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F 7KH 3)RUHZRUG™ WR WKH FDWD! ﬁ

2ULJLQDO ,FRQ BM QWLWIWH R QB »
/DULRQRY DQG KHQFH WKH LQWURGXF BRICTABRA ZKLFK
KH DOVR RUJDQLVHG LV RXWUDJHRXV HEOHOIIHUCHEIXB D W\SLFD
H[DPSOH RI OLNKDLO /DULRQRY{V 3ED
deserved “to be spanked and put to bed rather than criticised”.! As a HU 'I[JIHHHHHU B'L
IRUHZRUG WKH UHDGHU WXUQV WR LW ‘r’_ DQG \HW
UHFHLYHV QRQH ,Q D SDVVDJH UHPLQI JYBROBD OPH
%ODYDWVN\ /DULRQRY GHVFULEHV D Spraomatas N, O, fupananian v

LQWR D SHULRG YHU\ GKIHHID-FFQW LWR IS

which he structures his sad and dismal existence are pulled apart

VLQFH WKLV SHULRG RSHUDWHV DFFRI )Q WKRVFE

RI KLV RZQ +H LV GD]JHG VWDJJHUHG (HG

WKURDW DQG IRUFHG EDFN XSRQ D F¥ UL EACE WLFDOO\

N EonsLLnR OuaTpopsn, XyaomecTiesmsd

ADZHG DQG XQHTXDO WR WKH GHPDQC( Danoie 11 HQWV
1813

itself, he is forced to perish, shipwrecked in a vessel of his own
making that he cannot escape — “to die like Narcissus”.?

As if this were not confusing enough for the reader of the SHATAL @EANEH | BOTAROIG I NADM INTING S
FDWDORJXH YLVLWRU WR WKH HI[K and Lubki Moscow, 1913, Private Collection, England sGHQO\
GLVUXSWHG E\ D VHFRQG DQG WKLUG SDVVDJH ERWK FODLPLQJ WR EH
IURP 3DQ XQSXEOLVKH&HKIH WHDWWHUUBWHFRPH
even more confusing. The visitor to the exhibition discoversthat RI1 3(LQVWHLQHDQ" VFLHQFH EXW UDWKHU
WKH\ DUH QR ORQJHU LQ EXW O L WhichJh¢ Qadef KiHthe) ¢dthldge R Visitdd R R Wxhibition
VLQFH VHTXHQWLDO WLPH LV UHY H Blipstu@ sliRias tHoouglDtie ©cbriries En@ €8rodd BeContiSiisF K V
coexist and intersect! Cézanne lived and worked in the reign of  like Velimir Khlebnikov’s “Ka”. 7KH HIIHFW LV SURIR)
5DPHVHYV ,, ZKLOVW WKH (J\SWLDQ DWBWVY¥RQFHEKK FQHDW 8 GGW® HEHUXID/S IOX\UDRO
SRUWUDLWYV RI WKH VFULEHV SUDFW L ViHs@Gpdnd@ng$the[ lawtsQf JitdeRavdHiade khd caQin®ti¢ K H U
ZRUGV /DULRQRY GH VbidhulziH V\ DWV @ B BHXKRQIHPIFH LQWR DQ DE\WV /DULRQRY SXOC
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PHWDSK\VLFDO WKHRULHVY DERXW W DV
GLVFXVVHG E\ SRSXODU SKLORVRSK
2 X'V S HQn\hN book, Tertium Organum: A Key to the Enigmas

of the World (Tertium Organum: Kliuch k zagadkam mira

SXEOLVKHG LQ 6W 3HWHUVEXUJ LQ
QHFHVVLW\ IRU PRGHUQ PDQ WR EUH
of thought and understanding, to expand his consciousness and

WR JUDVS KLV WUXH UHDOLW\ H[LVWI
GLPHQVLRQDO ZRUOG 7KH SURFHVV
WKH ZD\VLGH (YHQ WKH 2XVSHQVNLI
WKH WUDPPHOV RI FRQYHQWLRQDO
UHDOP 3« ZLOO VHQVH D SUHFLSLFH

where he looks, and experience indeed an incredible horror, fear

2V

IRXU

VLFDO

and sadness, until this fear and sadness shall transform themselves
LQWR WKH MR\ RI WKH VHt@ Vhis @drldRitoD
ZKLFK /DULRQRYTY ERRU DQG ZH WKt
YLVLWRUV WR WKH H[KLELWLRQ DFFI
ZRUOG RI IUHH IDOO LQ ZKLFK WKH Q
DQG XQGHUVWDQGLQJ RI LW LV UDGLI s Mother of God of the Sign, 17"-18™" centuries In,

/DULRQRY LV WHQGHQWLRXVO\ D I?easantArT/nRussia,London,ThfeStudio,1912 )
ZLWK KLV DXGLHQFH VXEYHUVLYHO\ WXUQLQJ RXU SUHFRQFHSWLRQV
upside down and casting us into the world of the indeterminate. LW LV WKLV WR ZKLFK KH PDNHV UHIHUHQFH
‘H DUH OHIW OLNH WKH ERRU XWWHWR BHRX ¥ B @ DROXRUJ X\HR QKXHALVERXYNUHNVQWKH G
LQ RXU SDUFKHG WKURDWY XQOHYVYV of YhR RAJAKLREZ in tadnaFrdwvQenBePRolVtht terd, \iR@xiGg to
RXU QDUURZ PLQGHG SKLOLVWLQLVP Wdrd KOH Fbl QWD W\ /PRERQRY &V LMVQPMO/OZRUFK DU
KLY DXGLHQFH )RU EH\RQG WKH DSSPRGOGRX\W HED GQERX BKH GYNHVUNMM\DOQ QG [SUHVVL
FRQIXVLRQ WKDW WKH 3)RUHZRAM f3dl Véhdd,tbZdfer ko@heRx$reksiZdhind M d<olfirhhtdrial to be found
lessons to be learned about art in general and about iconsand LQ GLYHUVH IRUPV RI DUW SUDFWLFH VXFK I
lubki in particular if we allow ourselves to experience them in  snuff boxes, painted glass, wood, ceramic tiles, enameled tin,
D QHZ zZD\ SULQWHG IDEULF VWHQFLOV HPERVVHG O

/HW XV VWHS RXWVLGH RXU I|DP L ®dad3,dmbddderiRs] mouRi&! hhtl athp& YingdorhtdAd, WoQden
VHH WR ZKDW H[WHQW /DULRQRYTV 3 MFXOSRIAJ HS ZRDLYG KM DD R B\ ODRE W KW /DULRQ
XQGHUVWDQGLQJ RI ZRUNV RQ GLVSORURY WKHFK[KIREE®WHRQ @M OQHT KHLEHL®/ RIXEW O H
KLV RZQ DUWLVWLF UHVSRQVH WR Wsitfddes, “dltis Helbhsth thel/ubyikitithé pitdd ktrsRod e
is none other than the dilettante art lover who, coming to the term, and all this is great art.”
DUW ZRUN IURP WKH SRLQW RI YLHZ RI| RikyH RV WEKWHRUH P OSHGL JH@ WVRIUHAHQRQRY LQ
RI WKH :RUOG RMir$stWnd URXKSF K DV $OHQGQGHMUDFH TXDOLWLHV RI WKH 5XVVLDQ LF
%HQRLY FRPSOHWHO\ IDLOV WR XQGRWVGLD/FE& VINWK I DX /R dd kiR F H
7R MXGJH WKH ZRUN RI DUW IURP WHKK S\WRKIOWVBHKFLHZ HRVWDKHKEM ULHARRBVH FROOHL
FXOWXUH DQG SODFH LQ ZKLFK LW ZDWKHRHDWW G9ROFGRRIBU QQDWR HMYL REHRWWHU N
LV WR HQWLUHO\ PLVV WKH SRLQW W®RDEBRB VB XCDOMR YW KH D PP FAR WR VQEG RMR WK

WKH
IHDWHV D
S WR LW

URE RI LW LV UHDO VL Jd&istic FDXQOFGIL W Ml MY WIDNLWWIOFDQG SXEOLVKHG LQ 90D
TXDOLW\ ZKLFK OD\ RXWVLGH RI WHWXBQDXIDQOVWEBDQWDRQSWBDWKM HQXVXDO V
was known as faktura. icon tradition. +H GUDZV DWWHQWLRQ WR WKH GD

&RQYHQWLRQDOO\ WUDQVODWHG th2 \coRs\Wrtd W ¥hdJddpth ofVtkeld bioXnVavd do1Q tovéd td P
Sfaktura UHDOO\ UHIHUHQFHV WKH XQLTXHd a¥i @HelrEdindsXDzeld Wfltid tfeprebett\Vdi§ e Txht,W
ZRUN FUHDWHG E\ WKH ZD\ LQ ZKkFK WKH \WR WKV DH[SO HVE L HPREOMWRIRQ LQ WK
the medium and materials from which the painting or sculpture RYHUOD\ VRPHWLPHV ZLWK JHBMMWRQHV LQ\
LV PDGH ,Q PDQ\ RI KLV ZULktuand /D QLR BRYWpLBG HHMVWNB\L Hhéshia (reoisdd work
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with Russian icons of different centuries, /ubki on different

WKHPHYVY VWDWXHV IURP WKH ,QGXV 9DOOt
Japan, art of the Tatars, Siberian drawings and folk art from
GLYHUVH ORFDWLRQV RXU WRQJXHV PD\ Z
throats. Yet the whole point of the exhibition lies in its spatial

DQRG WHPSRUDO GLYHUVLW\ ,Q WKH SRVW
OLYH LW RIIHUV ZKDW ZH PLJKW FDOO D
XV WR D VKDPDQLF ULWXDO LQ 6LEHULD
continent, to 19" FHQW XU\ -DSDQF ID@QWXWRSHBOQ VD (
izba where a [ubok is being carved. The exhibition invites us

WR MRXUQH\ WKURXJK WLPH DQG VSDFH
7KH DUW ZRUNV RQ GLVSOD\ DQG WKH HJ[k
SSRUWNH\V™ ZKLFK WUDQVSRUW XV LQWR D
glass” to a “nutcracker” world where art which is “pickled” in
PXVHXPV DQG GLVVHFWHG LQ ERRNV VXFK
FRPH WR OLIH DQG SRVVHVV DQ HWHUQDC
DV LQGLYLGXDO REMHFWV RI FUHDWLYH L
7KH\ ZLOO GDQFH VLQJ DQG EHDW WKHLU \
WKHP WR DQG WKH\ GR VR WKURXJK WKH
DQG LQOD\V DR@ NXIHOIQ\DW K AR UNisR Wheit i Q J

LQWHUHVWLQJ WKDW LQ KLV ERRN O0DUNRRUVEHFUR @B Y O WADIWGIVRIID L QW WZ WK HQ R
FOHDQLQJ RI LFRQV VLQFH WRkGRbY R IHNRWRDS K P RY G OV WEBW PLH B\ VW\OLVW1 IHC

sCoronation of the Virgin, North Russia, 1860s

LW LOQWHQWLRQDOO\ FUHDWHG E\ W Kthit Btizavted Wiy bRt UatkeQ thaly \W¢H1Q AL BRQeBRpBBive F WH ¢
accretions over time, which is essential to its expressive function ~ approaches to faktura. At no point, for example, did he execute
as a piece of art. SDLQWLQJV 3LQ WKHFMOWOHJRLRWIRURG LFF

YRU 0D U N RAYurk Which Yhakes the art of the icon, WKH 3)RUHZRUG" WR KLV H[KLELWLRQ FDW
as well as that of the lubok print, the painted signboard and other FOHDU KH GLG QRW ORRN DW DUW LQ WKL\
W\SHV RI IRON DUW VSHFLDO DQG GODUNRYWDULRYRWKMKRPIVNKWLWRXAKLEK W
faktura is present in an art work that gives it life and distinguishes PDQQHULVPV RI H[LVWLQJ IRUPV RI DUW R
it from forms of realism and naturalism in art which, in his view, VSHFL¢F DS @lkiROFKHV WR
DUH WKH PRUW®® HREHPHRVUDGLWLRQV %R DVIHWWKWY EHOLHYHG WKDW WKH |
do not permit the artist to engage in the practice of faktura, are ~ to discover a new language of faktura that would act as an
H[SUHVVLYHO\ DQG KHQFH VSLULW X DpEsiv@ kExg ¢f Wommunicating with the audience. To

IDULRQRY HQFRXUDJHV XV ERWKGRQWHKKM EVRUZHDARY BV HOQRV WK WR EHFRPH
catalogue and, indeed, in the structure of the exhibition itself, DJH ROG OD Q k¥® JHQRLWWKRRVW JHQHUDO
WR ORRN EH\RQG WKH SHWW\ GHYVFU XSWRHUW WD RREQ Wk HSRY BB BEDWRE LVWRD\H G
and art appreciation, which “box off” and emasculate the at EUHDGWK DQG GLYHUVLW\ RI DUWLVWLF ¢
ZRUN DQG WR VHH LQVWHDG QRW VFRHAYN SHD\GL Q UW H I DIKW ER WD RER B ILi@kRNW Q D O
culture but rather a living, breathing expression of artistic intent L Q DQG HOVHZKHUH ,Q WKLV ZD\ KH QR
which is as meaningful now as it was at the point of its creation SDLQWLQJ ZLWK H[SUHVVLYH YLWDOLW\ E
VLQFH LW WUDQVFHQGY ERWK VHTXHQYWDOSOWWLIRPM FBR AVOND IDGH D Q Y@BFHI URP & |
HVWDEOLVKHY WKH LGHD RI FRQWHP $RWU BDUVODLMWW D W BBIK BIYLVDVUHERW RYQ IVXKG PDULA
of the past and the art of the past as contained within that of the  7DR RI DUW D YLWDO VWUHDP RI HQHUJ\
SUHVHQW GD\ 3IRU LQ WKH YHU\ HVWHPFH DRQ GVK$IDS UL @OLBEL0 HV WALIKDW. QV G TH U |
H[SUHVV WKH\ DUH RI HTXDO YDOXHTRUPV WKDW SRVVHVVHG D XQLYHUVDO TXL

(QWHULQJ /DULRQRYTV H[KLELWLFRXW RGN Z‘HL DN EH QRWXIQMHHZLWK WKH LQ
for responding to its contents like the boor of 1913, for we are, “faktura SURGXFHV D VHQVH RI WKH P\VWLFD
SHUKDSV WKDW YHU\ ERRU ZKR DW Wita@d knG comprehe@inhXolnevD d@®lds lai@d \wew Xo@nis Q J
XSRQ D ZRUOG WKDW ZH FDQQRW FRR$EHIDKXWE RU MXGJH &RQIURQWHG
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%H LW LQ WIKbdk piht)dpefRdntBvoodcarving, consumption. The effect of these developments was to relegate
D SDLQWHG VLIJQERDUG RU HYHQ DQIRRQJLYKG'LUFRRP BRDQOH RYAR\WRQAMJLWLFDO
of faktura QR PDWWHU KRZ JURXQGHG L& KMKHORYWOBIRREBGT XROGWDNKIRRQHG ~ 3DUFK
WKH PHGLXP DOO SRLQW LQ RQH GLUKIFWEBRY WRHADRGN WHKIHVIRRP DKAHUKIB @Y D QW
$V ODUNRY QRWHYV 3 WKHUH LV D WHQVERQWY QY WKH. Y KME EOWEFHHTRWIRORLW )
ZRUOGV WKH RXWHU DQG WKH LQ Q Hitdn WAkl pbtdit Br&ank bofEd @nldnsBDafing théiriudtute @ W heQ JL E O H
%RWK WKHVH ZRUOGV RYHUODS 2QHKHADGHRYRUKG VEKUEWN WKHH \RMWDRVHXUV LIVX R WK
concealed. Through their common faktura WKH\ \LHOG DDVHHQPMEDRUDVVLQJO\ DUFKDLF FUXGH DQG °?
WKH P\VWLFDO" PDVV SURGXFHG DQG VWDQGDUGLVLQJ HIIHI

'"HVSLWH KLV SURWHVWDWLRQV PERKMG MR RDYVWHXBVEKOQS RODYXGI® WKH 3DXW
DUW KLVWRU\ /DULRQRY ZDV HQRUPRBWOR YHWX\E KW KK DUHG PDGIHQJ WKH
KLVWRU\ DQG GHYHORSPHQW RI WKH LFRRQW KDG&LWQRBRRADIAQ BHKHHQSWXGDBA G IURF
FRQWH[W ,FRQV KDG EHHQ LQWURGemHhE 19t W R WoXXWAVR Q GED VW HWWY VXFK DV 9L

priests following the Christian conversion of Prince Vladimir = Nesterov and Vrubel had done much to revive interest in them as

RI .LHY LQ $ $W ¢UVW %\]D QW RQMU WF RRQM V XA\F 12 DDANVF W KIGAM XLLQ VKIREL HHIYDHULD \ W
Virgin of Viadimir - 6 WDWH 7UHWLDNRY *DO@HWNLVWYFRZDWHWHWW LQ LFRQV ERRPHG IR
as models for Russian icon painters and the earliest Russian L Q ZKHQ $Q G OH LestddnOhiyHye. 1411

LFRQV EHWUD\ WKHVH LQAXHQFHYV L Q 6WKDHN AWV D SIRWWHOUCHOH R N WOKRHY W R Z Q WIVV
DQG WKHLU VWHUQ IDFLDO H[SUHVYV brigi@aVcoldu¥.W $R/ IDIURNF XO\WD QWRRF BRGH LQFUHTEL
VRXWKHUQ 5XVVLD E\ WKH ORQJRO RQWDYHRQWY QORI DMNSKSHU HAFK IDWWMHHCH KRM KW KHLU VL
FHQWXU\ KRZHYHU WKH DUWYV LQ IRYGRUMRFE& PRGRIVNFDOBWSMHHMWBQRG QRW RQ
I[URP WKH DXVWHULW\ Rl %\]DQWLQHRWZRRPWIHRYYVGCHFGVENMOO R AR HDPKHIGUE\ Wi
own distinctive approach. Russian icons of this period suchas DUW HVWDEOLVKPHQW $UWLVWYV IURP DEUI
The Miracle of St George and the Dragon DUH GLVWLQ ERWKHGBVEFLQDWHG DQG LQVSLUHG E\ LFRQV
graceful curves, charming and imaginative compositions, and :KLOVW WKHUH ZDV YDOXH IRU ERWK /DU
¢QHVVH LQ OLQH DQG GHWDLO + H Uihhvbsthg iDtheF &HdrGeksQof thd/ Rrighfa Y dcdR @b aftaki@gD \
WKH HVVHQWLDO GLIITHUHQFH EHW ZRHIQ “4dhkli¢tT N aldiQnGc"Sa¥dv grinitRe LderRdtions, @ D
PDQXVFULSW HQWLWOHG *7KH ,FRQVHPEOHP DAWQWN "WEHILW WHQ VDODWILRIDFWLRQ Z|
WKH V KH H[SODLQHG DQG FRQWHPSRUDU\ FXOWXUHfakkudd LV WKHL
WKDW LV GLVWLQFWLYH 2WKHU PHPEHUYV
“The icons of the Russian schools are distinct from those of KRZHYHU VKDUH WKHLU YLHZV 7KH DUWL"
*UHFR %\]DQWLQH RQHV E\ WKHLU JUDSKAW LNRHU® ID@ 6 VWHVEHWHDOEXEY DQG ZDV D
WKHLU YHU\ FOHDU DQG GHOLFDWH YoRIO®Ro¥b MoloexhiW K RX £ X DAFHH VF O RGH X DWW R W
application which make the surface vibrate and conferonthe LQ GHYHORSLQJ KLV Wkib®RAdy RAKIPAHKGHQH V)
5XVVLDQ LFRQ DQ LQ¢QLWH SURIXQGIOQWM PBKHD VA\YD QW WVOKIHDRIED tWHIBNTXDOLW\ R
VDLQWY DUH PDGH RI AHVK DQG E O RwBuGlersZshitiHtheHdaéptWikdiubX VR @WOH ROM@W O\ )LOR
DUH QRW 7KH\ DUH WKH DEVWUDFWD/SBHRDNVKRIGDWRMW KARQLOQHD VLPLODU ZD\ W
and tried to develop a pictorial analogue in his own work for

,Q RWKHU ZRUGV IRU /DULRQRY WWH VY XDIOH WLLHAD RVIPHPQEW HRQHVY™ WKDW KH VI
WKDW UHQGHUV 5XVVLDQ LFRQV GLIIHIKHQiNén, WMRcotditR N tkiuRa and/tKethpplcbcifitibt H N
counterparts and which confers upon the Russian icon the status RI LWV TXDOLWLHVY DV GHPRQVWUDWHG L
RI D WRXFKVWRQH D 3SRUWNH\" WKIFRSKRIKWIKQWKLLGHH RO RIJWRX®G KWMROH W RI 7KH '
ZRUOG RI WKH EH\RQG (Osliny khvost i mishen JURXSV Rl ZKLFK /DULRQRY

Inthe 19" FHQWXU\ KRZHYHU LFRQ SDHDWGLE@I IAHOPEHEPW RDGIHFFIOLQBOHYLFK 90DG
DW WKH KDQGV RI WZR FRPSHWLQJ IRBRFKDWRPD/ BIO$HDQGKPLF 6 KHDFKVWHRQNR DQG
ZKLFK \LHOGHG VHQWLPHQWDO DQG ¥RWXWD QLK VWICHDIQOWRREB8WPBOWEVLPWRHWR PH
RI D &DXFDVLDQ &KULVW 6DLQWV D@& OPWKRUY IR XREGH UD/VQ\dD QVKIHQJ RI WKLV P
HPHUJHQFH RI WKH 3SDSHU”™ LFRQ LQ/DMKIHR ORUW/P VRRRPQP DGV ISWMNRLGHXFH@ KLV 3)RUHZ
HQJUDYLQJ SURGXFHG DV FKHDSO\ obai fosslRVVLEOH IRU ZLGHU SXEOLF
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Archangels and The Mother of God with Ornamentation
ORVFRZ 6WDWH 7UHWLDNRY *DOOHU\ DPF
ZRUNV FDOO LQWR SOD\ ERWK WKH LPDJHU
its faktura 7TKH 36DLQWV’™ 36DYLRXUV™ DQG 320RW
00 *RQFKDURYDYV ZRUN DW WKLV WLPH DL
VWURQJ \HW JHQWOH FXUYHV WKH VDPH H
KLHUDWLF SRVWXUHV UH¢{QHG JHVWXUHYV
and delicate colour harmonies found in the original icons on
GLVSOD\ LQ WKH H[KLELWLRQ

*RQFKDURYD DOVR SDLG HKdbdddXO DWWE
each painting, the worked and expressive surface that reveals
WKH VI\PEROLF LQWHQW RI WKH LPDJHU\
with which the image deals. Indeed, it is interesting that it was
WKLV YHU\ IHDWXUH WKH XQLTXH WH[WXU
VXUIDFH WKDW SURYHG KHU GRZQIDOO

? exhibited in St. Petersburg in 1914 the popular press charged
s+ - AL E VPartit of Kliunkov, 1912. Lost KHU ZLWK EODVSKHP\ DQG FDOOHG IRU KH
WKH 2UWKRGR[ &KXUFK QRW VR PXFK EHFD

breached the ma V},Jparameters of the icon tradition, nor because

PRH UV ZRUNV EV ODOHYLFK Wi, YTl YER HEW 'ERQRYUT SR exw ubwkhu

ti WHGHOLMN OXVHXP
painting are Women in Church 6 GHO 0 expresswe executlon tEe emphasis on faktura, reminded one of

and Portrait of Kliunkov R | t LQ ZKLFK O Dtge coarls'elit}fd c%ncl;mon ll/\tyo\/{ print. The paintings were “treated 19

the frontal and planar depiction of the saints that is found in icon LQ WKH VDPH GHIRUPHG DERPLQDE PDQ
painting. The principles of faktura, however, as demonstrated daubs in the exhibition”

in the combination of materials so central to the icon tradition /DULRQRYJV RZQ ORYH RI LFRQV LV GHPF

DUH DOVR UHYHDOHG LQ WKH DUWLVWIﬂ\kD/\)(ESVFrUT\)H-l&%XH@O%IHEWQBJQQ%V&W,
ODWHU LQ D WHFKQLTXH WKDW |_l'_[\4< F&%L%WLﬁ%QQOéDQMWQIL%)fMVM% D
WKH LQAXHQFH Rl 6\QWKHWLF &XEL%elr tlfle(g c?ecordeci:'i m\%e cl—tal!o‘gﬁesshowwlall% %e colleRtlon
WKH LFRQ LQ ODOHYLFKTV WKHRU\ DRGpSYPFWE FER AR 2ot WWORF H B 27X SR b P H o
ZKHQ KH KXQJBKe\SqudeRRaxeMretiakov vy y\ WLHU RI WKH WUDGLWLRQDO LFRQRVW
*DOOHU\ ORVFRZ DFURVV WKH FRUQHY IR[IW\N6'T"LQ’BIRI5)Q%V\(JM—HVHQWDWLYH /D
exhibition. The Black Square usurped the traditional throne WUDGLWLRQDO PHDQV RI SDLQWLQJ LFRQV
RILWKH LFRQ DQG LQ WKLV FXOWXURQQungY Filest Wi ¥nbwnks ‘REil¥st: B&owc R hPddand- F K
FRQVFLRXVO\ DSSURSULDWHG WKH WYPBGLWIHR@R A\ URAHH BRU YWHH Wk R Qo MRk KLY v
new art of Suprematism.”? ,Q KLV HDUO\ \HDUV WBWQWKﬁU%\ﬁWQE\H_@@\LFRQV ZKLEFK ZHUH F
an icon painter in a traditional studio near the Kremlin and later ~ gy,ch tracings were gathered together and preserved in the form
GHFODUHG of manuals to which icon painters were expected to refer and
to follow. In Russian the term podlinnik was used to designate
“If it wasn’t for the icons I should have remained preoccupied Vv XFK DXWKRULWDWLYH PDQXDOV DQG LW
ZLWK ZDWHU GULSV VSRQ@IHV UDJV DREGPRTWRUHMEDSGRA LQ WKH WLWOH RI KLV H
it as vystavka iknonopisnykh podlinnikov. OLWHUDOO\ DQ 3H[K
7KH LPSDFW RI WKH LFRQ WUDGLWRIRQFR\Y RPWEH RDD&Y D /KHRK Fd DIFWXDb® 0\ QR
VFKRODUV DV LQ LPSRUWDQW LQAXHRFKLKBWR &KLYV REZQJIPPIQLS WRDWKR P RUH FRC
materials in his reliefs and, indeed, upon his own discussion and title as an Exhibition of Original Icon Paintings and “Lubki”.
understanding of faktura. /IDULRQRY ZDV DOVR H[WUHPHO\ NQRZ(
*RQFKDURYD RQ WKH RWKHU KDQKL\SDRQWHEGPW QD GIDW HRQZ/RRINWKH LFRQ +|
on icon themes including The Four Evangelists 6W 3HWHIURENXVIRQ LFRQ SDLQWLQJ LQ WKH VHYHQV
6WDWH 5XVVLDOk @xptoX Bf the Virgin, The FULWLFDO PRQRJUDSK E\'1 3 /LNKDFKHY R
Holy Trinity, St. Panteleimon DQG WZR WhikSMW\FKRVLI DQ LFRQ SDLQWHU ZKR ZDV HPSOR\H(
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s- ,ARI| O 8eBRortrait, 1912 s3TAHOMAGVGORAOBCENTURY
Ex-Tomalina-Larionova Collection, Paris State Russian Museum, St. Petersburg

WR IXO0;0 UR\DO FRPPLVVLRQV DQG/DMWARGRBLHRFRXKIDLEHERRWKR G OMKAH ZKHUH DQ
VPDOO \HW GLVWLQFWLYH LFRQVLRIQWRXSHBWVRID QVKH LFRRREDLQWLQJ ¥ 7KH
ZURWH DERXW LFRQV QRW RQO\ LQ KORKEBDWDORIYXKHQWBR BXERQ RQ WKRU WHKEZ KLV
(IKLELWLRQ RI 2ULJL QD OLubk R:RQibida L SRUQVYWDDWGDQG WKH HORQJDWLRQ RI /DULR!
R EXW DOVR ODWHU LQ KLV L%QSMEAINKHGE (HW VO\VHRQWAMO ARQYHQWLRQV LC
Icones” ZULWWHQ LQ 3DULV LQ WKH MXVHV RFKUHVY DQG EURZQV WR GHSLFW WKH
7KH LPSRUWDQFH RI WKH LFRQ |Rfkct&fbkdddip¥neQdopps&l tbRankv4l, updivhich his
realm of the ontological nature of its faktura as opposed toits SRUWUDLW LV SDLQWHG 7KH HQVHPEOH LV
LFRQRJUDSK\ 7KHUH DUH IRU H[DPS@H PER\SDURWQQGJIA BL RIQRRIYRKHDG
ELEOLFDO RU &KULVWLDQ WKHPHV LQ ZKMIKAKUKHLFNLZIKWKREKNWHGRREWDD@R WY OO HPHQW
have breathed new life into an “authentic” tradition that had ZKLFK /DULRQRY WKH 2EDG ER\" RI 5XVVLDQ
fallen into decline at the hands of an “enlightened” Russiathat D ODWWHU GD\ VDLQW SHUKDSV HYHQ DQ D
had bought into Academic naturalism as its cultural guarantor.  grin, his unkempt appearance and the darkened halo around his
+H UDUHO\ LPEXHG KLV ZRUNV ZLWikadMKdf whithRe@ferddd BisSpiKHLE refmiatidh\AsH thiuyal
DQG VWAOLVWLF FRQYHQWLRQV RI L ké&las Dhes@ WotkQate ndd £ WtACIRoK K tratitiofmRthe R Q
RFFDVLRQ ¢QG WKHP LFRQ KRZHYHU EXW UDWKHU RQ WKH SULP
In his series of Self Portraits ¥ IRU HIDPSOHPDQQHRYRRI D PRUDOO\ EDQNUXSW PLGGOH
uses the same frontal pose and planar treatment as that found in  his Self-Portrait is no more a criticism of the icon tradition as
the icons of saints. +LV SRUWUDLW 00V WKHBXFLQUN V8 DR WHISIDEMP ML Q $OEULIKW
DQG VKRXOGHUV FRPSUHVVHG E\ WKHR[LGWW RD OOKH \FDEAXYMDDVORD Q& WKHULWLFLVP
crown of the head extending to the top of the painting. In addition, /IDULRQ@&%Y SDLQWLQJIV RI SUHVHQW
WKH FUXGH LQWHU SOD\ EHWZHHQ W iftetedRiig Kdderbf Dh@ &Gtis? KthndéidialYréfddeWéd tb BhOivonR | W K H
VKLUW UHFDOO WKH VW\OLVHG IROGWURIGYMVWQHRWW RQWQ RRAHWKMRMDHQWYV 7K
LQ LFRQV ¥ 7KH VKDUS HGJHV RI WXWHp A R@IWIUR QB YHB FPHWWKRIGHWRBH3DULYV
around the neck of the saint. The script on the right hand corner  the front with her forearms raised, imitates the posture of the
RI WKH SDLQWLQJ ZKLFK LGHQWL ¢ HMotRenoGod B hdNSignV O *6HOlI 3SRUWUDLW RI
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Left to right: M. Larionov, Moris Fabri, M. Le Dentu, N. Goncharova, Obolensky, S. Romanovich
Paintings left to right: M. Larionov, Jewish Venus, 1912, Panels of the Seasons: Autumn, Summer, 1912 21

JXUWKHUPRUH WKH DR a@tinggH RF K\HAD VRBQG SUH HVWDEOLVKHG IRUPXODV
into one large panel at The Target (Mishen H[KLELWLRWQW\OH WKURXJK ZKLFK WKH\ H[SUHVVHG W
VHHPV WR SDURG\ WKH LFRQRVWDVLWHWQKH RFWOHHY) RI MW RY BEKURW LR WKW KDXD C
VHSDUDWHY WKH FOHUJ\ I[URP WKH ORLWKMQ GUW & KLKERIGRUIRNAR RVWBW SWKRH DUWDHHO L J L
LQ WKH 2UWKRGR[ &KXUFK experience when contemplating icons manifests itself.... The

,Q DGGLWLRQ ZH NQRZ WKDW /PHDRWRDY QBSSQUHV¥YBEVWRHGVKMKEBUDZLQJ RI Wk
schematic notation with which the icon painters depicted their IDVFLQDWLQJ DEVWUDFW KDUPRQ\ RI WKHLL
V X E M*HhE Whdual spatial conceptions of icons, the inverse WKH ZRUOG RI WKH EH\RQG ,W LV D NLQG
SHUVSHFWLYH DQG WKH GHSLFWLRQHRID ®REMHE WHY HD W KHWM QV KR EFRQKHUQ DQF
respective viewpoints of the characters within its picture space.
These features suggested some of the strange spatial resolutions +HUH /DULRQRY VXJJHVWV WKDW LFRQ'
LQ /DULRQRYTV 1HR 3ULPLWLYH ZRU Nhbugh their abstracted forms and colours and it is this

Above all, however, icons demonstrated the spiritual understanding and experience of the transcendental role of art that
possibilities that both abstracted form and faktura FRXOG \LHXQXGG HQPSLQQHG /DULRQRYfV LGHRORJ\ DQG ¢
the popular imagination the icon was believed to be the saint’s ,Q KLV PDQLIHVWR 33LFWRULDO 5D\LVP" 3/
materialised image and so it offered a direct means of contact with SXEOLVKHG LQ W KHonjbidd QRK MRXIDQAOD®RQRY
WKH ZRUOG EH\RQG 7KH LFRQ VWRRGBGDV HWYHQ WHKH DPISRDWBRBMW RH\FRORXUD\
FROQQHFWLQJ WKH SKHQRPHQDO DQG ¥ RKXIPHIW W Z RUYGE/LVRXIVYURQ VRV WYKKFKROR
DV /DULRQRY ODOHYLFK DQG .DQGLQVN\ WKH DEVWUDFWHG IRUPV RI
WKH LFRQ WKRVH 3NH\V WR WKH EH\REE  VSRRLWAD DWQ & FF RQWKIHUX RRV HGVVWHQFH
were of particular importance as each sought to develop the visual WKH 5D\LVW SDLQWLQJ IRUPV LQ WKH PLQG F
PHGLXP DV D PHDQV RI H[SUHVVLQJ WRBJIWSEKLKAKX VO LY RXW V/IDGH ROQRYIIRH DQG
HVV D Icdnes” VXFFLQFWO\ VXPPDUL]JHV WRIRXSRRFIWWH GLRAHAQVLRQ * VLQFH LWV ZL

RI WKH VXSHULPSRVHG FRORXUV DUH WKH R

37KH 5XVVLDQ LFRQ SDLQWHUYV ZHU H -1k O Gedthetsdtdaiiond, RornDProhGhe inid £, arefofS BiffbddnD Q W
abstraction. This abstraction manifested itself in the use of RUGHU RI WKLV VXSHU UHDO RUGHU WKDW PI
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oneself walking but rather an immaterial world which we
FDQQRW JUDVS $V /DULRQRY GHVFULEHV L\

37KH SLFWXUH DSSHDUV VOLSSHU\ LW LPSDL
outside of time and space — it creates the sensation of what one

might call the fourth dimension”.**

‘H DUH FDVW LQWR D ZRUOG ZKLFK OLNt}
/IDULRQRYTV 3)RUHZRUG” RU LQGHHG OLNH "
QHRSK\WH FDQQRW EH DFFRPPRGDWHG XVI
thought for this is a transcendental art which, like the “original”
icons, seeks to lead the spectator into an experience of the
spiritual through the language of faktura.

J)LQDOO\ ZH VKRXOG QRW IRUJHW WKDW F
SRayist Construction of a Street, 1913 the faktura RI WKH LFRQ DV LGHQWL¢{¢HG E\ 90DG|
In, Rayism / Luchizm, 1913 RI WKH YHU\ FRPELQDWLRQ RI PDWHULDOV \
whole. The wooden panel of the icon is a veritable palimpsest,

SOD\LQJ KRVW WR D VXFFHVVLRQ RI 3VXSHUI
JROG OHDI DQG PHWDO DQG JHP DGRUQPHQYV
LW LV WKH HQVHPEOH Wib¥WhitlVMIPDEOLVKHYV
SHRSOH WR SEHDXW\ UHOLJLRQ PG *RG’" D

is the timbres of the surfaces of his paintings that he seeks to

articulate through the expressive working of the materials; and
WKHVH PD\ EH GLYHUVH
,Q /IDULRQRY EHIJDQ WR H[SORUH WKH
of collage in works such as Sunny Day (Pneumo-rayist Colourful
Structure I LQ ZKLFK KapiethR&G&EdRive e
surface of the work an uneven, textured feel; to create a certain
timbre that would attune the soul of the spectator. Again, we

feel ourselves sliding into a world that we cannot comprehend

sSunny Day (Pneumo-rayist Colourful Structure) through logical thought. Sunny Day invites us to leave the
1913 Musée national d’Art modern, Paris ZRUOG RI IDPLOLDU WKUHH GLPHQVLRQDO

to experience a noumenal world of the spirit. This world, as
/IDULRQRY VWDWHY VR RIWHQ LQ KLV PDQLI}L
7KH VSLULWXDOLW\ DQG P\VWLFMSDFHAKILWK.MRUZRMWOWIRRRYLEYXOWDQHLW\ ZKHL
HYRNHG E\ WKH DEVWUDFW JUDSKLF LRQU®RNKR IWIFFRFQR WD G O PEHWHK/H,L, U 2AKHEWHO FI\S W L L
FRORXUDWLRQ G GLVVEOBD RO\ H[SHDR BWRBHIQF HKDW G ZKHUH Hiithke piel RQV R LI
RZQ ZRUN ,W LV E\ WKHVH PHDQV WKQW WH K HDLUI\Q LSy B it REIFKpHnd Widé D W H ~
timbres that reverberate in the spectator’s soul.’! WKURXJK ZDUSV RI WLPH DQG VSDFH MXVW C
,Q DGGLWLRQ ZH PD\ QRWH WKDWOHE XULNRDIVY ORRIFERBWH. OO WKH DQFLHQ
WUDQVFHQGHQWDO DUW KH VSHFL ;W6 Reiwdd] R hWANGthAR iviatibhHs\m&1d/eSgHdR W R |
WKH LFR QR Jdil»& & thdDi€di an aspect to which E\ /DULRQRYTV LQFOXVLRQ RI WKH QDPH 3.$
90DGLPLU ODUNRY KDG DOVR ElhbaZ QwdWWSMIr QNviRe€us ko@vdichnwe the RnkgiNas of time and
R MeHE WKH WKLQ JROG KDWFKHGSDERHWKDRAL EKH GH 3 UG \RKQOW KUHH GLPHQVL
GLYLQH O UtiKIes sucl as these which represent the  the faktura of the medium, to seek liberation in an immaterial
NH\ PRWLI LQ 5D\LVW SDLQWLQJ D Q GealmWfthepiadl WK WKHVH WKDW /DULRQRY
FRQMXUHV IRUWK D VHQVH RI 3WKH VXSHKLWYHPROODIHARBNY VORXG DV /DULRQF
Rayist Construction of a Street ¥ WKHVH P\VWiMedd iR Xid/us©df @khtaleous materials to add to the sense
GR QRW GHVFULEH D WDQJLEOH UHDOWkE WHKDRV ZKDWV K RFH GWQ DL DVRQKHLVY DHV\
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time. In his Portrait of Goncharova (Plastic Rayism) (State > @,ELG

7UHWLDNRY *DOOHU\ ORVFRZ RI >| Y. D [ OLR/S QK HK H SR/G\E RKRVUQHUR RI 9HOLI
SDSHUV SLHFHV IURP SRVWHUYV DQG DSORWM RLHRQ FRKDWRNDAVPRZWRLWOH ZUL'
hair, whilst in his collage fron Battle QRZ ORVW KH HRSOARUUIQJ WR DQ DVSHFW RI WKH $QFL!
GLYHUVH PDWHULDOV LQFOXGLQJ PDWRKK\DMLE DY, KDWUU\NﬁRﬁﬂMLY}X\E\W R\g‘,RQ Gt
The Smoker  OXVHXP ORGHUQHU .XQVW  9LHQQ R tlﬁt[ﬁigs)?h%@@tir%gnd space appearing at

WKH VXSSRUW RI D ZRRGHQ WUDP VHDW,e Q@ b YricRddRelY i Girdierte \edhfiried RifP

tin tacks, a cigarette and cotton wool. different locations.

$00 RI WKLV OHDGV XV EDFN WR>V@§RHLE58FwﬁNLﬂVDX@*géﬁvlﬁ%G”RXUWK |
H[SUHVVLYH GLVSOD\V RI WKH PDWHULB%JWngWL’_%Y)&bMV&&PPLI-kaéEA/K PDQON

HPSOR\HG LQ LWV FUHDWLRQ DQG WR WP%‘]‘%SB\\)VQ 7E|IS|L5I§%}§AI/-|H3GYLB\L/JDRV%IS%Q/¥|G WR

the “sounds” and timbres WKDW DUH FUHDWHG WKHUHE\ UHYHUEHUDWH | . )
o o ) to be our ultimate, material existence in three dimensions,
the spectator’s soul permitting us to touch the spiritual. This, as

ZDV PXFK GHEDWHG "LOHQWHMN UMD YR D
/IDULRQRY QRWHYV

H[FHOOHQW RYHUYLHZ RI WKH VXEMHFW
“makes the surface vibrate and confers on the Russian icon an YLVXDO DUWV VHH Tie Fourthltinig/SithU V R Q

LQ:QLWH SURIXQGLW\ 7KH %\]DQWLQH B0 Xosiyeifesy GOTeEwr M35 Boeyses
AHVK DQG EORRG ZKHUHDV WKH 5xVvVvLDB-NFRR o P BRW- S B HOWK AU HVY
DEVWUDFW V\PEROV RI DQRWKHU OLIH ~2XVSHQVN\ D FRQWHPSRUDU\ SRSXODL
NQRZQ WR WKH 5XVVLDQ DYDQW JDUGH
$V ODUNRY VWDWHYV LW LV WK UR X JKs bppks GhetyextopipyprpnieRApyNsadovprgigodyasti
WKDW WZR ZRUOGV LQWHUVHFW DV Wrkeiaker@mgow &KW R X M MWMEKAdurpam i/ Q
/DULRQRYJV YLEUDQW FDQYDVHV P DN L &dchvkkagqkam @ird Sy Petgisbugd 190 . Vhel laorH
2XVSHQVNLDQ 3NH\V WR WKH HQLJPDV RwasNakHrafsRigdOr® English as Tertium Organum: A
Key to the Engimas of the World IRQGRQ .HJDQ 3DXC
7UHQFK 7UXEQHU

Footnotes > @ ' 2XVSHQVN\ ,ELG
> @ $OH[DQGHU %HQRLV ZDV RQH RI WKH
> @ KH WKHDW U PgubF Whhgdzing inRdiscussing critics of the “Silver Age” group of artists, writers and
/IDULRQRYTV GHVLTpM |RIbENK H DELDAD O philysophers who gathered together under the banner of
'"HFHPEHU 37KH :RUO G Mlishikbvi™ $OWKRXIK WKHVH O
> @ KH ¢UVW SDVVDJH WKDW /DULRQRY Q6 SARUMIWMETIVT FRWHNG LB/ IVREDPHQWDO |
“Chapter 7” of “Radabai”. “Radabai” (in English “Rhada DWWHQWLRQ WR LQGLJHQRXV WUDGLWLF

%DL" ZDV WKH SVHXGRQ\P DGRSWHYGHE\ PIKKK IRARRYDRQ PRUWESFKDHRORJILFDO ™ ¢
6SULWXDOLVW OPH +HOHQD %ODY¥DA@0VARUMRQR YR X)RGMGRK BH ciit KH @
7KHRVRSKLFDO 6RFLHW\ O0PH %OBY @W VONDUNIWNpQ tbjskeshid PH @lusticheskikh
SUROL¢{¢F DXWKRU RQ WKH TXHVW L RQussRtkiW Kakturq) H & WV VAHNN SR Vrikhbeddshi,

spiritual in a world in which the principles of Postivism, 1914. An illuminating discussion of the work of Vladimir
PDWHULDOLVP UDWLRQDOLW\ DQG ORIUKN RZYH UK BGIXIE HQ ¥ HDG I XNGRX b sBIQ V O D W
IDLOHG LQ WKHLU PLVVLRQ WR GHOWRHBHWKKHE GUIMKHG VD W K D WHdwkKk-HR ZD UG
KDG SURPLVHG 7KH TXRWDWLRQ LV Mw&vbimd sk R-ih@iske RAR G teDfotlz RVRAL-
LQYHQWHG E\ /IDULRQRY VLQFH DW WaileS 9HXNVHIQAVQ WMRPGH WKLWEDVWBIIHRUWKEF
FDQQRW EH GLVFRYHUHG LQ DQ\ R{ 0@HL G% OD DOIMEVN\TV ZULWLQJIV

/I DULRQRY WKHUHIRUH SHUKDSV SWHKELBPH H[WHQW WRQJXH LQ

FKHHN DSSURSULDWHYV KHU SURSKH@EILRG DQG DSRFDO\SWLF WRQH WR

articulate his views. > @DULRQRY 3)RREHIRiI Coc. cit? > @
> @ /DULRQRY 3)RMBBRYG ystavka kartink - > @KH FRQFHSW RI D 3SRUWNH\" ZKLFK FD(
ikonopisnnykh podlinnikov i lubkov ORVFRZ with whom it comes into contact to different times and
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vV V V V

SODFHV ZDV ¢UVW GHY LNarGPdaar - . pddlibiik. GpdstdaQxvi i nachala xvii stoletti ORVFRZ

and the Gobletof Fire 8. % ORRPVEXU\ &KDSWHWWLRQRYYYV FRSLHY DUH ORFDWHG I
7KH FRQFHSW Rl 3$ MRXUQH\ DFURVV/MEKUHD UK RRQ FWRWIDG "~ $OEWMKMW 0OXVHXP /RQ
VXEMHFW RI D SRHP RI E\ $OHNMNV HAD ULREKIHQ \N Hoe. BittK @ R@H

IULHQG DQG FROOHDJXH RI ERWK>/D@ELRRQRY DQG *RQFKDURYD
+LV SRHP HQWLWOHG 3:3XWHVKHWW®LHDYR ROWRHP X/ N SHWA/QARM® H3DUWAWXUDO”’

published inMir skonstsa, ORVFRZ 7V OLXQVWH®SULO 0D\ -XQH 1RV
@ULRQRY VSHFL,FDOO\ PHQWLRQY 5@ Y LIQYINR & R YKdnivm®) BRVIEZRY G7vV 0OLXQVWHU
commenting on how useless abook such as hisisintermsof @ D UN®.Ycit > @ 7KH 3DVVLVW" ZDV FU

understanding thiebok 'PLWU\ 5RYLQVN\ ZDV WKH DEKWERIUWLVW DSSO\LQJ RQLRQ MXL
RI ZKDW EHFDPH DQG VWLOO LV RQH BRI MHKIHON HALWHI HUHIRUEHWARIUN ¥ UX VK *R O

onthelubok 6HH ' 5RYL QRuskkiia narodniia RYHU WKH VXUIDFH DQG DGKHUHG WR Wk
kartinki. St. Petersburg. shimmering lines of light across the image.

@HH O0DRaNURaYop. cit. > @ > @D UL RQ@cRM,op.cit > @

@ELG > @DUNWRYt > @

@ELG > @ULRQRY 3/Hod cif {QH®"

@ /DULRQRY 3/HV ,F{QHV  F V LQ OLNKDLO /DULRQY

Une Avant-Garde Explosive /DXVDQQH /1$JH GT+RPPH

@RU DQ LQIRUPDWLYH GLVFXVVLRQ RI WKH 3UHGLVFRYHU\" Rl WKH
Russian icon and of its impact upon Russian artists in the

19" D Q @centuries see A. Spirahe Avant-Garde Icon:

Russian Avant-Garde Art and the Icon Painting Tradition,

$OGHUVKRW 8. /XQG +XPSKULHV

@HH ,X 5XVDNRY SODWLVVH LQ 5XVVLD LQ WKH $XWXPQ
of1911C),iBurIingtonMagazine oD\ 9RO &:9,,
1R

@FRQV ZHUH WUDGLWLRQDOO\ KXQJ LQ WKH 35HG &RUQHU" RI D
5XVVLDQ KRPH )RU IXUWKHUBI&kVFXVVLRQ RI ODOHYLFK{V

Square in this respect see S. SimmoKazimir Malevich’s

“Black Square” and the Genesis of Suprematism, New

<RUN *DUODQG 3XEOLVKLQJopcitt 6HH DOVR $ 6SLUD

> @

@DWOLQ TXRWHG E\ % /XEHWNLQ LQ KLV OHFWXUH 37KH
2ULJLQV RI &RQVWUXFWLYLVP’ TXRWHG LQ & /RGGHU
Russian Constructivism 1HZ +DYHQ <DOH 8QLYHUVLW\

3UHVYV

@RU H[DPSOH WHaHimir Tafih &hd)Hd Russian
Avant-Garde 1HZ +DYHQ &7 /RQGRQ <DOH 8QLYHUVLW\

3UHVYV
@XEOH YH 3) X W X U L] PetkrbNrgskyK FK XQVW YR
listok ODUFK JRU D IXOO GLVFXVVLRQ RI WKH

VFDQGDO VXUURXQGLQJ WKH GLVSOD\ RI *RQFKDURYDYfV UHOLJLRXV
ZRUNV DW WKH H[KLE Gwth&®a:TkekH $ 3 DUWRQ

Art and Design of Natalia Goncharova :RRGEULGJH 8.

$QWLTXH &ROOHFWRUVYT &0OXE

@ 3 /LNK Ds&rskHiYograf losif i ego ikony. St.

3HWHUYVE XU J StroganovskyQaBnopisny litseevo

InCoRM Journal Vol. 4 Spring-Autumn 2813



