
The works of  genius and mediocrity—the latter are justified  because they 
have historic interest. 

The painting of  those who have long since decayed (who they were is 
forgotten,  a riddle, a mystery)—how you upset the nineteenth century. Until 
the 1830s, the age of  Catherine was enticing, alluring, and delightful:  pre-
cise and classical. 

Savage vulgarization. The horrors of  the Wanderers—general deterio-
ration—the vanishing aristocratic order—hooligans of  the palette a la Ma-
kovsky 1 and Aivazovsky,2 etc. 

Slow development, new ideals—passions and terrible mistakes! 
Sincejhg first  exhibition of  the World of  Art, in 1899, there has beenja.. 

new era. Aitigtg lnoK ft?  fresh wind.blows away Repin's 
chaffy  spirit, the bast shoe of  the Wanderers loses its apparent strength. But 
it's not Serov, not Levitan, not Vrubel's 3 vain attempts at genius, not the 
literary Diaghilevans, but the Blue Rose, those who have grouped around 
The  Golden  Flee ce and later the Russian imptv^jpnist^ niirhireH on Western 
mCSels, those who trembled at the sight of  Gauguin, Van Gogh, Cezanne _ 
(the synthesis of  French trends in painting)—these are the hopes for  the 
rebirth of  Russian painting. . . . " ""— 

NIKOLAI KULBIN 
Free Art as the Basis of  Life: 
Harmony and Dissonance 
(On Life,  Death, etc.) 
[Extracts],  1908 

Born St. Petersburg, 1868; died St. Petersburg, 1917. Professor  at the St. Petersburg 
Military Academy and doctor to the General Staff;  taught himself  painting; IQO8: 
organized the Impressionist groupj lecturer and theoretician; 1909: group broke up, 
dissident members contributing to the founding  of  the Union of  Youth, opened for-
mally in February 1910; 1910 on: peripheral contact with the Union of  Youth; close 
to the Burliuks, Vladimir Markov, Olga Rozanova; ca. 1913: illustrated futurist 
booklets and other publications; 1914: invited Filippo Marinetti to Russia. 



This piece, "Svobodnoe iskusstvo, как osnova zhizni. Garmoniya i dissonans. (O 
zhizni, smerti i prochem)," appeared in fo e miscellany Studiya  Impressionistov  fStu-
dio of  the Impressionists] (StTjPet^bujcgi.March 1910), pp. 3-14 [bibl. R224], and 
these exG^ctTcoirie from  pp. 3, 4, 8-10, 13-14. The "volume appeared just after  the 
"Impressionist" exhibition [see bibl. R221] and at the same time as Kulbin's exhibi-
tion the "Triangle" [bibl. R241] was opened in St. Petersburg (March 1910). It also 
included poems by David and Nikolai Burliuk; Velimir Khlebnikov's famous  poem 
"Zaklyatie smekhom" [Incantation by Laughter]; a so-called monodrama, "Pred-
stavlenie lyubvi" [Presentation of  Love], by Nikolai Evreinov (to which Kulbin con-
tributed three illustrations); an essay by Kulbin's scientific  colleague Aleksei Bori-
syak, "O zhivopisi muzyki" [On Musical.Psiir)JingJ_; and Kulbin's 'lEree-MuaicJ' 
(bibl. R227, a variant of  which appeared in Der Blaue Reiter  [The Blue Rider], bibl. 
96). Essentially Kulbin was concerned with liberating art, literature, and music from 

_conventional-patterns and replreinjg, these wift J^gmatmye'grinciple^T^'musicl ie 
f o U a w e d c ^  theories, of  / ^ Q M j & c j t o ^ h ^ ^ n d was obviously influ-
enced b y j ^ current merest, ip sound-color rel£Uionsn^^^ni%sted. jby .Yasiiii Kan : 

dinsk^ Aleksandr Skiyabin, and the St. Petersbu rg theosophist A l e k s a n ^ Unkovs^ 
kaya; similarly, Kulbin later welcomed Aleksei Kruchenykh's transrationayamguage 
(zaum)  and in painting went so far  as to presagelfie"ma'ndala ШёоГу 'Ну maintaining 
that "painting is the spontaneous projection of  conditional signs from  the artist's 
brain into the picture" [bibl. R101, p. 151]. One of  these conditional signs that Kul-
bin saw as recurrent in history was the a sign that we can identify,  of 
course, with then^phisj philosophy, with' Russian symbolist aesthetics, and with 
Kandinsky's On the Spiritual in Arr  Tne triangle assumed such importance for  Kul-
bin that Reorganized an artists' group of  that name and began to sign his writings 
with its graphic representation. It was at the "Triangle" exhibition, in fact,  and at 
similar shows organized by Kulbin, such as Sovremennye  techeniya v iskusstve  [Con-
temporary Trends in Art], in St. Petersburg in May 1908, that experiments in^itor 

г . n!f d: for  examp,e'.a b ' indrT 
canVaSfesio^Contemporary  Trends, the peasant primitive Petr Kovalenko ( d i s -
covered" by David Burliuk) contributed five  canvases to the "Wreath" subsection at 
the "Triangle," where Kulbin himself  was represented by several intuitive works 
bearing such intriguing titles as Blue on White  and White  on Green. 
The present text echoes the jntuitive, symbolist tone of  Kulbin's Impressionistjgrojup 
(not to be confused  w i t h t h e r r e n c l i orKloscow rmpressmriists) and of  some 
• " e ^ t e & ^ t h e Unigjkpf,Yputh^one.that.caa,jjfijMraaaffidJnifa^art. 

-Ea^el^Filonp.Y^Alarkfty^ Rozanova,_ and У R f > w publication, Kul-
bin had delivered the text as alecture to tn^Society^ffeoDle's  Universities in St. 
Petersburg in 1908, and on February 12, igi2, hegavea"Stmrtartalk under the title 
"The--New Art -aS"The Basis of  Life"  at a debate organized by the Knave of  Dia-
monds [see pp. 69-70 and 77-78]. Part of  the text is reprinted in bibl. R14, pp. 15-22. 



I Harmony and dissonance are the basic phenomena of  the universe. They, 
are universal and are common to the whole of  nature. They are the basis of 
art. 

Life  is conditioned by the play of  the mutual relationships between har-
mony and dissonance and by their struggle. . N 

The life  of  nature, the common life  of  the House of  God,\ is the life  of 
.great harmonvT of  beauty, of  Him. 

Complete harmony is Nirvana, and the weary I aspires toward it. 
Complete harmony is death. . . . 
In music, the plastic arts, and literature, concord calms the spectator, but 

discord excites him. 
From my own researches I am convinced that it is possible to determine. 

concords and discords in the spectrum, in thescales of  colors, just as; in 
musical scales. / 

In view of  this, I have drawn attention to the very special significance  that 



combinations of  adjacent colors in the spectrum and combinations of  ad-
jacent sounds in scales have for  life  and art. By scales I mean those with 
small intervals. . . . 

At this point I may mention that by means of  these phenomena that I call 
"close combinations" 1 and the processes of  these close combinations, it is 
possible totdepict all kinds of  pictures of  nature and of  subjective experi-
ences in p^nUnjg, ^ other branches of  art.* 

The Meaning of  the Theory of  Art 
Many people say: 

"The theory of  art? What does that have to do with us? That's something 
dry and bookish. Does it claim to be something? I want art, not arguments. 
The artist creates because there bums within him a sacred flame.  He creates 
without reasoning, and I want to enjoy art without reasoning. The mortify-
ing analysis of  art kills art." 

Those who say this do not notice that they have not departed from  theory 
and that whaLthev haY£_.said~is-their -own theoryL._Qf  art. 

Away as far  away as possible from  the dry, the abstract, and the 
mortifying! 

We recognize only harmony, dissonance, rhythm, style, colors, joy, and 
grief!  * ~ 

The theory of  art is the artist's song, his word, his music, his plastic art 
(embodiment, depiction). 

So perhaps we don't need any theories then? We'll simply read poems, 
listen to symphonies, and look at pictures. 

No! There are no p^ems^&ymphonies, or pictures that aie devoid of  ideas. 
Pictures, words, music, and the plastic arts are the artist's expression. 
Works of  art are the living, vivid epistles of  art. 

Not everyone has the gift  of  reading these hieroglyphics. Anyone can say 
whether a photograph or an academic picture resembles his established con-
ception of  "nature." But there is no art in this. 

In order that the spectator apprehend the real subjects of  art and be able to 
enjoy the poetty that is inherentin them, the ideas of  art must be aroused in 
him. In order that the artist create the subjects of  art, the poet must be 
aroused in him. 

нИмпгот nf  iin M t e t t g M i f c 

* Incidentally, from  my own experience I advise painters to depict light with the help of  discords. The results 
are convincing.2 



We, cells of  the body of  the living Earth, fulfill  her desires, but not all of 
us hear her voice. 

It is difficult,  very difficult,  to read spontaneously the hieroglyphics of  life 
and of  the structure of  the crystal, the flower,  and the beautiful  animaT 

Not everyone has the gift  of  reading the rudiments of  the art created by 
the most beautiful  of  animals—^rimitive man and our children—although it 
is simpler. 

There are few  loving hearts capable of  reading artistic ideas in the great 
works of  bygone art. While contrasting the old artists with the new, the mob 
is still deaf  to the ideas of  the old artists. Those who love, think, and 
desire—such are the flower  of  the Earth. They desire poetry and hear it in 
the Good Book and in the thoughts oLXeonardo da^inci. Shakespeare» 
Goethe, and other literati great and small: these are the reajj^jgj^rf^t^ 

Thic tbgftjy  r.f  arfktir  f̂gatinn к the key to happiness ЬесаиЩ^вд^щ^ 
jtingss^It is the philosopher's stone, the magic wand that turns life  into a 
шгуШе. Jt_isj)oetry^ 

This poetry represents Knowledge of  them inspires 
the mood of  art, sharpens vision. 

He who knows these principles sees poetry in works of  sincerity depicted 
iyLayTartist—persecuted_an3, ЛпУШаШурОйwcorrier; work<T abouTwhich 
the ignorant say: "Rubbish, daubing!" -

Roger Bacon asksT^which is better, to be able to draw an absolutely 
straight line by hand or to invent a ruler with the help of  which anyone can 
draw a straight line? 

For the artist this ruler is t h - е У е г У 
artist would have to remake оиг сгеай^сШШге^лПи^^пйЙ! woukjJiBL 
^^nTonTKsTandhe would hawnn chance of  speaking his own new word. 
But why, then, do w£*liee~certified  "artists" every day—artists who study 
anatomy, perspective, and the history of  painting in the official  academies— 
remaining bureaucrats of  art? Conversely, street urchins and shepherds are 
jsometimes artists and poets. The theory of  art provides us with the answer: 

The theory of  artistic creation is not taughlihere^f/^^T ле^Ъ^Мии^) 
Well-behaved bureaucrats and exhausted artists teach and learn there. 

They are nice people, but they have no wings, they cannot fly.  If  a real artist 
turns up in such an academy, then he suffers  the fate  of  an eaglet amid a 
brood of  hens. Either they will peck him to bits before  his beak has devel-
oped, or he will hurt somebody himself. 

The shepherd Giotto reads the theory of  art freely  in nature herself,  stud-
ies color and line while driving his flock  from  one beautiful  picture to 
another. Moving to the town, he examines works of  art and takes from  them 



their own particular guidelines; he reads, converses about art, and thirstily 
'imbibes the juice of  the fruits  of  art, throwing away the peel and the mold. 
* In his own creations Giotto puts into practice artistic truth, the truth of  art. 
f^)The  eagle's wings function  not irregularly but by strict laws that represent 
the theory of  eagles. 

Isf  This~isthejfieory  of  artistic creation. It is essential both for  talent and for 
'genius. 
iV Tolstoi is the sun. But in his erudition disregards the sciences of  Mephis-
tofeles.  And so, to the surprise of  many, there are spots on the sun. 

Chekhov to a lesser extent, but he studied the sciences of  life. A doctor's 
knowledge 3 not only did not hinder him from  creating, but also lent his 
creation an extraordinary force, a humaneness almost evangelical. 

Ruisdael manifested  artistic ability at fourteen  years of  age, but he first 
became a doctor and only later a painter; this helped him to establish a great 
new sphere of  painting—the landscape. 

The theory of  artistic creation has taught man how to compose a poem, to 
discover colors, and to discover living harmony. This theory is inherent in 
pictures themselves and in discourses about pictures. . . . 

I. Theory 
/^go/offji^ Symboljof  the universe. Delighj^ Beautŷ fond  googULove isj^aa^ 
ityrPr^esshsflrea ^ is the myth and 

„the g^mbcKlSeeaom. дFsirugpe of  Titans^tt)lvmpiis." РгоШёШшГапН" 
HercWcST'Painting and servitude. 
A single art—of | the word, mupic, and the plastic arts. 

Creation.  Thought is the word. Feeling. Will. Individuality. Child. Artist. 
Talent.. Temperament. Sensation. Contrast. Dynamic principle in 

о .jpgycKcdc^. Growth and decline. Associations. Revelation and 
$ consciousness. Search, imagination, realization. Artistic vision, 
o- Mastery of  unconscious creation. Accumulation of  impressions, 

processing of  them (the throes of  creation). r*MAbvmti? nrntinn 
^ (inspiration). Interchange of  creation and self-criticism.  Har-
K mony. Dissonance. Peace and life.  Harmony of  sequence. 

~ Blue.  Thought in wor^ sounds, and cblors. 'Drawing 

<2 Red.  Mood. The sounds of  colors. The colors of  the word. The 
colors of  sounds. Scales. Ornament. 



Yelloyv.  The plastic arts. Free creation. Illusion and form.  The 
npsychol^YlKHppi^inn Mutual creation of  artist and spectator. 

Cognition.  Sight and blindness. The rosychologyjpf^  the spectator. Sympa-
thetic experience. Criticism. ti^ 

Supplements.  The life  of  the artist, of  the picture, and of  the spectator. 

II. The History of  Art 
The sources of  art. Nature. People. Nation. 
Movement of  the pendulum, realism—idealism. Ants. Spiders and bees. 
Translational movement. Evolution and revolutions in art. Cycles of  art. De-
struction, fertilization,  decadence. Sowing. New styles. Flowers and fruits. 
School ^^^sjn^D^g^erat ion . . 

The  Past.  Primitive art. The periods of  antiquity. The Middle Ages. The lat-
est cycles. 

The  Present.  Contemporary art trends. 

New  Tendencies.  The revaluation of  values. 

VASILII KANDINSKY 

Content and Form, 1910 

Born Moscow, 1866; died Neuilly-sur-Seine, 1944. 1896: arrived in Munich; 1909: 
with Alexei von Jawlensky et al. founded  the Neue Kiinstlervereinigung [New Art-
ists' Association]; began Improvisations;  1909-10: Munich correspondent for  Apol-
lon [bibl. R41]; 1910: contributed to the first  "Knave of  Diamonds" exhibition; 
TJ)T i_T7,—fi j-pt QH^RART painting; exhibitions of  Der Blaue Reiter  [The Blue Rider]; 
1914-21: back in Russia; 1920: participated in the organization of  Inkhuk; 1921: par-
ticipated in the organization of  the Russian Academy of  Artistic Sciences; 1921: 
emigrated; 1922-33: taught at the Bauhaus. 

The text of  this piece, "Soderzhanie i forma,"  is from  the catalogue for  the second 
Salon exhibition, organized by Vladimir Izdebsky in Odessa, December 1910-



Sovetskaya  arkhitektura  pervykh  let  Oktyabrya  1917-1925 ( M o s c o w , 1970) , p . 2 5 [bibl . 
R21J . 

4 0 . F o r de ta i l s s e e A . Y a [ n o v ] , " K r i z i s k r a s o k , " Zhizn  iskusstva  (Pe te r sburg , n o . 4 5 , 1 9 2 3 , p . 
15 [bibl . R 6 5 ] . 

4 1 . S t a t e m e n t a p p e n d e d to E x t e r ' s con t r ibu t ion to t he c a t a l o g u e of  t he exhib i t ion " 5 X 5 = 2 5 " 
( M o s c o w , 1921) , n . p . [bibl . R 4 4 6 ] . 

4 2 . S t a t e m e n t a p p e n d e d to R o d c h e n k o ' s con t r ibu t ion , ib id . T h e exh ib i t ion " N o n o b j e c t i v e Cre-
a t ion a n d S u p r e m a t i s m " o p e n e d , in fact,  in J a n u a r y 1919 , no t 1918 ( see p . 138) . A t the 
1920 exh ib i t ion in M o s c o w ( " N i n e t e e n t h S t a t e " ) K a n d i n s k y , S h e v c h e n k o , a n d Var s t 
( S t e p a n o v a ) w e r e a l so a m o n g t h o s e r ep resen ted . D e s p i t e R o d c h e n k o ' s asse r t ion that h e 
" p r o c l a i m e d th ree bas ic c o l o r s " at " 5 X 5 = 2 5 , " K u l b i n h a d s h o w n w o r k s w i th the t i d e s 
Blue on White  a n d White  on Green as ear ly a s 1910 , a t t he " T r i a n g l e " exh ib i t ion in St . Pe-
t e r sburg [bibl . R 2 4 1 ; a n d s e e p . 12]. In a n y c a s e , M a l e v i c h , had , of  c o u r s e , pa in ted h is 
White  on White  in 1918. 

4 3 . S t a t e m e n t a p p e n d e d to V a r s t ' s ( S t e p a n o v a ' s ) con t r ibu t ion , ib id . 
4 4 . Q u o t e d in L o b a n o v , Khudozhestvennye  gruppirovki,  p . 101. A l t h o u g h pur i s t a r t h a d still 

b e e n suppor t ed a t the cons t ruc t iv i s t s * first  sess ion wi th in I n k h u k on M a r c h 18, 1921 , at-
t ended b y V . l o g a n s o n , Kons t an t in M e d u n e t s k y , A l e k s a n d r R o d c h e n k o , V a r v a r a S t epan -
o v a , a n d the S t enbe rg b ro the r s , an indust r ia l a p p r o a c h soon c a m e to b e favored .  A s ear ly 
a s A u g u s t 1921 Niko la i T a r a b u k i n de l ive red a lec ture a t I n k h u k en t i t l ed " T h e Las t P ic tu re 
H a s B e e n P a i n t e d " [for  de ta i l s s e e b ib l . 252] . In D e c e m b e r o f  t he s a m e yea r S t e p a n o v a 
g a v e a t a lk on cons t ruc t iv i sm in w h i c h she e m p h a s i z e d the va lue o f  indus t r ia l de s ign . 

4 5 . In Na  putyakh  iskusstva,  e d . V . B lyumenfe ld  e t a l . ( M o s c o w , 1926) , p . 3 [bibl . R 3 8 1 ] . 
4 6 . Q u o t e d in M a t s a , Sovetskoe  iskusstvo,  p . 3 1 0 . 
4 7 . T h e M a k o v e t s soc ie ty w a s n a m e d after  t he hil l on w h i c h Sergi i R a d o n e z h s k y bui l t the 

T r o i t s e - S e r g i e v a L a v r a ( n o w the Z a g o r s k m o n a s t e r y a n d m u s e u m c o m p l e x ) in t he four-
teenth c e n t u r y , a ges tu re that e x p r e s s e d its m e m b e r s ' e m p h a s i s o n t he spi r i tual , religious 
qual i ty o f  art . T h i s w a s i m m e d i a t e l y appa ren t in the s o c i e t y ' s man i fes to ,  i s sued in the j ou r -
nal Makovets  ( M o s c o w ) , n o . 1, 1922, p p . 3 - 4 [bibl . R 7 7 ] . F o r de ta i l s on C h e k r y g i n s e e 
t he c a t a l o g u e of  h i s r ecen t r e t rospec t ive [bibl . R 1 6 3 ] . 

4 8 . S e e , for  e x a m p l e , A lekse i F e d o r o v - D a v y d o v ' s in t roduc t ion t o t he ca t a logue of  K a z i m i r 
M a l e v i c h ' s o n e - m a n exh ib i t i on a t t he T r e t y a k o v G a l l e r y , M o s c o w , 1929 [bibl . R 3 6 6 ] ; s e e 
a l so Se rge i I s a k o v ' s in t roduc t ion t o t he c a t a l o g u e of  the un rea l i zed Pave l F i l onov exh ib i -
tion a t t he R u s s i a n M u s e u m , L e n i n g r a d , 1930 [bibl . R 5 0 7 , a n d see p . 284] . 

4 9 . Istoriya  russkoi  zhivopisi v XIX  veke  (S t . Pe t e r sbu rg , 1 9 0 1 - 1 9 0 2 ) , p . 2 7 4 . A n d s e e p . 5 . 

NOTES TO THE TEXTS 

BURLIUK, pp. 8-11 
1. M e m b e r o f  t he W a n d e r e r s . H i s ini t ial ly t enden t ious e x pose s of  R u s s i a n rura l life  d e g e n -

era ted in to s e n t i m e n t a l , h is tor ica l s cenes . 
2. F a m o u s for  h i s i n n u m e r a b l e s e a s c a p e s . 
3. R e g a r d i n g I s aak L e v i t an , V a l e n t i n S e r o v , a n d M i k h a i l V r u b t i , s e e In t roduc t ion . 

KULBIN, p p . R I - 1 7 
1. I n D e c e m b e r 1911, a t t he A l l -Russ i an C o n v e n t i o n of  Ar t i s t s , in S t . Pe te r sburg , . Kut t t in^gaye 

a lec ture en t i t i ed " H a r m o n y , D i s s o n a n c e , a n d The i r C l o s e C o m b i n a t i o n s i n A r ^ j w ^ i f e T y 
w h i c h w a s la ter p u b l i s h e d [bibl . R 2 3 0 ] . 

2. K u l b i n w a s in teres ted in m i c r o t o n e m u s i c (wha t h e ca l led " f r e e  m u s i c " ) and in t he assoc ia-



t i o n s J r e t w w a t he colof  s p e c t r u m and t he conven t iona l sevefl- tpne  sca la ._The s e c o n d ar t ic le 
I n Studio  of  the Impressionists  w a s , in Tact, a p i e c e b y K u l b i n o n " F r e e M u s i c : T h e Resu l t s 
o f  A p p l y i n g a T h e o r y of  Art is t ic C r e a t i o n to M u s i c " [bibl . R 2 2 7 ] ; fhe  m a i n ideas o f  th i s ar -
t ic le h a d a l r eady appea red in K u l b i n ' s b o o k l e t F r e e Music  [bibl . R 2 2 6 ] , a n d later a p p e a r e d 
in G e r m a n a s " D i e freie  M u s i k " [bibl . 96] . 

3 . B y profess ion  bo th C h e k h o v and K u l b i n w e r e doc to rs . 

MARKav, p p . 2 3 - 3 8 
1. " L o g i c h a s depr ived N a t u r e of  the d i v i n e . " Re fe rence  no t t raced . P r o b a b l y a quo ta t ion from 

N o v a l i s or t he ear ly H e g e l . 
2. For explanation of  lubok  see n. 4 to Introduction, p. 298. 
3. P r e s u m a b l y a reference  t o t he wr i t e r , c o m p o s e r , and pa in te r E . T . A . Hof fmann .  L i k e 

N o v a l i s and o the r G e r m a n r o m a n t i c s , Hof fmann  e n j o y e d a v o g u e in R u s s i a in t he 1900s . 
4 . M a r k o v ' s ideas o n " t e x t u r e " [fakmra]  w e r e s chedu led to a p p e a r in a s u b s e q u e n t i s sue of 

Soyuz molodezhi  [Un ion of  Y o u t h ] , bu t s ince t he j o u r n a l c e a s e d pub l i ca t ion a l te r t h e th i rd 
i s sue ( M a r c h 1913}, M a r k o v ' s e s s a y w a s pub l i shed separa te ly [bibl . R 2 3 3 ] . A t t he e n d of 
h i s text M a r k o v a l s o ind ica t ed that he w o u l d b e wr i t ing o n o the r p r inc ip les , such as g rav i ty , 
surface,  d y n a m i s m , a n d c o n s o n a n c e , b u t these e s s a y s w e r e neve r p u b l i s h e d . 

SHEVCHENKO, p p . 4 1 - 5 4 
1. For explanation of  lubok  see n. 4 to Introduction, p . 298. 
2. S i g n b o a r d s and t rays w e r e par t icu lar ly p r i zed b y D a v i d B u r l i u k , w h o h a d a l a rge co l lec t ion 

o f  t h e m . M i k h a i l L a r i o n o v w a s ve ry in te res ted in the lubok  a n d in 1913 o rgan ized a n exh ib i -
t ion of  t h e m [see b ib l . R 2 5 2 a n d bib l . 132 , p p . 3 3 - 3 7 , w h e r e par t of  the c a t a l o g u e , inc lud-
ing L a r i o n o v ' s a n d N a t a l y a G o n c h a r o v a ' s p refaces ,  i s t rans la ted in to F rench ] . S h e v c h e n k o 
co l lec ted c h i l d r e n ' s d r a w i n ^ s ^ s o m e of  w h i c h w e r e s h o w n at t he " T a r g e t " in 1913, toge ther 
' " i th гftnf )<wtls~afl3 fnaive  pa in t ings b v the G e o r g i a n p r imi t i ve N i k o Pi rosmanas f tv i l j . 

3 . Pa in t e r , w o o d scu lp to r , a n d s t age des igne r k n o w n for  h i s h igh ly s ty l ized d e p i c t i o n s o f  pre-
Pe t r ine Russ i a . 

4 . " G r a s s w r i t i n g " is p r e s u m a b l y a reference  to t he C h i n e s e ts'ao  shu, a h i e rog lyph ic s ty le 
u s e d in the first  and s e c o n d centur ies A.D. In a p p e a r a n c e ts'ao  shu r e s e m b l e s in te r twined 
l eaves o f  grass . 

5 . T h e t i d e " O l d B e l i e v e r s " refers  to those m e m b e r s o f  t he R u s s i a n C h u r c h w h o d i sag reed 
with ecc les ias t i ca l r e fo rms  ins t i tu ted b y t h e Pa t r ia rch N i k o n in the m i d - s e v e n t e e n t h cen tu ry . 
A m o n g the first  t o c o n d e m n N i k o n ' s p reference  for  the G r e e k O r t h o d o x a n d h e n c e m o r e 
W e s t e r n c o n c e p t i o n of  Chr is t ian i ty w a s the f amous  Pe t rov ich A w a k u m , t radi t ional ly re-
g a r d e d a s t he founder  o f  t he O l d B e l i e v e r s . T h e gene ra l po l i cy of  t he O l d Be l i eve r s , w h o 
w e r e f rom  all c l a s se s , w a s , desp i t e forceful  oppos i t i on , t o ma in t a in the r i ch , B y z a n t i n e t radi-
t ions of  t he C h u r c h ; th i s affected  cons ide rab ly t he o u t w a r d a p p e a r a n c e o f  their d r e s s , i c o n s , 
lubki,  etc. 

6 . S e e L a r i o n o v ' s a r t ic les , p p . 87ff. 

GONCHAROVA, pp. 54~60 
1. G o n c h a r o v a w a s r ep re sen ted at the first  a n d s e c o n d exh ib i t ions o f  " D e r B l a u e R e i t e r " in 

1 9 1 1 - 1 2 ; she a l s o con t r ibu t ed to R o g e r F r y ' s " S e c o n d Pos t - Impress ion i s t E x h i b i t i o n " in 
L o n d o n in 1912 [bibl . 106 , 107, 142]. 

2. S e e L a r i o n o v ' s a r t ic les , p p . 87ff. 

AKSENOV, p p . 6 0 - 6 9 
1. M e m b e r o f  t he W a n d e r e r s . K n o w n for  h i s s c e n e s o f  factory  a n d pr i son life.  R e g a r d i n g 

R e p i n see In t roduc t ion . 
2. F o r fur ther  de ta i l s r e g a r d i n g t he K n a v e of  D i a m o n d s m e m b e r s w h o m A k s e n o v m e n t i o n s , the 

fo l lowing  re fe rences  m a y be consu l t ed : M a s h k o v [bibl . R 3 2 3 ] , K u p r i n [bibl . R 3 2 4 , R 3 3 1 ] , 
R o z h d e s t v e n s k y [b ib l . R 3 4 3 ] , L e n t u l o v [bibl . R 3 0 9 , R 3 2 2 J , K o n c h a l o v s k y [bibl . R 3 1 6 , 
R 3 1 7 ] , F a l k [bibl . 105 , R 2 6 0 , R 3 4 6 ] , E x t e r [b ib l . 6 1 , 8 0 , R 1 8 1 ] . 
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