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1. Identification of the artwork  

object type: painting 

genre: canvas painting 

title(s): 

Rayonism, Red and Blue (Beach)/ 

Rayonismus Rot und Blau (Strand), 

Meerufer und Badende in Blau (see inscription, verso) 

artist: 

Larionov, Mikhail (1881-1964) 

 

variations in spelling: 

Larionow, Michail 

Larionoff, Michel  

Larionov, Michail Fedorovic 

signed: M. Larionov (recto, on bottom, right) 

date of object: 1911 (inscription, verso), 1913 

inventory number: ML 01333 

owner: 

 

 

 

location: 

Museum Ludwig, Cologne 

Donation of Peter and Irene Ludwig  

(Ludwig Collection) 

 

Museum Ludwig, Cologne 

material/ technique: 

description in catalogues/ 

files in the archive of the 

Museum Ludwig: 

 

description after technical 

study: 

 

 

 

Oil on canvas 

 

 

Presumably oil on canvas 

size of object without frame  

(height x width x depth): 
52,5 x 68,0 x 1,5 cm 
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2. Technical investigation 

 

Methods of examination:  

The investigation of the painting Rayonism, Red and Blue - Beach was carried out in 

February 2017 by Verena Franken and it contained the examination of the artwork with the 

naked eye as well as with a stereomicroscope1 in different light sources (incident light, raking 

light, reflective light, transmitted light). In addition, results of investigation under ultraviolet 

light (UV) are considered in the following text. 

2.1 Canvas support 

As no selvage is preserved warp and weft directions cannot be determined unambiguously. 

The canvas is a tabby weave with two threads in horizontal and one thread in vertical 

direction. It is of a coarse and irregular nature showing much variation of the threads in both 

directions. There is a z-twist. Several thicker and slubby threads are present on the reverse in 

vertical and horizontal direction (see Figs 1 and 2). The coarse and irregular nature is also 

visible recto in areas with thin paint layers (see Fig. 15). Additionally, there are some lumps 

and knots within a thread (see Fig. 2). Frequently several light and dark brownish wooden 

bast fibres and wooden sticks are integrated to the structure of the weave in both directions 

(see Figs. 3, 4, 5 and 6). Thus, it is suggested that the canvas is not of high quality.  

On the reverse of the canvas there are the handwritten inscriptions óLARIONOW Moscou 

1911ô (left part of canvas with name of artist and date of painting) and ô43 Rue de Seine 

Paris VIô (right lower part of canvas with the artistôs address) written in black tone (see Figs 7 

and 8). Additionally, especially on top right of the canvas there is a handwritten and barely 

legible inscription which contains the artistôs name, title and artistôs address (óLarionoff 

Meerufer und Badende in Blau 43 Rue de Seine Parisó) written in blue tone. On top left there 

are also three adhesive paper labels. All labels probably are later additions. In the following 

section the texts of these labels are listed.2  

óLarionov 

Plage 

rayonisme 

1910-11ô 

 

Notes: paper adhesive label with handwritten text (artistôs name, title in French and date of 

painting), written with blue pen, paper support is aged, discoloured and it does not fluoresce, 

indicating that it does not contain optical brighteners. Localisation: top, left. 

  

                                                           
1 Type: 308795, firm: Wild Heerbrugg, magnification: x 10-40. 
2 All l ocalisations related to labels and inscriptions are considered from the reverse. 
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óP. NAVEZ 

EMBALLAGES TABLEUX & OBJECTS DôART 

76, Rue Blanche, 76 PARIS 

Exposition de Larionov    [name of artist, spelling barely legible] 

No 167 

Raionnisme  [word possibly added later] 

M Larionowó 

 

Notes: paper adhesive label with printed and handwritten text (text discoloured and faded). 

The paper support is aged, discoloured and it does not fluoresce strongly indicating that it 

does not contain optical brighteners. Localisation: top, left, label in parts covered by upper 

stretcher bar, label is mounted with overlap on the label referring to the gallery óDer Sturmô. 

The label probably refers to packing and shipping of the painting by the French company 

P. Navez. 

 

óDER STURM/ Zeitschrift/ Herausgeber: Herwarth Walden 

Ständige Ausstellungsräume 

Berlin W 40/ Königin Augustastraße 51 

Korrespondenzadresse: Berlin W 9/ Potsdamerstraße 18 154a 

Name des Künstlers Mikail Larionoff 

Wohnung Russland Moskau Twerskaja Strasse 

Trehprudny/ Trekprudny pereulok Haus N 2/7 W 10  

Titel des Kunstwerks Meerufer und Badende 

[é] [word in blue tone is illegible and was possibly added later] 

Preis M 1000  Berliner Katalog Nr.  ô 

 

Notes: paper adhesive label with printed and handwritten text (text discoloured, faded and 

with water damage). The paper support is aged, discoloured and it does not fluoresce strongly 

indicating that it does not contain optical brighteners. Localisation: top, left. The label refers 

to the paintingôs inclusion in an exhibition organised by the gallery óDer Sturmô in the 

exhibition óErster Deutscher Herbstsalonô, Berlin, 1913 Label is inscribed with the artistôs 

Moscow address.3 

  

                                                           
3 There is a note in regard to the artistôs address in Moscow in the street Trechpudnyi/ Trehprudny/ Trekprudny 

Pereulok (different spelling of the street name), apartment no. 10. The following German text is listed in a book: 

óDer Katalog der neun Jahre späteren Ausstellung Eselschwanz enthält die Adresse der teilnehmenden Künstler. 

Die Angabe des Apartments 10 in Trechpudnyi Pereulok 8 (an der Straße Zwerskaja) stammt von Gontscharowa 

und Larionowó. Source: Kemfert, B., Chilova, A. and Iluchina, E. Natalja Gontscharowa: zwischen russischer 

Tradition und europäischer Moderne. Ostfildern: Hatje Cantz (2009), p. 26, note no. 9. 

Larionovôs address is listed as apartment 10 in the Goncharovaôs house on Trekhprudnyi pereulok. They shared a 

studio in her fatherôs house until their departure for France in April 1914. Source: Ioffe, D. and White, F. H. The 

Russian avant-garde and radical modernism: an introductory reader. Boston: Academic Studies Press (2012), 

p. 202. 
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2.2 Stretching 

The current stretcher on which the painting is mounted is not original. There are many small 

holes in the canvas at the tacking margins with associated traces of red corrosion (see Figs. 9 

and 10). These holes do not correspond to the current fastening points and there are no 

corresponding holes present in the current stretcher. Thus, it is supposed that these holes are 

related to the original stretching4. The canvas was originally secured with round-headed tacks 

or nails in intervals of 2,0 -7,0 cm spacing, especially 3,0-4,5 cm spacing. They were inserted 

in the tacking margins but in contrary to the current stretching they often were fastened a bit 

further away from the turnover edge. The current position of the turnover edge seems to 

correspond with its original position. The canvas extends approx. 2,0-2,5 cm from the 

turnover edge on the tacking margins. As the cutting edges look original and the canvas is 

slightly frayed (see Figs. 9 and 10) the size of the painting probably was not reduced.  

There is a large crease in the left part of the painting in vertical direction and a second smaller 

one (see Fig. 40) indicating that the painting may have been stored in a folded position. There 

is a report available which describes that artworks by Gontscharova and Larionov were were 

stored flat or were rolled up (Chauvelin 2010)5. 

The canvas has been re-affixed onto a new stretcher; the original tacking holes are preserved 

but they were not re-used (see Figs. 9 and 10). Totally 75 new staples (width of staples: 

15 mm) were inserted at intervals of 2,0-6,0 cm spacing, predominately 2,0 and 2,5 cm 

spacing. These are driven into the tacking margins particularly in primed and painted areas. 

 

 

                                                           
4 Number and fastening intervals of the original stretching (considered from the reverse): 

upper tacking margin: minimum 18 tacks/nails, intervals: 2,5-4,5 cm, especially 3,5-4,0 cm, 

lower tacking margin: minimum 16 tacks/nails, intervals: 2,0-7,0 cm, especially 3,5-4,5 cm, 

right tacking margin: minimum 11 tacks/nails, intervals: 2,5-7,0 cm, especially 4,0-4,5 cm, 

left tacking margin: minimum 13 tacks/nails, intervals: 2,0-5,5 cm, especially 3,0-3,5 cm. 
5 Chauvelin, J. óT®moinages/ Encountersô, InCoRM Journal, vol. 1 Nos. 2-3 (2010), pp. 6-11, esp. p. 8. 

After the end of the Second World War works by Goncharova and Larionov had been returned to the artistsô 

studio which was located in Paris. These artworks ówere added to the works stored in the studio, rue Visconti, 

either rolled up or packed in wooden boxesô (Chauvelin 2010: 8). It is also known that after Goncharovaôs and 

Larionovôs death Alexandra Tomilina-Larionova (Mikhail Larionovôs widow) did not have the means to pay the 

rent for the artistôs studio where lots of artworks painted by Goncharova and Larionov were stored. In an article 

written by Jean Chauvelin the messy situation in the artistsô studio is described and it is also mentioned that 

paintings were stored flat or were rolled up in the studio (Chauvelin 2010: 8, 9). 

óHaving no money, she [Alexandra Tomilina-Larionova] did not have the means to pay the rent for the artistsô 

studio in the rue Visconti, situated but a few doors from the apartment on the rue Jacques Callot where 

Goncharova and Larionov had lived since the 1920s. [é] Emptying the studio took two days. [é] Their 

[Larionovôs and Goncharovaôs] works were piled and stacked, totally cluttering this studio ï which, in fact, was 

quite large ï with dozens of portfolios full of hundreds (if not thousands) of drawings, watercolours, gouaches, 

sketches. Oils on cardboard or canvases were lying either flat or were rolled up. [é] The warehousemen started 

taking the packets and boxes down and loading them into the trucks rather carelessly. [é] Two days later 

everything had been taken away and deposited randomly in the storage rooms at the two Paris warehouses, for 

which Tomilina was never able to pay. All these works disappeared from sight for the next thirty years. [é] A 

small number of works selected by Tomilina (only those by Micha) were taken from the studio to the third floor 

of the apartment on the rue Jacques Callot, which was already full to burstingô (Chauvelin 2010: 8). All artworks 

and documents which were not inventoried had to be packed by Alexandra Tomilina-Larionova in order to 

empty the artistsô studio (Chauvelin 2010: 8, 9). 
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2.3 Stretcher 

The current stretcher is non-original. The original one is not preserved and there is no 

evidence for its type (stretcher or strainer). There is just one non-original paper label present 

on the stretcherôs reverse. 

The current stretcher measures 52,5 x 68,0 x 1,5 cm and all stretcher bars have a width of 

approx. 5,5 cm. It is an adjustable stretcher with ten expansion keys (all keys are present) and 

a vertical centre-bar. It has a brownish glazing. All outer stretcher bars except the right one 

(considered from the reverse) appear to be composed of softwood (possibly spruce wood or fir 

wood). The right outer bar and the vertical centre-bar might be composed of harder softwood 

(possibly pinewood). The construction of the corner joints is probably a mortise and tension 

joint and the bars are not mitred at the corners. The high degree of finish and regularity and 

traces left by a circular saw suggests that the stretcher is machine-made.  

2.4 Sizing and ground layer 

No sizing of the canvas was detected with optical microscopic investigation. It is supposed 

that there is no sizing because the ground layer in parts has slightly penetrated through the 

canvas on the reverse (see Fig. 6) and several canvas fibres are not integrated into the weave 

structure (no smooth texture of the weave) on the front side (see Fig. 16).  

The white ground was applied as an opaque but thin layer on the entire surface up to the 

turnover edge and particularly beyond the fold-over edge maximal 1,0 cm onto the tacking 

margins. The thickness of the hand-prepared ground layer varies; at the edges the layer is 

thinner than in the centre of the painting. As the ground has a varying thickness and as it was 

not applied up to the cutting edge of the canvas there is no evidence for the presence of an 

industrially prepared canvas. Due to its thin layer the structure of the canvas of irregular 

nature remains visible. Some heights of threads are hardly covered with the white ground (see 

Fig. 16). There are many areas at the edges and between passages of paint layers where the 

paint does not fully cover the ground layer (see Figs. 13, 14 and 15). 

2.5 Underdrawing 

Evidence for the presence of underdrawing or underpainting was not visible neither with 

macroscopic nor microscopic investigation.  

2.6 Paint layer 

Larionov applied paints of different tones with brush6 up to the turnover edge and particularly 

beyond the fold-over edge maximal 1,0 cm onto the tacking margins. There are many areas 

with voids where the ground layer is even visible with the naked eye on the front side (see 

Figs. 13, 14 and 15). In several areas the brush stroke of the paint layer has not fully covered 

the ground. The paint layer has a relatively mat surface. Surface structure, application of paint 

and alteration might indicate the artistôs use of oil paint as paint material. Generally the paint 

layer has a mat surface indicating the use of a low content of binding medium. 

 

                                                           
6 Several hairs of a paint brush are embedded in the paint layer from colour application by the artist. 
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Larionov applied lines and shapes in different directions - especially diagonal lines - as 

compositional elements. Beside red, blue and white tones Larionov utilised brownish and 

black paints. Basically, in the left part of the painting darker tones (as dark blue and 

brownish-red tones) were used by the artist which contrast to light paints (as white and light 

blue or light red-brownish tones) at the right part. The white ground and a white paint layer of 

a similar tone just differ in their structure as the paint layer is thicker with obvious brushwork 

(see Fig. 14). It is supposed that different shades of brownish, reddish and blueish paints were 

mixed by the artist. It is obvious that Larionov mixed paint with white colour ï the extent 

varies, especially light colours with high proportion of white paint (see Fig. 18). The use of a 

purple tone is limited in this work to small areas (see left edge, centre area). Occasionally a 

few small fragments of plant husks (see Figs. 19 and 20) are embedded in the paint layer (see 

also examination report on Rusalka by Goncharova). 

The thickness of the paint layer varies between thin, opaque layers (see Fig. 19) and several 

areas which were done thicker with slight impasto (see Figs. 23 and 24). Especially in the 

right part there several areas with opaque and smooth layers where the structure of the canvas 

with its coarse and irregular nature is visible recto (see Fig. 21). Occasionally there are tiny 

depressions or voids in the paint layer where the canvas is not fully covered by paints (see 

Fig. 22).  

Paints predominantly were applied wet-on-wet and wet-in-wet (see Figs. 17, 18, 26 and 28). 

Additionally, a few areas were done in wet-on-dry technique (see Figs. 23, 25 and 27). The 

paint material possibly in parts has already dried before it was applied on the ground layer. 

Particularly paints of different tones were not mixed homogeneously by the artist and were 

taken up with the brush and blend when applied on the paintingôs surface (see Figs. 18 

and 26). In many areas brushwork is visible throughout. Often paint was applied with óharderô 

brush strokes creating a rough and mat surface and indicating that the paints contain a rather 

low content of binding medium. Brush strokes were applied in different directions; especially 

in diagonal direction (see Figs. 23 and 29).  

As Larionov applied paint layers quite quickly and colours were applied layered upon one 

another no systematic sequences of paint application were detected. However, shapes and 

lines painted in black and dark brown-to-black tones mostly were painted as last step (see 

Figs. 15, 22, 29, 30, 31, 32 and 33). Often black paints were applied on the underlying layers 

when those have already been dried (see Figs. 14, 22, 30 and 31). Especially in the right part 

areas painted on the priming in white tone often seem to be applied first (see Figs. 14, 24, 31 

and 34); afterwards other tones were applied. However, there are also some areas where 

paints are highlighted in a white tone (see Fig. 32).  

The rayonistic composition (see Figs. 24, 34-37) is painted over an earlier work. Even with 

the naked eye a flesh tone referring to the portrait is visible beneath the paint layer on top. 

The opaque layer of the portrait seems to be a harder paint which is not as brittle as the paint 

layer(s) on top of the rayonistic composition. Microscopic investigation reveals that beside 

this flesh tone other paints were used for this portrait composition. The underlying 

composition possibly might be an unfinished work by Larionov. The tones of the portrait 
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painting had already dried when the paint layers of the rayonistic composition were painted by 

Larionov (see Figs. 36 and 37). 

The recto of the painting was signed by the artist on bottom right with óM. Larionovô. It was 

applied with brush (width of brush approx. 1-2 mm). It was painted on the blue paint layer 

when this layer has already dried (see Fig. 38). 

2.7 Varnish 

The paint layer was not varnished by the artist. Neither the macroscopic and microscopic 

investigation nor the examination under ultraviolet light gave an evidence for the presence of 

a varnish layer. No evidence for a former removal of varnish was detected (no residues of 

varnish in depths of the paint layer, no structural change of the paint layer caused by swelling 

and no overcleaning of the paint layer). 

 

2.8 Frame  

The existent frame is not authentic.  
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3. Photographic documentation 

Technical aspects 

 

 
 

 
Figures 1 and 2: Rayonism, Red and Blue ï Beach, macro details, reverse, incident light. 

The canvas is of a coarse and irregular nature showing much variation of the threads in both 

directions. Additionally, there are some lumps and knots within threads. 
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Figures 3 and 4: Rayonism, Red and Blue ï Beach, macro details, reverse, incident light. 

Light and dark brownish fibres are present in the structure of the weave in both directions. 
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Figure 5: Rayonism, Red and Blue ï Beach, macro detail, reverse, incident light. Plant 

husks are present in the structure of the weave. 

 

 
Figure 6: Rayonism, Red and Blue ï Beach, microscopic photograph, x 10, reverse, incident 

light. Frequently several brownish fibres are present in the weave. Occasionally the white 

ground layer came slightly through the canvas on the reverse. 
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Figure 7: Rayonism, Red and Blue ï Beach, macro detail, reverse, incident light. On the 

reverse of the canvas there is the handwritten inscription óLARIONOW Moscou 1911ô. 

 

 

 

 
Figure 8: Rayonism, Red and Blue ï Beach, macro detail, reverse, incident light. On the 

reverse of the canvas there is the handwritten inscriptionô43 Rue de Seine Paris VIô. 
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Figures 9 and 10: Rayonism, Red and Blue ï Beach, macro details, lower (Fig. top) and 

upper (Fig. bottom) tacking margin, incident light. There are small holes in the canvas at the 

tacking margins with associated traces of red corrosion. It is supposed that these holes 

correspond to the original stretching. 
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localisation of Figure 13 

 

 
Figure 13: Rayonism, Red and Blue ï Beach, macro detail, left upper part, incident light. 

Within the red paint layer there are several areas where the paint does not fully cover the 

white ground. 

 

localisation of Figure 14 

 

 
Figure 14: Rayonism, Red and Blue ï Beach, macro detail, right lower part, raking light. The 

white ground and a white paint layer of a similar tone slightly differ in their structure. The 

paint layer is thicker, with obvious brushwork. 
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localisation of Figure 15 

 

 
Figure 15: Rayonism, Red and Blue ï Beach, macro detail, right lower part, raking 

light. Within thin layers the structure of the canvas with its coarse and irregular nature 

is visible recto. Additionally, a hair of a paint brush is embedded in the blue layer (see 

red arrow). 

 

localisation of Figure 16 

 

 
Figure 16: Rayonism, Red and Blue ï Beach, microscopic photograph, x 10, right 

lower corner, incident light. The ground has a quite porous structure. Some heights of 

threads are barely covered by the white ground.  
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localisation of Figure 17 

 

 
Figure 17: Rayonism, Red and Blue ï Beach, macro detail, right part (centre area), 

raking light.  Different shades of blue paint are visible. Additionally, a hair of a paint 

brush is embedded in the blue layer (see red arrow). 

 

localisation of Figure 18 

 

 
Figure 18: Rayonism, Red and Blue ï Beach, macro detail, left area from the centre, 

raking light. The shades of blue and white paint were applied on the dark blue and 

black layer. 
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localisation of Figure 19 

 

 
Figure 19: Rayonism, Red and Blue ï Beach, macro detail, right upper edge, incident 

light. Occasionally plant husks are visible in the paint layer (see red arrow). 

 

localisation of Figure 20 

 

 
Figure 20: Rayonism, Red and Blue ï Beach, microscopic photograph, x 20, left edge 

(centre area), incident light. Occasionally plant husks are visible in the paint layer. 
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localisation of Figure 21 

 

 
Figure 21: Rayonism, Red and Blue ï Beach, macro detail, lower part (centre area), 

raking light. In areas with a thin and opaque paint layer the structure of the canvas with 

its coarse and irregular nature is still visible. 

 

localisation of Figure 22 

 

 
Figure 22: Rayonism, Red and Blue ï Beach, macro detail, lower edge (centre area), 

incident light. Occasionally there are tiny depressions or voids in the ground and paint 

layers where the canvas is not fully covered with paint (see red arrows). 
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localisation of Figure 23 

 

 
Figure 23: Rayonism, Red and Blue ï Beach, macro detail, left upper part, raking light. The 

red paint layer was done thicker with slight impasto. Brush strokes were applied in different 

directions, especially as diagonal lines. 

 

localisation of Figure 24 

 

 
Figure 24: Rayonism, Red and Blue ï Beach, macro detail, the paintingôs centre, raking 

light. Dabs of dark red paint were applied with slight impasto on the white layer.  
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localisation of Figure 25 

 

 
Figure 25: Rayonism, Red and Blue ï Beach, microscopic photograph, x 12, lower area 

next to the paintingôs centre, incident light. Red and white tones were painted wet-in-

wet on the blue layer which had already dried. 

 

localisation of Figure 26 

 

 
Figure 26: Rayonism, Red and Blue ï Beach, microscopic photograph, x 8, right upper 

part, incident light. Black and white tones were painted thicker with slight impasto. 
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localisation of Figure 27 

 

 
Figure 27: Rayonism, Red and Blue ï Beach, macro detail, left upper part from centre 

of the painting, raking light. Dark red paint was applied on the underlying black and 

dark blue tones which had already dried. The dark red tone does not fully cover the 

underlying layers. 

 

localisation of Figure 28 

 

 
Figure 28: Rayonism, Red and Blue ï Beach, macro detail, left upper part, raking light. 

Different tones were applied wet-in-wet on the red layer. 
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localisation of Figure 29 

 

 
Figure 29: Rayonism, Red and Blue ï Beach, macro detail, left upper corner, raking 

light. Different colours were applied layered upon one another.. 
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localisation of Figures 30 and 31 

 

 
 

 

 
Figures 30 and 31: Rayonism, Red and Blue ï Beach, macro details, right lower part, 

incident light.  
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localisation of Figures 32 and 33 

 

 
 

 
Figures 32 and 33: Rayonism, Red and Blue ï Beach, macro details, upper part of the 

painting, incident light. Different colours were applied layered upon one another.  
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localisation of Figures 34 and 35 

 

 
 

 

 

 

 
Figures 34 and 35: Rayonism, Red and Blue ï Beach, detail macro (Fig. top) and 

microscopic photograph, x 10 (Fig. bottom), centre of the painting, raking light. In several 

areas the underlying layer of a former portrait composition is visible which was 

predominately painted in a flesh tone. 

  


