, 31§ x 368. Tretyakov Gallery,
Moscow

The Sailor, 1911-12, oil on canvas, 28% x
285, Russian Museum, Leningrad

Fishmonger, 1911, gum-paints, cardboard,
29% x 383%. Tretyakov Gallery, Moscow

Wood, Sketch for a backcloth for the
opera Ivan Susanin, 1913, gum-paints,
cardboard, 217 x 378. Tretyakov Gallery,
Moscow
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TATLIN, VLADIMIR V. (Contd.)

Two views of Painting Relief, Selection
of materiels, 1916, iron, plaster,
glass, etc., presumed destroyed

A corner of the Cafe Pittoresque, Moscow,
1917, designed by Tatlin, Yakulov and
Rodchenko

Monument to the IIIrd International
1919-20, wood, iron and glass (Remnants
of this maquette are stored in the
Russian Museum, Leningrad)

A wall manifesto showing Tatlin's project
for the III International

Design for ‘Letatlin, 1923
Design for a constructional detail of

“Let&tlin,’ 1923

Element in laminated and bentwood for
the framework of “Letatlin,’ 1923

Project for the stage construction of the

first moment of ‘Zangesi, by V.V. Khlebnikov

performed at INKhUK in St. Petersburg,l1923

Stage cong?ruction for the second moment
of “Zangesi” by V.V. Khlebnikov,
Ste. Petersburg, 1923

Model Stage

A page from Krasnaya Panorama, No. 23,
1924, p. 17. Tatlin standing in front of
a home-made oven; models of clothes

sewn by himself; and Tatlin wearing
Jacket and suit

TIKCHONOW, S.

Designs on the Propaganda train The Red
Kossak, 1920

VALLOTON, FELIX

A page from Mir Iskusstvo with an
Illustration by Valloton

VASNETSOV, VICTOR

Snegurochka, a costume design, 1883
Snegurochka, design for a stage set, 1883
The Hogatirs

Adam, Mural painting

Project for the fagade of the Tretyakov
Gallery, Moscow (Detail)
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VERTOV, DZIGA

A frame from the film, Enthusiasn,
Ukraine, 1930

A frame from the film, The Man with the
cinecamera, Moscow, 1928

VESNIN, ALEXANDER

Racine's Phedre, on the stage of the
Kamerny Theatre, Moscow, with Alice
Glorgievna Koonen as Phedre and with
settings and costumes designed by Vesnin

Cardboard model for Phedre
Costume for Fhedre

VIALKOV, B.

Constructivist setting for The Count of
Monte Cristo

VILLON, Jacques

Marching Soldiers, 1913, 0il, 65 x 92 cms.
Louis Carre Collection, Paris.

VKHUTEMAS

Studies for simplification of forms
carried out by students at the Vkhutemas,
1920

A view of the first Obmokhu - Society of
Young Artists - exhibition held in the
Vkhutemas, Moscow, in May 1920

Chromatic exercises by Mislin a student
of Kluchis, Vkhutemas, 1926

A construction done as part of the
foundation course at the Vkhutemas, 1926-27

A model by students in the architecture
section of the Vkhutemas. (Tower for the
manufacture of Alkali for a chemical
factory under the direction of W.Ladovsky)

Plan and elevation of Figure 666, showing
cylinder stairs, frame and conduit

VLAMINCK, MAURICE

Bateaux-~Lavoirs, 1905, Private collection,
Paris
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VOGLER, G.
Illustration for the poem by R.Rilke
"Three Kingd' (Mir Iskusstva, 1900) 182
VRUBEL, MIKHAIL
Sketch for an illustration to Lermontov's
pown '"The Demon," 1890, pencil on paper,
Tretyakov Gallery, Moscow 166
The Dance of Tamara, 1890, water-colour on
paper, Russian Museum, Leningrad 167
Ceramic stove designed by Mikhail Vrubel
in the Abramtsevo pottery, c. 1899 125

La Princesse Lointaine, ceramic mural on

the northern fagade of the Metropole Hotel,
Teatralnaya Square, Moscow, built early
1900s. Besides Walcot, the Moscow architects
A. Erikhson, F. Shekhtel, I. Zholtovsky and
V. Vesnin took part in building the hotel.
Murals are by M. Vrubel and Golovin. The
mosaic was based on motifs from the then

popular play by Rostand 128
The Hotel Metropole, Moscow, west front 129
Vase of flowers, 1904 168

UDALTSOVA, NADEZHDA

At the Piano, c¢. 1914, 0il on canvas,
107 x 89 cms. New Haven, Yale University
Art Gallery, Collection Societé Anonyme. 476

YAKULOV, GEORGE

Sulky, 1916-17. 102 x 150 cms. 895
Design for stage setting by G. Yakulov 951
Stage set and costumes for the ballet
"Giroflé-Girofla." 952
Model for the lMonument to the twenty-six
commisars of Baku, 1923 901
G. Yakulov with his "Monument to the

Twenty-five Commissars of Baku, 1923 1010

ZATKINE, OBIP
The Maenads, (bronze), 1934. 1034

ZDANEVICH, ILYA

The cover of 4. Kruchenykh's Milliork,
(Tiflis 1919) probably by Zdanevich 689
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MISCEELANEQUS

AGITATION PROPAGANDA AND INSTRUCTION
VEHICLES

The 'Red Star!' Agitational-Boat

An Agitation-Instruction train: The Red
Cossack

The People's Theatre, part of an
agitational-instruction train used for
Soviet cinema

A train fitted out as a mobile school to
tour remote districts of the Soviet Union.
A photograph taken in the early 1920's

The Propaganda train'V.I. Lenin, '1920

Agitprop tram in Vitebsk with designs
by Malevich, 1918

ANATOMICAL DIAGRAM

French, Late nineteenth century,
by Baillére

ABRAMTSEVO

The Abramtsevo Museum

The Abramtsevo churvh, 1880-2

The Iconostasis of the Abramtsevo church,
The paintings on it were executed by
Apollinarius Vasnetsov, Ilya Repin and
Vassily Polenov

Majolica pottery produced at Abramtsevo
reproduced in the World of Art magazine
Mir Iskusstvo, 1902, No. 4.

ITALIAN FUTURIST CLOTHES

805

806

807
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808

809

724

124
124

125

799

Translation of illustrations of Anti-Neutral

Suit Manifesto (see Appendix LXIII)

Red-white-green suit of the Futurist
parolibero (free-word poet) Marinetti,
(Morning)

Red-white-blue suit of the Futurist
parolibero, Cangiullo (Afternoon)

Warlike and festive modifiers

gne-giece red suit of the Futurist painter
carra. Green sweater, and red and white
Jjacket of the Futurist, rumorista (noise-
maker) Rusgsolo, voluntary cyclist. Red-
white-green suit of the Futurist painter
and sculptor Boccioni (Evening)
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COVERS OF THE MIR ISKUSSTVA. "WORLD OF ART"
MAGAZINE
Cover of the first issue of'"Mir Iskusstva"
the World of Art Magazine (No.l, 1899) il
Cover of"Mir Iskusstva,' 1900 184
Cover of The World of Art magazine, year V,
No. 3, Petersburg 1903, with a design by
L. Bakst 185

RUSSIAN ICONS AND PEASANT ART

The Virgin of Vliadimir, Second quarter of
the 12th century, Tretyakov Gallery,
Moscow 1029

A Biographical ivon of St. George.
Novgorodian work of the l4th century,

Russian Museum, Leningrad 1027
A biographical icon of St. Basil. Late
15th century work, Hann Collection, USA 1028

St. Basil and St. Nicholas. Novgorodian
work of the turn of the 15th century.
Hamn collection, USA 1028

St. Nicholas the Wonder Worker. Muscovite
work of the 15th century, Hann collection,
USA 1030

Old Church Slavonic, early 17th century 286

The Cat of Kazan. Woodcut, possibly by
Vasily Koren. Late 17th century (35x26.7cms)

A Lubok of a Mounted Grenddier, Woodcut,
1760s, 42.6 x 34cms. 270

Detail of a Lubok representing Alexander

the Great fighting a battle with King

Porus. Woodcut of the first quarter of

the 18th century 270

Wooden lad}le with handle carved as ducks.
Vologodskaya Province, 18th century
(traditional) 57

Lion with a horse's head. Carved wooden
window sill, Upper Volga region, Russia,
19th century (traditional) 257

Upper part of a distaff, second half of the
19th century, Olonets region, painted wood,
measurement of entire distaff: 90 x 26 x

56 cms. 258

Painted base of a distaff, 1870s, Nizhy
Novgorod region, measurement of entire
distaff: 52 x 31 x 72 cms. 258
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PHOTOGRAPHS
Ornithopter design by Leonardo da Vinci,
C. 1485 905
One of Lilienthal's monoplane hang-
gliders, 1894 905

Aerial view, 1908, showing the Colosseun,
the Roman Forum, and the Arch of
Constantine o 185

First large multi-engine aeroplane, "The
Sikorsky Bolshoi" (first form, with

engines back to back in pairs): 1913 905
Henri Farman flying the first circle in
Europe, January 1l3th 1908 905
An early Fiat model, Type 1, 1910-1912.
Approximate speed was 20-30 m.p.h. 41
The Winter Palace, Petrograd, 1917 795
Mutinous soldiers carry a revolutionary
banner, February 1917. 796

In the winter of 1917 an official vehicle

is commandeered in Petrograd, and a

denongs tration takes place at the Vinter

Palace 796

Taylorized Gesture in the Russian Theatre 973

Diagram of movements for a Course in
Physical Education 973

A page from'"De Stijl' magazine (1923)
showing the biggest telescope in the world

(built in America) 850
A Red army soldier photographedin Odessa

in 1969 268
The Sputnik Monument, Moscow 1035
PORCELAIN

Porcelain from the State Factory, Peters-—

burg, 1918-~1922, from the catalogue of

the"Erste Russische Kunstansstellung,"

Berlin, 1922 839

(top) Porcelain from the state factory at
Doulev, government of Moscow. Sketches

for trays by N. Altmenn (centre left) and

by Frentz (centre right). Dresses designed

by N. Larionov (bottom left) and by A.Exter

and V. Mouchina (bottom right) 840

Porcelain from the state factory, Petersburg,
1918-1922. From the catalogue of the

Erste Russische Kunstausstellung, Berlin,

1922 840
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POSTERS AND PUBLICATIONS

Front cover of the publication in
Armenian of Hrand Nazariants:
"F.Te Marinetti and His Futurism,'
Constantinople, 1910

Poster advertising the Association of
Artists exhibition, December,l1912

Poster advertising the First Futurist
Exhibition of Pictures, Tramway V,
February 1915

Poster advertising the Last Futurist
Exhibition of Pictures, December, 1915

Poster advertising the Public Lecture on
Suprematism, Cubism and Futurism by
Malevich and Puni on the movements
represented in the 0.10 exhibition at
its close on the 12th of January 1916

SATIRICAL DRAWINGS OF 1905-~1906

Cover designed by Sergel Tekhonia for the
Album of Revolutionayy Satires 1905-1906,
from the Museum of the Revolution

(USSR State Publications 1925)

The Imperial Manifesto of Nicholas II
(Pulemet No. 1, 1905)

Manifestation, published in"Zritel"
(Observer No. 18, 1905)

'}8th of October, 1905, Published in
Zritel' (Observer No. 18, 1905)

V. Serov:'"Soldiers, Where is your Glory,"
published in Zhupel (Scarecrow, No.l,1905)

Pirogov: 'Chased Away, published in
Tuvenal, No.l, 1906. A picture by Pirogov
depicting the expressions of the Cossack
on the village

Prophetic Bird, published in"Burya' (Storm)
No. 4, 1906.

"Malicious genius of Russia,' published in
"Strelyi' (Arrows) No. 1, 1905.

Kustodiev,"Onslaught,' published in
"Zhupel" (Scarecrow) No. 2.

"The Decoration of the Tauridian Palace
ETavricheskyi Palaceg Continues"
Lezhyi, No. 4, 1906

"In the New Apartment) published in
"Shrapnel]' No. 1, 1905
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"Where Freedom was born on the 17th of

October and where it died, on the 17th
of Octobery Published in"Svetact" (Dawn)
No. 2, 1906,

Elg The State seal (2) Trepov and Nikolas
3) Conjurer despairing of life, (4) Today
it is you and tomorrow me

Nicholas II (a series of postcards)

(1) Comet 1905 (The trail of the comet is
inscribed with the word revolution)

(2) Ice-breakers in the Neva (3) King
and People, Now I have come to terms with
my people. (4) Peace-maker, At the
Jjudgement of his victims

Nicholas II (a series of postcards)

(1) Gellery of Beheaded Kings (2) A
religious procession to stop disturbances
and sedition in Holy Russia. (3) How the
Pompadours wanted to divide Russia (4) The
Tzar at his walk

Heads or tails, or Internal and External
Politics, published in'"Zhupel' (Scarecrow)
No.1l 1905

"Double Headed Fig.' Published in"Gudok"
(Hooter) No. 1, 1906

196

197

198

198

199

199



