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These investigations led to an upturn in:art eriticism (in quanfity as well as guality) and
lo a proliferation of new radical artistic groupings.

The earliest stages on the way to nonobjective creafion are represented here by a
Rayonist watercolor of Larionay, Composition #8 (1912), and several Cubo-Futurist
works: Malevich's print Simuitaneous Death of a Man in an Airplane and a Train
(1913) and his ol painfing Private of the First Division (1914), and Bogomazovs
drawing Woman Reading (1915), Rayonism and Cubo-Futurism, movements thai
Coexisled during 1912~ 14, incorporated the influences of Franch Cubism and Italian
Futurism, These were known firsthand In Russia through exhibitions and through works
included in the two famous collections of modern arf in Moscow, those of Morosov and

6 Shchukin. Cubism and Fufurism were also presented in art magazines that covered the
latest developments in Western arf. The Cubo-Futurists combined Cubist fragmentation of
form with the Futurist inferest in the movement light, and energy of modern urban
civilization. Rayenism in addition profited from the discoveries of Delaunay’s Orphism; it
concerned ifsell nol with the representation of abjecis, but with capiuring, in a surface
paftern of intersecting caolor lines, the spafial relations of the light rays refiected from
objects; Cubo-Futurism also explored fhe Cubist-originated techniques of collage and
anficipated o Dada element applying ready-made objects, such as the thermometer in
Malevich's Private of the First Division, 1o the surface of a work.

The seareh for new values and new solutions in the visual arts was parallaled by
0 quest In literature leading to o linguistic revelution. Just as the artists stressed the
importance of the work of arf as o self-referential entity, regardless of its namative
confent, so the Fulurist poets Velimir Khlebnikoy Alsksander Kruchenykh, Viadimir
Mayakovski, and others extolled the Imporfance of the word not for its meaning, but
for its sound. Krichenykh's creation of “zaum® — o transmental language based on
the word emptied of ils sense — was their formal equivalent of the Cubo-Futurist
fragmentation of form and incorporation of the elemant of speed. This affinity between
the two disciplines took on tangible form especially during 1912 14, in illustrated
Dooks produced in colluboration. A number of these books are included in the present
exhibition

Russian enthusiasm for Futurist ideas ran high, and the Italian prophet of Euturism
Filippo Tommaso Marinetti, was invited fo visit Moscow and St. Petersburg. A document
ot ihat frip, which took place in January 1914, is shown here: a portrait of Marinetti
done by Nikolai Kulbin, g military doctor from St Petersburg who had embraced the
cause of modernism and had himsalf become a painter and art theoretician,

A further step in the quest for "pure painting” was marked by Malevich's
Suprematism, which made its firsf public appearance in December 1915 af the “Las!
Futurist Exhibition of Pictures, 0.10, arganized by the arfist ivan Puni in F etersburg as
one in a series of Futurist shows, all carrying eccentric titles.

The malin goal of Supremalism was to achiave ihe spiritual quality in painling
through the manipulation of bosic geometric forms of pure primary colors sef in
unsiruetured, neulral space. The fundamental formal elements of Suprematism were tha
square, e rectanale, the iriangle, and the circle, as exemplified in the Malevich
drawings included in the present exhibition Simultaneously, the search for the spiritual
In art was pursued by Wassily Kandinsky, who at the outbreak of World War | refurned
from Germany to his nafive country Formally, however, his style was in direcl opposition
to that of Malevich; It made use of soff amorphous farms loosely organized into an
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Stepanova, in December 1821 at the Mascow Institute of Arfistic Culture (Inkhuk); and
an exhibition in the spring of 1921 of the Society of Young Artists (Obmokhu) group.
There the young artists, among them the brofhers Viadimir and Georgii Stenberg angd
Konstantin Medunetski, along with Rodchenko, exhibited their open three- dimensional
consfructions, assemblages of various materials such as mefal and glass, exploring
the contrasts between their different textures, luminosity, and fransparency.

Concurrently ot the Inkhuk, some of the arfists, believing thot abstract art could
become the order of the day, had continued their experiments with color, line, and
fexture, as shown in Rodchenko’s watercolors of 1918— 20, The results of that search —
which is known as the “laboratory period” of Constructivism — were shown at the Tenth
State exhibition, enfifled “Nonobjective Creation and Suprematism,” held in Moscow in
January 1919; there Malevich's ullimately reductivist Suprematist Painting: White on
White (1918) was countered by Rodchenko's Nonobjective Painting: Black on Black
(1918) — works that are shown together again in the present exhibition. In 1921 the
Russians wers announcing “the death of fine art” with the exhibifion "5 x 5 = 25,
which opened in Moscow in September, presenting five works by each of the five
contributing arfists: Exter, Popova, Rodehenko, Stepanova, and Vesnin. Rodchenko,
whose exhibits included three monochromatic canvases in pure colors, blue, yellow,
and red, announced that painting had run ifs course. These major proponents of
Constructivism considered the works exhibited as fransitional in the evolufion to three-
dimensional consiruciion, which would embody their inferests in modern materials.
dynamics, ond eventually ufility. The reorganized art institutions played an important
part in propagating the idea of arfist-enginesr. Arfists like Popova, Rodchenko,
Stepanova — advocating industrial art and Constructivism as the sole torm of
expression — turned to domains of life where the synthesis of art and technology seemed
more tangible. A new Productivist phase in art began. Those arfists, like Kandinsky,
Gabo, and Pevsner, whose creafive ideals were in oppaosition fo the nationalist
philosophy of artist-gngineer left Russia to continue their pursuits in the West,

Popova and Stepanova reoriented themselves toward practical Industrial concerrns,
such as textile designs for the First Textile Factory in Moscow. Rodchenko found ways
of releasing his creative energies in the design of propaganda posters, typography,
photography, and photomontage. Malevich and his pupiis turned to china designs, the
Stenbergs to cinema posters. Their work laid the foundations of modern industrial
and graphic design. Their graphic design was to have on important impact on the
development of European typography and layout throughout the 1920s. The diagonal
thrust of their compaositions, brilliant patterns, assertive fronial image, and bold leftering
became identifying marks of the era. The most daring aftempt at the fusion of artistic
form with ufilitarian intentions was Tallin's famous design for the Monument for the Third
International (1919~ 20), the symbol of the proletarion state. In the proposed structure,
@ superimposed cube, pyramid, and cylinder. all three of glass, were to revolve at
different speeds, creating o spiral path of movement — and housing, respectively, the
legislative assemblies, the executive offices, and an information center. Later Tatlin tried
fo apply his Constructivist principles to needs of averyday life, like thermal clothing,
furniture, or, in the final stage, a flying machine — Letatiin (1930-31).

Theater and film offered other channels where the Constructivist vision of an artist
ordering the world could be fumed into a pseudo-reality. Aleksandra Exters costume






10 Checklist of the Exhibition

All works in this exhibifion are from the collection of The Museum of Modarn Arf. In the
listings below, dates enclosed in parentheses do not appear on the works themselves.
Dimensions are for the size of the sheet and are stated in inches and centimeters, height

preceding width. Unless otherwise noted all works are an paper.

ARCHIPENKO, Alexander, 1887 -1964

1. Figure in Movement. 1913

Cul and pasfed papars, crayon and pencil
18-3/4 X 12-3/8" (47.6 x 31.4 cm)

Gift of the Perls Galleries, New York

2, Composition. 1913

Collage, pen and ink

18-3/4 x 12-1/4" (47.7 x 31.1 cm)
Extended loan from Frances Archipenko

BOGOMAZOV, Aleksander. 1880-1930

3. Man and Woman Carrying Large Baskets.

(1912)
Watercolor and pencil
14-1/8 x 10-1/2" (35.9 X 26.6 cm)
Gift of Nikita D. Lobanov

4. Three Woodcutters. (1912)
Watercolor and pencil

11-1/8 x 13-5/8" (28.2 x 34.7 cm)
Gift of Nikita D. Lobanov

5. Woman Reading. (1915)
Charcoal

16 x 12-5/8" (40.6 x 32.1 cm)
The Joan and Lester Avnet Collection

CHAGALL, Marc. Born 1887

6. Homage to Gogol. 1917

Watercolor

15-1/2 x 19-3/4" (39.3 x 50.2 cm)
Acquired through the Lillle P. Bliss Bequest

ERMOLAEVA, Vera, 1893-1938

7. Design for the Futurist opera Victory over
the Sun. (1920)

Woodcut colored by hand

6-9/16 x 7-7/8" (16.7 x 20 cm)

Larry Aldrich Fund

EXTER, Aleksandra. 1882-1949

8. Costume design for The Guardian of Energy

for the film Aelita. (1924)
Pan and ink, gouache and pencil
21-1/4 x 14-1/4" (51.1 x 36 cm)
The J.M. Kaplan Fund, Inc

9. Lighting Design for a Ballet. (1927)
Pochoir

13 % 20-1/8" (32.9 x 51.1 cm)

Gift of Mr. and Mrs. Nikita D. Lobanov

10. Stoge design for an Operetto. (1927)
Pochoir

13 x 18-3/4" (33 x 50.2 cm)

Gift of Mr. and Mrs. Nikita D. Lobanov

11. Stage design for the ballet The Circus.
(1927-28)

Pochoir

12-7/8 x 19-3/4" (32.7 x 50.2 cm)

Gift of Mr. and Mrs. Nikita D. Lobanov

12. Stage design for La Revue Bateaux
(1929-30)

Pochair

13 x 20" (33 x 50.8 cm)

Gift of Mr. and Mrs, Nikita D. Lobanov






31. Elgven lithogrophs from Figurines, Plastic
Representation of the Electromechanical
Production "Victary over the Sun.” an
Opera written by Aleksander Kruchenykh,
composed by Mikhail Matiushin. Moscow
1820-21. Prinfed by Rober! Leunis &
Chapman, Hanover, 1923. Cover of
partfolio

21 x 17-13/16° (53.3 x 45.4 cm) sach

Purchose

32. Part of the Mechanical Setting os Title
Page

33. The Announcer

34. The Sentinel

35. Those Who Fear

36. The Globetrofter

37. The Sportsmen

38. The Quamelmonger

38. An Old Man, His Head Two Paces Behind
40. The Gravediggers

41, The New Man

42. Study for page for children’s book: A
Suprematist Story about Two Squares in
Six Consfructions. (1920); published
Berlin 1922

Watercolor and pencil

10-1/8x 8" (25:6 x 20.2 cm)

The Sidney and Harriet Janis Collecfion

43. Proun 19D, {1822)

Gesso, oll, collage on plywood
38-3/8 x 38-1/4" (97.5 x 97.2 cm)
The Katherine S. Dreier Bequest
44, Proun Compasition (¢. 1922)
Gouache and ink

18-3/4 x 15-3/4" (50.2 x 40 cm)
Gift of Curt Volentin

45. Proun GK. (¢. 1922)
Gouache, brush and ink, pencil
26 x 19-3/4" (66 x 50.2 cm)
Extended loan

MALEVICH, Kasimir. 1878-1935

46. Peasont Woman with Water Pails:
Dynamic Arrangement. 1912

Oll on canvas

31-5/8 x 31-5/8" (80.3 x 80.3 ¢cm)

47. simultaneous Death of o Man in an
Airplane and a Train. (1913)

Lithograph

4-7/16 x 6-15/16" (11.2 x 17.7 cm)

Gift of Celesle G. Bortos

48. Private of the First Division. (1914)

Oil on canvas with collage of postage stamp,
thermometer

21-1/8 x 17-5/8" (53.7 x 44,8 cm)

49, Suprematist Composition: Airplane Flying,
(1915}

0Oil on convas

22-7/8 x 19" (58.1 x 48.3 ¢m)

Purchase

50. Suprematist Elements: Squares. (1915)
Pencil

18-3/4 x 14-1/4" (50.2 x 35.8 cm)

Given anonymously

51. Supremafist Element: Circle, (1915)
Pencll

18-1/2 x 14-3/8" (47 x 36.5 cm)
Given anonymously

52, Supremotist Composition: Red Squore and
Black Square. (1915)

Oil on canvas

28 x17-1/2" (71.1 x 44.5 ¢cm)

53. Dynamic Pianes, (1915-16)
Pencil, brush and ink, gouache
8-3/4 x 7" (22%17.6 cm)

Gift of Mr. and Mrs. Armand P. Bartos

54. Suprematist Composition: White on
White. (1818)

Oll on eanvas

31-1/4 x 31-1/4" (79.4 x 79.4 cm)

55, Suprematist Architectural Drawing. (1924)
Peneil

12-1/4 x 17-3/8" (31.1 x 43.9 cm)

Purchase

58. Analyfical Chart: Cubism-Futurism-
Suprematism. (c. 1925)

Collage with pencil, pen and ink

25x 32-1/2" (63.5 x 82,6 cm)

PEVSNER, Antoine. 1886-1962
§7. Bust. (1923-24)
Construction In metal and celluloid
20-7/8 x 23-3/8" (53 x 59.4 cm)
Purchase
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22-3/8 x 16" (56.8 x 40.6 cm)
The Parkinson Fund

77. Assembling for a Demonsiration. (1928)
19-1/2 x 13-7/8" (49.5 x 35.4 cm)
Mr. and Mrs. John Spencer Fund

78. At the Telephone. (1928)
15 x 11" (38.1 x 27.8 cm)
Mr. and Mrs. John Spencer Fund

79. Untitled (Bridge). (1928)
8-1/2 x 5-1/2" (20.6 x 14 cm)
Gift of Alfred H. Barr, Jr.

80. Untitled (Railroad Station). (1928)
9x6-1/2" (22.8x 16.5 cm)
Gift of Alfred H. Barr, Jr

81, Unfitled (Street). (1928)
8-7/8 x 6-1/2" (22.5x 16.5 cm)
Gift of Alfred H. Bam, Jr

82, Potemkin. (c. 1925)

Pholomontage

6-1/2x 9" (16.5x 22.8 cm)

Museum of Madern Art Film Stilis Archive

POSTERS
GUMINER, Yakov

83. 1917. (1927)
Phato-lithograph

42 x 25-5/8" (106.7 x 67.3 cm)
Giff of Alfred H. Barm, Jr.

84. May 1st. (1927)

Photo offset

43 x 24" (109.2 x 60.9 cm)
Anonymous gift

KLUTSIS, Gustav. 1895-1244

85. Transport. 1929

Otfset

28-3/4 x 19-3/4" (73 x 50.2 cm)
Anonymous gift

PRUSAKOV, Nikolai, and BORISOV, Grigorii
1900-1954; born 1898

86. | Hurry to See Khaz Push. (1927-28)
Dffset

43-1/2 x 30-1/8" (110.5 x 76.5 cm)

Gift of Jay Leyda

RODCHENKO, Aleksander. 1891-1956

87. Inga (Theater of the Revolution). (19289)
Letterpress

29-3/4 X 41-3/4" (75.6 x 106.2 cm)

Glft of Joy Leyda

STENBERG, Viadimir and Georgli.
Born 1898; 1900-1933

88, Imprisoned. (1928)

Offset

27-1/4 x 49-1/2" (69.2 x 125.7 cm)
Ancnymous gift

ILLUSTRATED BOOKS
GONTCHAROVA, Notalia. 18811962

89. Gardeners over the Vines (Vertogradari
Nad Lozami). Texi by Sergel Bobrov

Moscow. 1913

A. Conger Goodyear Fund

80. Hermits (Pustynniki). Tex! by Aleksel
Kruchenykh

Moscow. 1913

Abby Aldrich Rocketelier Fund

KLUTSIS; Gustay. 1885-1944

91. Four Phonetic Novels (Chetyre
Phoneticheskikh Romana).
Tex! by Aleksei Kruchenykh

Moscow. 1827

Abby Aldrich Rockefeller Fund

MALEVICH, Kasimir, 1878-1935

92. The Three (Troe). Text by Elena Guro,
Victor Khiebnikov, and Aleksel Kruchenykh

St. Petersburg. 1913

Abby Aldrich Rockefeller Fund

93. Victory over the Sun (Pobeda Nad
Solnfsem). Tex! by Aleksei Kruchenykh
Mikhail Matiushin, and Kasimir Malevich

1. Pefersburg. 1913

Abby Aldrich Rockefetler Fund

ROZANOVA, Olga (with Kasimir Malevich)
1886-1918

84. The Word as Such (Slovo Kak Takovoe).
Text by Victor Khisbnikov and Aleksel
Kruchenykh
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