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FROM GINKHUK TO WARSAW TO BAUHAUS:
KAZIMIR MALEVICH’S TOUR OF EUROPE

Kazimir Malevich’s spring 1927 tour of Europe on behalf of GINKhUK involved a vis-
it to Poland. We introduce a hitherto obscure article connected with his time in Warsaw,
“The Creation of a New Russian Culture.” It appeared in the Riga, Russian-language news-
paper Segodnia on 5 April 1927, a week after Malevich had left the Polish capital for Ger-
many. This article was written by Sergei Voitsekhovsky on the basis of an interview he con-
ducted with the visiting Soviet artist. The accompanying commentary examines Voitsek-
hovsky’s particular national and ideological framing of Malevich’s cultural and artistic
identity. This identity debate vis-a-vis Malevich is as relevant in the 2020s as it was a hun-
dred years ago.

Keywords.' Kazimir Malevich, Segodnia, GINKhUK, Cultural identity, Artistic mi-
lieu, Emigré culture.

EBponeiickoe Typre Kazumupa Manesuua BecHO# 1927 roga BKIH0YaJIo NOCELICHUE
[Mosnbin. 3xech MBI IpeicTaBisieM paKTHYSCKH HEM3BECTHBIN JOKYMEHT, MMEIOIINI OTHO-
HIEHUE K ero MpeOpIBaHuIo B BapiraBe — cratbio «Co31anue HOBOM PYCCKOM KyJIBTY PhI», —
Hale4YaTaHHYIO B OMHUTpaHTCKOil razere Cecoons 5 anpens 1927 roxa, yepes HeAGIIO 1OCe
0TBhe3/1a XyA0KHUKA U3 OJIbCKOM cTonnIsl B ['epmannio. Crates Oblia Hanncana CepreeM
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BoiiiexoBCKUM Ha OCHOBE B35ITOI'0 UM UHTEPBbIO. CONPOBOAUTEIBHBI KOMMEHTAPHIL ITO-
ACHSIET CTIeNM(UKY HAIIMOHATBHO-UACOIOTHUECKOT0 0(hOpMIICHHSI BONIIEXOBCKUM KyIIb-
TYPHOH U XyZ0KECTBEHHO! HACHTUYHOCTU MajieBuya. DTa JUCKYCCUsl O €r0 HallUOHAJb-
HOMU U KyJIBTYPHOM UACHTUYHOCTH TaK e akTyasbHa B 2020-¢ rojsl, Kak 4 CTO JICT Ha3al.

Kniouesvie cnosa: Kazumup Manesuu, razera Cecoons, TMHXVYK, kynsrypHas
UICHTUYHOCTb, XY/10’KECTBEHHAS CPEe/ia, KyJIbTypa SMUTPALIUH.

Leaving Moscow on Monday, 7 March 1927, Kazimir Malevich looked for-
ward to an extended European tour with stops in Poland, Germany, and France.!
In his letter to Nikolai Suetin and Boris Ender, Malevich informed his col-
leagues: “I'm travelling o [sic!] Monday,? the ticket to Warsaw is in my pocket,
the entire journey with luggage is 40 rubles. By the way, it costs a brutal 20 ru-
bles, to Negor[eloe]-Stolbtsy on our rail li[nes?], but from Negor[eloe]-Stolbtsy
to Warsaw, second class is 10 rub[les].””3

He was bound westward at a time when it seemed almost impossible for
Soviet artists to leave the USSR, as they would have faced enormous difficulties
in receiving the necessary permissions for any type of international travel from
the ascendant bureaucracy. Malevich’s tour was a long time in the making. Even
as early as 1924, he and his Leningrad colleagues in the State Institute of Artis-
tic Culture (GINKhUK) were in correspondence with European artists and cura-
tors, as they endeavored to showcase the Institute’s artistic novelties as well
as to connect with western theorists and practitioners of contemporary art.

On 30 December 1924 Malevich received the following letter from the Kes-
tner-Gesellshaft, a private artistic society in Hanover, Germany:

I Although Malevich originally intended to visit France, he never made it there as his trip
was curtailed.

2 Cf. the original: «5I eny w noneznenbHuUK...». Mirroring Malevich, we have, in our trans-
lations, “cyrillicized” those portions of text that Malevich “latinized.”

3 The previously accepted date of the artist’s departure suggested by Troels Andersen —
8 March 1927 (Andersen 1971: 13) — must be corrected on the basis of Malevich’s letters to Ender
and Suetin, as well as to Suetin and Vasilii Vorob’év: “Hello to all who saw me off, I'm leaving
on Monday. I await more letters in Warsaw. Everyone — write. [ very much regret that I didn’t
take the wall newspapers [stengazety].” (Malevich 2004: 184). See an alternative timeline in An-
drzej Turowski’s interpretation: “A precise date of Kazimir Malevich’s arrival in Warsaw is un-
known. After Troels Andersen, Tuesday, 8 March 1927 is repeated in all the biographies, but [this
date] is not evidenced in the documents” (Turowski 2022: 140). Further on, he refers to a brief
announcement in Glos Prawdy which informed readers on 3 March that “W tych dniach przybyt
z Moskwy do Warszawy p. Kazimierz Malewicz, malarz i architekt, tworca kierunku w malar-
stwie t.zw. Suprematyzmu” (/bid.). Turowski suggests that Malevich left Moscow on 1 March
and arrived in Warsaw at the main station the next day: “Malewicz zatrzymal sigw Moskwie, aby
przunajmniej zabra¢ pozostawione tam obrazy i zapewne wsiadt do pociggu pospiesznego odjez-
dzajacego o godz. 16.10 czasu miejscowego we wtorek 1 marca 1927 roku, aby by¢é w Warszawie
w $rode 2 marca na Dworcu Glownym o godz. 18.30” (/bid.). However, we believe that Andersen
and later Joop Joosten (Joosten 1988: 82) surely had some evidence-based reasons for proposing
their particular date.
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Kestner-Gesellshaft
Hanover, Konigstrale, 8
To: Herr Prof[essor] K. Malevich, Leningrad, Pochtamtskaia ulitsa, 9

Most Esteemed Herr Professor!

Thanks to the initiative of Herr El Lissitzky, Locarno, we would like to pose
the question as to whether it would be possible to organize an exhibition of your
work, as well as the work of the laboratories of the Institute of Contemporary
Artistic Culture. The exhibition could travel away from us to other German cities,
such as, for example, Hamburg, Berlin, Braunschweig, etc. For us, it would be most
desirable if we could organize an exhibition in March or April 1925. Please inform
us as soon as possible if such an exhibition would be possible and how we could
procure it.

With deep respect
Krentz (Malevich 2004: 485).4

On 7 March 1925 Malevich wrote a letter to Fédor Petrov (1876—1973), the
Deputy Director of Glavnauka (The Central Administration for Scientific, Schol-
arly-Artistic and Museum Institutions), stating, “In view of the fact that for
7 years of revolutionary activity many of my comrades were able to go abroad
and display their works as well as familiarize themselves with the work of west-
ern artists, thereby increasing their knowledge, I consider it possible at this time
to raise before you the question of assistance for me to travel abroad (to Ger-
many) and to arrange an exhibition there” (Malevich 2004: 486). This initial
application offers several reasons for why such a tour would be necessary. Ma-
levich specifically points out that, “a trip abroad is necessary for me also because
the Institute’s work concerning the research of artistic culture and artistic works
requires materials and data about western art, which foreign travel will provide
me, and consequently, it will also provide the opportunity to promote all of the
work of the Institute of Artistic Culture, which is being created for the first time
on Soviet territory.” (Malevich 2004: 487).5

Several days later, he addressed his request also to Mikhail Kristi (1875—
1956), who was at the time the Head of the Leningrad Division of Glavnauka.
In this letter from 16 March of the same year, Malevich requests travel permis-
sion not just for himself, but for the whole of GINKhUK:

The Council of the Institute of Artistic Culture is requesting you to file a petition
through the People’s Commissar for Enlightenment Anatolii Lunacharsky and the
Director of Glavnauka comrade Petrov, addressed to the Commission on the or-
ganization of foreign artistic tours and artistic exhibitions, about the provision to the

As the commentators explain, “Sophie Kiippers [(née Schneider; 1891-1978). — 4. U.,
B. M] implemented an independent exhibition policy, showing the work of such artists as Paul
Klee, Kurt Schwitters, Piet Mondrian et al. In 1922, she met with Lazar Lissitzky and arranged
his personal exhibition.” (Malevich 2004: 485). Kiippers and Lissitzky were married in 1927
and moved to the Soviet Union.
5 See full text in the original Russian in Appendix 1.
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Institute of Artistic Culture for the opportunity to arrange an exhibition of the work
of our research centers: Material culture (dir[ector] Vladimir Tatlin), Formal-The-
oretical (dir[ector] Kazimir Malevich), Organic culture (dir[ector] Mikhail Mat-
iushin), Experimental (dir[ector] Pavel Mansurov) (Mansurov 1995: 61).

Malevich again applied for permission to leave the USSR and visit Europe
in the coming winter. This time he states his desired itinerary: Warsaw, Ger-
many, then France. In his personal application from 9 December 1925, he states:
“The scientific-artistic work trip in the Division of Painting Culture is justified
by the study in these places of all the circumstances of painting movements
and their developments, acquaintance with all of the painters’ works and achieve-
ments, the compilation of all possible forms concerning Painting Culture, etc. [...]
The works will be showcased in Germany in the city of Berlin, in France in the
cities of Paris and Aix, in museum collections, in private collections and in the
personal workshops of artists” (Malevich 2004: 502).6

The rhetoric of both March and December applications foregrounds collec-
tive needs. This foreign tour was presented as necessary for the continued pro-
gress of the entire GINKhUK. Moreover, according to Malevich, exhibiting the
Institute’s work abroad in Europe would strengthen the profile of contemporary
Soviet art among international observers. However, with Kristi leaving for
Moscow in 1926, where he was appointed the Deputy Director of Glavnauka,
Malevich’s applications were never answered. He would have to wait exactly two
years to receive permissions for his tour of Europe. Even though he received
an official permission for his “research trip abroad” on 11 March 1926, he was
unable to travel. As Joop Joosten explains in Malevich’s “Biographical Outline,”
earlier in February 1926, the artist was “dismissed as director of the GIN-
KhUK,” while by December, “GINKhUK [was] dismantled by merging the
staff and their departments with the State Institute for the History of Art (GIII)”
(Joosten 1988: 82).

Malevich’s tour finally took place in the spring of 1927. He stayed in Warsaw
for a few weeks prior to traveling to Germany to meet with his contacts at the
Bauhaus. Here is an itinerary of Malevich’s European tour according to Joosten’s
chronology:

On March 8 he leaves for Warsaw,” where he stays until March 29 and shows
the Polish artists a selection of the work which he has brought with him, conducts
a lecture, and is given a banquet in his honor at Hotel Polonia. Stays in Berlin from
March 29 until June 5. Tadeusz Peiper travels along with him from Warsaw.
He finds lodging with Gustav von Riesen, who had been connected with the Ger-
man embassy in St. Petersburg in the period before 1914.

On April 7 he visits the “Bauhaus” in Dessau together with Peiper; there
he meets Walter Gropius and Laszlo Moholy-Nagy. The latter sees to it that Ma-
levich’s introduction on Suprematism and the additional element in art is published
in the series “Bauhausbiicher.” Through the association of progressive Berlin archi-

6 See full text of both December applications in the original Russian in Appendix 2.
7 Seenote 1.
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tects, Malevich is given his own space to show his work at the “Grosse Berliner
Kunstausstellung” of that year, which opens on May 7 and closes September 30. [...]

Upon his departure on June 5, Malevich entrusts his host Von Riesen with
a package containing theoretical writings and the secretary of the architectural as-
sociation, Hugo Hiring, with the works which he brought with him, the series of ex-
planatory cards, as well as a similar series of cards by Matiushin (Joosten 1988: 82).

MALARZ | ARCHITEKT MALEWICZ W WARSZAWIE W Niedziele 20 b. m. w lokalu Polskic-
W tych dniach przyby! z Mos- | projektéw architektonicznych — a go Klubu Artystycznego (Hotel Polonia}
kwy do Warszawy P Kazimierz | nadto wyglosi kilka odczytow o .10 godz. 12-ej w poludnie odbedzie sig¢ 0-
Malewicz, malarz i  architekt, | suprematyzmie i o najnowszych | |twarcie wystawy prac malarza Kazimie-
lwé«g“ k:mku w m;lmtww t. | kierunkach w sztuce oraz o sztu rza Malewicza, twoércy kierunku supre-
zw. Sup ce i st h matystyiczn
Malewicza znane jest w calej Eue- obecnej Rosji aoumckm Nadto tumyls(mmr;ngt“y,sxguz;ig iﬂfﬁ;ﬁ;m&v
Io‘;:;e mtyaklko jako malarza :1e dodagé nahty ze P Mn!ﬂmcs zaj- W Platek za$ 25 b. m. o godz. 8-mei w,:
akge jako architekta - pi muje w Moskw: pro- 26r prof. Malewic od
form w dziedzinie sztu)q fesora w rzadowej Ahdemix sztuk i St St nis P L
P. Malewicz ma zamiar urzq-, pieknych i swa indywidualnoscia sgncalmyizachwsn&czesnych Klerunkéw arty-
dzié w Warszawie wystawg zbio- | wywarl duzy wplyw na obecna
rowa swych obrazéw i ciekawych! sztuke rosyiska.

Announcements of Malevich’s visit to Warsaw
in the newspapers Gtos Prawdy and Kurier Polski

Polish artists and critics welcomed Malevich and praised his 30-work exhi-
bition in Warsaw’s Hotel Polonia, which opened on March 20. He informed
Mikhail Matiushin (1861-1934) of his Warsaw success in his letter where he also
discussed his personal “definite plan,” which was not just related to his tour of Ger-
many but also concerned his future intentions after returning home to Lenin-
grad. We preserve the idiosyncrasies of Malevich’s orthography and epistolary
style:

Dear Misha.

On the 20th I'm opening my exhibition in Warsaw, a tiny little exhibition, 30
canvases, and everything here is tiny and little, clean and tidy.

But you really need to be an idiort to travel with this kind of kapural.8 I'm
going to Germany on the 30thth, what will be will be. I’ll be home in May. There’s
a definite plan for me.

From October 1, I should work as an artist, only as an artist.

Regards to Ol[ga] Konstant[inovna]
You[rs] Kazik.

Andrzej Turowski provides the fullest picture of Malevich’s itinerary, aims,
contacts, and outcomes of his Warsaw stay in these three weeks of March 1927
(Turowski 2022: 140-210). Crucially though, one fascinating publication, a “con-
versation” with Kazimir Malevich conducted by Sergei Voitsekhovsky (1900—
1984) and published in the Riga-based émigré newspaper Segodnia (Today), has
not been included in any studies on Malevich’s European tour. The article
“Sozdanie novoi russkoi kul’tury” (“The Creation of a New Russian Culture”)

8 Cf. the original: «Ho Bc€ e HyXHO OBITh HANOtOM C TAKMM KaIlitasoM exaThb.
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appeared in Segodnia on 5 April 1927, a week after Malevich had left Warsaw.?
Voitsekhovsky was Segodnia’s Warsaw correspondent; this particular article was
published under the pseudonym “A. Dobrotin.”10

Voitsekhovsky was born to a Russian military family in Warsaw; he later
studied in Mogilév and Nizhnii Novgorod. He was an enemy of Bolshevism
and a committed monarchist. In 1921, he emigrated from Soviet Russia to War-
saw, where he was to live as a stateless person with a Nansen passport (Voitsek-
hovsky 1978: 50).11 Voitsekhovsky was active in Russian cultural and political
life in Poland throughout the interwar period. In addition to being a Warsaw
special correspondent for Segodnia, he served as an editor for the newspaper
Molva, a short-lived Warsaw-published newspaper founded in 1932.

Clearly, Malevich’s tour and his activities in Warsaw were not only of local
(Polish) interest, but in fact garnered the attention of the wider émigré commu-
nity. It is entirely possible that Voitsekhovsky tried to publish his “conversation”
with Malevich in the Berlin newspaper Rul’ (The Rudder), where he also served
as a special correspondent. All of Voitsekhovsky’s pieces in this paper were
published under the signature “—sky.” He mostly covered general issues; for in-
stance, the political scene in Poland (“From our Warsaw Correspondent,” Rul’,
no. 1907 (9 March 1927): 2; “In Poland: From our Warsaw Correspondent,” Ru!/’,
no. 1923 (27 March 1927): 2; et al.). He also authored reports concerning the state
of Russian émigrés in Poland — e.g., “Russians in Poland: From our Warsaw
Correspondent,” Rul’, no. 1906 (8 March 1927): 2; or, “Russians in Poland: From
our Warsaw Correspondent,” Rul’, no. 1918 (22 March 1927): 2.

There were no mentions of Malevich in the Ru/’ section “Khronika” (“Chro-
nicle”). This section did feature, however, the following announcement concern-
ing “Aleksandr Vertinsky’s Refutation from Warsaw™: “In the Paris newspaper
Russkoe vremia [Russian Times], there appeared a note concerning the famous
artist A. Vertinsky, who, as a Red jester in Kharkov, is already singing and danc-
ing a funeral tribute to the White Guardsmen with the permission of the GPU.
Currently located in Warsaw, Mr. Vertinsky addressed Russpress with a request
to refute in the most categorical terms Russkoe vremia’s fantasy.” (Rul’, no. 1921
(25 March 1927): 4). A Soviet artist touring abroad was, manifestly, considered

9 <

9 We discovered this article before finding its reference in Yuri Abyzov’s “inventory”
of that newspaper’s contents, see: (Gazeta “Segodnia” 2001: 216). After the article’s official title,
“Prof. K. Malevich” is mentioned in square brackets.

10 For the attribution, see (Schruba 2018: 65). Thanks to the assiduous work of Lazar’
Fleishman, Boris Ravdin, and Yurii Abyzov, Segodnia has increasingly been recognized by schol-
ars as a north star of interwar “Russia Abroad” journalism and literary culture. Segodnia’s editors
took care to navigate their “independent, democratic” paper away from rigid identification with
any one ideology, political party, or national-ethnic grouping (see also Abyzov, 2006: 12).

11 Voitsekhovsky’s memoir recounts a series of snapshots from his life as a leader of the
local Russian community in Nazi-occupied Warsaw, his evacuation to Germany in 1944, and his
subsequent struggle against forced repatriation to the Soviet Union. After the Second World War,
a variety of émigré periodicals engaged his pen (e.g., Vozrozhdenie, Novyi Zhurnal, Novoe Russ-
koe Slovo, etc.).
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newsworthy to the editors of Ru/’, particularly when politics and political scandal
were thrown into the mix.

Malevich also did not appear in the appended illustration section “Zhizn’
i Sharzh” (“Life and Caricature”), where, for instance, under the title “At the
Exhibition of AKhRR,” reproductions of Mikhail Sharonov’s and Sergei Prok-
horov’s paintings — “Pionerka” (“The Pioneer Girl”’) and “Sel’skaia kommuna”
(“The Rural Commune”) respectively — were printed (Rul’, no. 1911 (13 March
1927): 6).12 Voitsekhovsky may have wanted his “conversation” to appear in Rul’,
timing its publication with Malevich’s visit to Germany. It is conceivable that the
newspaper editors denied him, as they might have refused to publish anything
to do with Soviet, a.k.a. “Bolshevik,” art.

Voitsekhovsky’s multiple claims about Malevich presented in the conversa-
tion require a careful commentary. The tone of the article “Sozdanie novoi russ-
koi kul’tury” makes clear his distrust and dislike of all things Soviet, especially,
his remark on how Malevich avoids the “usual, official Soviet self-congratula-
tion.” Like many Russian émigrés, including other contributors to Segodnia,
Voitsekhovsky refused to use “Leningrad” as a signifier of Russia’s former cap-
ital. His text consistently refers to the “Petersburg Institute of Artistic Culture”
[emphasis ours. — A. U., B. M.]. Besides making an ideologically motivated revi-
sion of the toponym, it is worth noting that in titling this particular institute,
Voitsekhovsky also introduces an historical inaccuracy.

There are two relevant institutes here. One was the above mentioned GIN-
KhUK (1923-1926) and the other was the State Institute of the History of Art
(Gosudarstvennyi institut istorii iskusstv, “GII1”, 1912-1929). GINKhUK was,
by decree, assimilated into GIII in December 1926, a process described by Kse-
niia Kumpan through her detailed reading of GIII’s archival record.!? This is all
to say that in March 1927, on paper at least, the institute in which Malevich
taught and worked was properly called GIII. It is possible that Malevich in his
conversation with Voitsekhovsky still referred to his place of work as GIN-
KhUK, as the institute’s full assimilation into GIII was a prolonged process.
Natal’ia Malevich and Konstantin Rozhdestvensky claim that “the real move
[from GINKhUK to GIII] occurred later, between 1928 and 1929” (Malevich
2015: 537). Regardless, Malevich would certainly not use “Petersburg” in con-
nection with any of these institutions.

“Russianness” for Voitsekhovsky was obviously a cultural and national
identity in which he took great pride. In speaking of Malevich and his colleagues
at GINKhUK, Voitsekhovsky praises the artist for his creative accomplishments
as an artistic practitioner working specifically within the Russian tradition. Even

12 In the following Sunday edition of “Zhizn’ i Sharzh”, a painting by Lado Gudiashvili
was reproduced with this caption: “A painting by the Georgian artist L. Gudiashvili, entitled ‘Tri
brata’ [‘Three Brothers’]. The French critic Moris Rainar [Moris Reinal — 4. U., B. M.] has writ-
ten and published a monograph about Gudiashvili’s work in French” (Ru/’, No 1917 (20 March
1927): 10).

13 See especially pp. 571-572 in (Kumpan 2014).
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if, albeit implicitly, Malevich is in one instance in the text identified as an “of-
ficial Soviet figure” who holds a Soviet passport, Voitsekhovsky does not con-
demn or criticize him for technically belonging to this category, given that the
artist is “a stranger to politics.” (Voitsekhovsky is complimenting Malevich
here). The opening paragraph locates the artist in a particular national matrix.
Malevich, the “famous Russian artistic figure,” is “Polish by birth and ethnic
belonging, but Russian culturally and according to his sympathies.” Such a claim
invites critical comment, especially as the author and his editors place it in a po-
sition of prominence in the very first paragraph of the conversation.

Voitsekhovsky notably omits the fact that Malevich was born in Ukraine,
lived there for his entire childhood, and wrote essays and letters in Ukrainian.
Myroslav Shkandrij has resurfaced the extent to which Ukraine, Kyiv,
and Ukrainian folk arts played particular roles in the artist’s life and work.1
Malevich himself filled out an OGPU (Joint State Political Directorate) question-
naire for arrestees and detainees in September 1930, in which he lists his nation-
ality as “Ukrainian” (Malevich 2015: 563). Since at least 2022, some scholars,
curators, and activists have debated how to classify Malevich in museum collec-
tions, with some institutions — such as the Stedelijk Museum in Amsterdam
and the Metropolitan Museum of Art in New York City — categorizing Ma-
levich as “Ukrainian.” But in the pages of Segodnia in 1927, Ukrainian attributes
and influences nourishing Malevich’s sense of self had no place in this Russian-
centered portrait of the artist.

Malevich’s Polish roots as well as family connections to Warsaw further
complicate this question of cultural belonging. Members of the Polish contem-
porary art scene embraced Malevich as a Pole who could easily be adopted into
their country’s artistic tradition. Wiadystaw Strzeminski (1893—-1952), a promi-
nent Polish constructivist who helped to initiate Malevich’s visit to Warsaw, de-
scribed him in the press as “our countryman” who happened to work in Soviet
Russia.!> Tadeusz Peiper, a leader of the Polish literary avantgarde, fantasized
about Malevich staying permanently in Poland in an essay published in the mag-
azine Zwrotnica (no. 11, 1927), which Peiper edited. He stated in that essay:
“[Malevich’s] collaboration could give new impetus to Polish art and could pro-
vide valuable support. We miss Malevich” (Peiper 2002). “Our countryman”
(Peiper’s words) Malevich ought to be enticed to stay in Poland and pursue his
artistic innovations among his compatriots; Peiper concludes his essay with an ex-
clamatory flourish: “Malevich should not just visit us! Malevich should not just
visit us!” (Peiper 2002).

Malevich himself mused on his own complicated relationship to various
East European national-artistic traditions. In writing to his wife Natal’ia on the

14 See: (Shkandrij 2002). Granted, many of these Ukrainian influences and Ukrainian-
language publications in Malevich’s work became especially visible in 1928, a year after Malev-
ich’s meeting with Voitsekhovsky in Warsaw.

15 See: (Malevich 2015: 271). Cf. his earlier statement from 1922: “Malevich is not the first
preeminent Pole in Russian art” (Strzeminski 2002: 275).
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eve of his tour in March 1927, he pondered: “In Belorussia they consider me
a Belorussian artist. [...] They say that the Belorussian republic wants to move
me to their republic. Maybe the Poles will consider me one of them” (Malevich
2015: 270-271). Marie Gasper-Hulvat reads Malevich’s letters penned in Warsaw
as evidence that this Warsaw episode was a homecoming of sorts, given his
Polish ethnic roots (Gasper-Hulvat 2019) — the artist of course spoke Polish.
We must remember that the Polish Republic and the USSR considered one an-
other adversaries throughout the interwar period. In fact, the Polish-Soviet War
had concluded just several years prior. Polish artists” appropriation of Malevich
as their own — or for that matter, a public embrace of Polish identity on Ma-
levich’s part — would have been perceived as a provocative political statement
in multiple political contexts, especially in the Soviet Union.

We should also notice the absence of the Soviet identifier in regard to Ma-
levich and his creative activity. Despite the artist’s association with Soviet insti-
tutions and arts, Voitsekhovsky privileges Malevich’s contribution to the devel-
opment of Russian contemporary art. Here, the title already conveys Voitse-
khovsky’s particular point of view: “The Creation of a New Russian Culture.”
All signifiers of Malevich’s Soviet-ness — his embeddedness not just in Lenin-
grad’s artistic institutional life, but also his contribution to Soviet revolutionary
aesthetics — are erased in the author’s discussion with the artist. Voitsekhovsky
in part achieves this erasure through a shrewd selection of genre, as he does not
offer a traditional question-and-answer interview. His own perspective as a par-
ticipant in the “conversation” dominates and Malevich is never quoted directly.

This discussion illustrates that there were multiple possible (and actual)
understandings of Malevich’s cultural positioning in the late 1920s, some offered
by the artist himself and others explicitly fashioned by the artist’s mediators
in the European press. (The contentious identity debate over Malevich continues
today). The Segodnia “conversation” carves out a reading of Malevich as an art-
ist trying his best to deepen the Russian cultural tradition in an inhospitable,
if not downright inimical, Soviet context. Voitsekhovsky in concluding his arti-
cle calls on his younger readers to follow Malevich’s example: “For this reason,
the strivings and aspirations of Russian youth on either side of the border should
be directed to the creation of a new Russian culture.”

While in 1927, there was already no hope of regime change in the Soviet
Union, Voitsekhovsky apparently saw a path for the creation of a new Russian
culture even on the eastern, Soviet side of the interwar border, which separated
Europe from the USSR (a binary formulated by Voitsekhovsky). Malevich and his
Warsaw exhibition emerge as mediating agents. In Voitsekhovsky’s image
of Russian culture, Malevich contributes to supra-political and supra-national
(but still Russian!) art.!6 When discussing what this new culture might look like,

16 Russian identity among members of “Russia Abroad” constituted a contentious field
of meanings. There were plural answers as to how Russian culture should relate to the imperial
past, local non-Russophone surroundings in the diasporic present, and of course, the continuous
development of Russian culture within the USSR.
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Voitsekhovsky gives few specifics. The substance of Malevich’s art and artistic-
theoretical vision is given short shrift here for at least three reasons.

The first concerns Voitsekhovsky’s own artistic background (or lack there-
of). His creative interests were more literary. Decades after moving to the Unit-
ed States in 1951, Voitsekhovsky published a collection of his poems in 1981.
These poems are taken from the entire range of his adult life, from 1914 to 1980.
Judging from this selected verse, filled as it is with poetic clichés, his literary
gifts were meager.!” Second, Segodnia was a generalist newspaper, not a special-
ized art journal. A deep dive into Malevich’s artistic philosophy would have been
ill-fitting for this particular outlet and readership. Readers of this “conversation”
only encounter a handful of “isms” (artistic movements and approaches), all
of which apparently find a place in Malevich’s maximally tolerant creative labo-
ratory.’® Third and finally, to the extent that Malevich’s art and art theory were
formative of an “aesthetic of rupture” carried out by “the first commissar of the
Bolshevik Revolution,” Voitsekhovsky as a monarchist and émigré would have
found this aspect of Malevich’s project to be far from meritorious (cf.: Shkandrij
2002: 405). Thus, the lack of serious discussion of Malevich qua artist could also
be considered as an ideologically motivated omission.

All in all, the very publication of Voitsekhovsky’s “conversation” with Ma-
levich during the artist’s visit to Poland threw Malevich onto a radically different
cultural-ideological canvas than the artist himself might have expected from his
tour abroad. For Malevich, the fact that this “conversation” appeared in a Russian
émigré newspaper could have filled the noise of time with unexpected sounds.

In writing to Matiushin a week later, Malevich expressed satisfaction with
his copacetic Polish reception: “I demonstrated your charts along with mine,
and both are generating strong interest. Ah, this is fantastic treatment. Praise
is falling down like rain. But they’ve shifted my itinerary, so I'm returning
in May, and I'll relate everything in detail then. Pass along greetings to all of your
folks. [March] 25th is the banquet, and that’s the end.” (Malevich 2004: 185).
Staying in Warsaw a few more days after the banquet at the Hotel Polonia, Ma-
levich, accompanied by Tadeusz Peiper, travelled by train to Berlin on 29 March
1927.19 A week later, Malevich visited the Bauhaus in Dessau where he met with
Walter Gropius and Lazl6 Moholy-Nagy among others. In reaching Germany,

17" Voitsekhovsky also published poetry in Segodnia, e. g., S. Voitsekhovsky, “Igroki,”
Segodnia, No. 200 (21 July 1929): 5.

18 Voitsekhovsky does mention Malevich’s Teoriia pribavochnogo elementa v zhivopisi (A
Theory of a Surplus Element in Painting), as this small booklet appeared in Polish translation
during the artist’s visit to Warsaw. The erroneous title given by Voitsekhovsky — “Teoriia prib-
avochnykh elementov” — suggests that Malevich was not consulted prior to this “conversation’s”
publication. We should not assume that Malevich was ever aware of this publication during his
stay in Germany.

19 This is the date given by Joosten (Joosten 1988: 82, 83), while Turowski more cau-
tiously states that Malevich left Warsaw for Berlin between Tuesday, 29 March and Friday, 1 April
1927 (Turowski 2002: 140-141).
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Malevich had finally arrived at the most important destination in this, his last
European tour.

It was in Berlin that Malevich showed more than 70 of his works in the
Grosse Berliner Kunstausstellung, an exhibition that ran from 7 May to 30 Sep-
tember. Hugo Héring, an architect, secured Malevich’s participation in that show
(Andersen 1970: 57). A few sales of paintings combined with the subsequent
publication of Malevich’s treatise Bespredmetnyi mir (The Non-Objective World)
provided the artist with much needed income (Gasper-Hulvat 2019).20 Although
Malevich left Berlin and returned to Russia on 5 June, his work continued to be
displayed in the German capital.

His participation in the Berlin exhibition, the varied contents of which sub-
sequently stayed in western Europe, combined with theoretical writings that Ma-
levich delivered to the von Riesen family, kept the artist’s fame alive. Malevich’s
works ensured that his achievement would endure in the world of contemporary
art as a pellucid expression of the modernist Zeizgeist even after his oeuvre faded
into regime-enforced obscurity in the totalitarian conditions of the Soviet Union.

20 Die Gegenstandslose Welt was published by Albert Langen (Munich) in 1927 and trans-
lated from Russian into German by Alexander von Riesen.
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Co31aHue HOBOIi PyCCKOI KYJIbTYPBbI.
(Ot BapmaBckoro koppecnonjeHra «Ceroansp).)

TlemepOypeckuti uncmumym xyooxicecmeeHHOU Kyibmypol U €20 OUPEeKmop. —
Ipogh. Manesuu 3aepanuyeii. — beceoa ¢ npogh. Manesuuem. —
Pyccroe uckyccmao u 3aepanudnvle eneuamienus npogeccopa.

C 1919 rona B IletepOypre CymecTByeT HHCTUTYT XYA0KECTBEHHOH KYJITb-
TYpBI, pabOTHI KOTOPOro, Kak U BcE mpoucxoasiee B Coerckoit Poccuun BHe
opUITHATHFHOTO KOMMYHHUCTHYECKOT0 TpadapeTa, MaJio H3BECTHHI 3aTpaHUIICH.
JlupexkTopoM MHCTUTYTA, C IEPBOTO THSA €r0 OCHOBAHUS, SBIISIETCS U3BECTHBIN
PYCCKHI XyA0KEeCTBEHHBIN IesiTeNb, mpod. Kaznmup MaeBny, moJsk 1mo pox-
JIEHUIO M 3THUYECKON MPUHAJJIEKHOCTH, HO PYCCKUIN MO KYJIBTYpPE U CBOMM
CUMIATHSIM.

Brinunys B 1917 rony uiero co3gaHus HHCTUTYTA XYA0KECTBEHHON KyJIIb-
TYPBbI PaA U3YUYEHUS U PA3BUTHUS BCIKOIO XyA0KECTBEHHOIO TBOPUECTBA, IJ1aB-
HBIM 00pa30M B 00JIACTH MJIACTUYCCKUX UCKYCCTB, pod. ManeBry He MOKUHYI
Poccuu B HacTynuBLIee 1S HEE TSKENIOE BpeMs, CO31all B oIyronoaHoM Ile-
TepOypre cBO MHCTUTYT M JJOBEJ €ro JI0 TAKOH CTENeHU Pa3BUTHSI, KOT/Ia OKa-
3aJI0Ch BO3MOXKHBIM TTOKa3aTh pPabOTHl HHCTUTYTa BHE TpenenoB Poccum.

[epBbIM 3TanioM coBepiaeMoii HeiHe pod. Manesuuem nmoe3aku o Espo-
e sBujack BapuiaBa, B KOTOpOH OH, C IOMOIIBIO MOJIBCKUX XYA0KECTBEHHbBIX
KpyTrOB OpraHM30Bajl BBICTABKY NMPOU3BEACHUN CBOMX YUEHHKOB, BOCITUTAaHHU-
KOB HHCTHUTYTA, U KOTOPAas CEpPIEYHO YECTBOBAJIA PYCCKOIO XY I0KHUKA, KEIasi
Kak OBl TIOKa3aTh, YTO BEUHbIC Hayaja MCKYCCTBA M yCTaHaBIMBaeMmash UMHU
MEK Y OTJACIbHBIMU HAPOAAMU U KYJIbTYPAaMH CBSI3b BBIILIE IPEXOASIINX OIU-
TUYECKUX O0CTOSITENILCTB M HAITMOHATBHBIX pa3iauunii. 13 Bapmasst mpod. Ma-
neBnd Boiexan B bepmun u [laprk, re Takke OyneT AeMOHCTPUPOBATH JOCTH-
JKEHUSI PyKOBOAMMOI'O UM MHCTUTYTA.

*

[TonmTrKa COBETCKO BIACTH JeNIaeT BCTPEUH MEX Y PYCCKUMH 3ar paHI4-
HBIMU Xy PHAJIUCTAMU U O(DUIIMAIEHBIMU COBETCKUMH JICATEIISIMH COBEPIIICHHO
HEBO3MOXHBIMH. Ho 3Ta mperpaza He cymiecTByeT, KOTAa 3arpaHuIly IoTa-
J<a>eT, XOTsI Obl M C COBETCKUM ITaCIIOPTOM, JIUIIO, Yy KJIO€ IMOJIUTHKE, HO TIPH-
HHUMaloIee BUIHOE y9acTHe B KyJIBTYpPHOH paboTe, TOCKOJIBKY OHa ceidac
B Poccun Bo3mokHa. U mosTomy coTpyaHuk «CeromHs» odpaTuics K mpod.
MarneBuuy ¢ mpocb00i MOAETUTHCS pe3ybTaTaMu cBoel paboThl B Poccum.

B Toii 6ecene, koTopasi MeXKly HaMH Tpoucxoauia, mpod. ManeBud oueHb
cIep>KaHHO TOBOPHII O ce0€ JIMIHO, COBEPIICHHO He KacaJICs MOTUTHUKH, HO IO~
POOHO U C JIFOOOBBIO OCTAHABIIMBAJICS HA )KMU3HU PYKOBOAUMOI'O UM MHCTUTYTA
M Ha TeX 3a/Ja4ax, KOTOphIe TOT HHCTUTYT MpecienyeT. BeicTaBka paboT yde-
HUKOB UHCTUTYTA, CPEIU KOTOPBIX ObLIH U KAPTUHBI caMoro rpod. MaseBuua,
npousBena B Bapmase Ooinbiioe BredatineHue. Ha-mHSIX Ha MOIBCKOM SI3BIKE
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BBIXOOUT M3 II€YAaTHU €TI0 KHHTI'A I10J 3aroJIOBKOM: «Teopnﬂ HpI/IGElBO‘-IHI)IX JJIe-
MEHTOB B XUBonucH» <sic!>. [lonbckuil TEKCT mepeBeieH ¢ pyCCKOro, U3AaH-
Horo B CoB<etckoii> Poccuu.

OTtnpaenssick Ha 3anaj, npod. ManeBud pacCunTHIBA MPEXK/IE BCETO I10-
3HAKOMHUTBCS C HOBBIMH JIOCTHKEHUSIMH EBpOIIBI B 00J1aCTH UCKYCCTBA, HO IIep-
BOE €ro COIIPUKOCHOBEHHUE C TEM, UTO co3jana EBpona B 3TOM OTHOLLIEHUH B IIO-
CJIEJIHHE TOJIBI, ero pazoyapoBaio. C OOIBIIONH TOPAOCTHIO TOBOPS O CBOUX Ta-
JAHTIUBBIX YYCHHKaX M 00 ux paboTax, npod. ManeBuy, B TeueHue Oecesbl,
HECKOJIBKO Pa3 BbICKa3blBaJl YOSKICHHE, UTO Yepe3 HECKOJIbKO JieT He Poccus
Oyzner yuuthest y EBponbl, a 3anagHas KyibTypa OyeT 4eprarb B PYCCKOM
npuMepsl 1 00pasnsl. M Hamo oTMeTHTH, YTO rOBOps 3TO, Npod. Manesuuy,
[I0-BUIUMOMY, OBLII JaJIeK OT OOBIYHOI'0 Ka36HHOTO COBETCKOI'0 CAMOBOCXBa-
JICHHUSI, a JIMIIb TIepeiaBajl AeHCTBUTEIFHOE COOCTBEHHOE OIIYIIEHUE, OCHOBAaH-
HO€ Ha CO3HAHUU T€X T'POMAJIHBIX KYJIBTYPHBIX BO3MOKHOCTEH, KOTOpPBIE TasITCS
B PYCCKOM Hapoje.

*

3acmyra co3JaHus HHCTUTYTa XyA0KECTBEHHOH KyIJIBTY PBI IPUHAJICKHT,
no cioBaM pod. ManeBrda, He TOJIBKO €My JHYHO U CTapileMy IMpernojiaBa-
TEIBCKOMY COCTaBY MHCTHUTYTA, HO, TJIABHBIM 00Pa30M, MOJIOJIBIM XYI0KECTBCH-
HBIM CHJIaM, BBIIIIEIITIM M3 COCTaBa MEPBBIX YUSHUKOB HHCTUTYTA. B HacTosmIIee
BpeMs B MHCTUTYTe 00y4aeTcsi okoyio 2500 4esoBeK, HETUKOM MOCBSITUBIIUX
CBOM YCHJIUSI HCKYCCTBY U KynbType. Llenb HHCTUTYTa ONH3Ka K [ETU BCSKOM
nmabopaTopuu, MoAPOoOHO M3yHAaIOIIeH CIIOKHBIE TPOSBICHUS KU3HU. Tak, Ha-
puMep, U3ydasi BCEBO3MOXKHbBIC H3bICKaHU S B 001aCTH (OPMBI, B €€ IIPUMEHE-
HUHU K TJIACTUYECKUM HUCKYCCTBAM, HHCTUTYT IMPOU3BOIUT OMBITHI HAJl PA3IUU-
HBIMU TeueHuAMH B niepenade Gopm. [lon pykoBogcTBoM camoro mpod. Made-
BHUYA B HHCTUTYTE IIPOU3BEICHBI OBLITN U3BICKAHUS B HATIPABICHUU 00 TMHEHUS
U CUHTE3a CTUJICH TOTUYECKOT0, BUBAHTUNUCKOTO U PYCCKOTO B apXUTEKTYPE.

CrpemIeHne K Xy/I0KeCTBEHHOH KyJIBType, K PacpoCTPaHEHHIO XYI0Ke-
CTBEHHBIX 3HAHUM, YUCTOTO M MPUKJIIATHOTO UCKyccTBa B Poccuu, 1o cioBam
npod. ManeBuua, HeOOBIYAITHO BEJIMKO, HO HAIIPaBJICHHUE COOCTBEHHOM PyCCKOM
XYJ0KECTBEHHOH KYJIBTYPHI €Ille He HalJIeHO, B 9TOM OTHOIIIEHUH TTPOU3BO/IST-
Csl TIOCTOSIHHBIE OMBITHI, U IETEPOYPICKU HHCTUTYT ITPUOOPEI OJaroaapsi HUM
MOYETHOE MECTO B XyJI0’KECTBEHHOM KU3HU coBpeMeHHoU Poccuu. B mounckax
KYJIBTYPHBIX CBOMCTB HcKyccTBa Poccns, kak roBoput mpod. ManeBud, HaTOJIK-
HYJIach 1OCJI€ PEBOJIIOIIMH Ha BCEBO3MOKHbIE HANIPAaBJIEHUS B HCKYCCTBE, T. H.
«U3MBI», KOTOPBIX B HACTOSAIIEE BPEMsI MOKHO HAacUUTaTh 10 15-tu. UnctuTyT
OTHOCHTCSI KO BCEM 3THUM HAIpaBICHUAM, aK€ CaMbIM KpailHUM, TEPITHMO.
[Tpod. ManeBud He sBASETCS AaKe TPOTUBHUKOM YPOJJIMBOCTH B HCKYCCTBE.

CrpemiieHre COBPEMEHHON PyCCKON MOJIOJICKH K UCKYCCTBY HE COBIAACT,
K COXAJICHHIO, C JIOCTATOYHBIM YPOBHEM XyJIO’KECTBEHHBIX 3HaHUH. Momonbie
YYCHHKH HHCTUTYTa HEPEJIKO B aHKETaX JIOMYCKAIOT My TAHUI[Y B CAMBIX OOIIHUX
MOHSITUSX O CTUJIC U HAIIPABJICHUU UCKYCCTBA U T. II.
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*

Kaxk mbI yrxe BbIIIIe yKa3anu, Mbl He 3a1aBaity pod. MajeBudy monutuye-
CKHX BOIPOCOB M HE PacCIpalinBaiy ero 00 o0ux yciuoBusx xu3uu B CoBeT-
ckoit Poccuu, He jkernast IPUUUHATh €EMY HENPUSTHOCTEN MOCIIE €ro BO3BPALLICHH S
B [lerepOypr. Ho otnenpHble 3amMevanusi, CI0Ba U (pasbl HAIIErO COOECEAHUKA
TTOMOTJTH HaM BCE-)K€ BOCCTAHOBHUTH HEKOTOPYIO OOIIYI0 KapTHHY, PUCYIOIIYIO,
YBBI, )KU3HBb coBpeMeHHOTo [leTepOypra B HeBecenbix ToHax. [locTeneHHoe BbI-
MHpaHWe WHTEIUTUTEHIINN, 0€AHOCTh, B KOTOPOH MPUXOAUTCS paboTaTh Jaxe
HanboJiee U3BECTHBIM €€ MPEACTAaBUTEINSIM, XYJIUTaHCTBO, TOXO/SIIee 10 TOTO,
yto B IleTepOypre Ha ynuile mpoxXoXKMi HE TapaHTHPOBAH OT OPOIIEHHOTO
B HEro KaMHsI — BCE 3TO, BMECTE B35ITOE, COCTABIISIET 00CTaHOBKY, COBEPIICHHO
qyKIyI0 eBpOIecKoMY MOHNMaHuto. Ho, BMecTe ¢ TeM, — 1 9TO 0YeHb CHIIBHO
OBLIIO BBIPAKEHO BO BCEX 3asBJICHUAX Npod. ManeBnya — B MCUXO0JIOTUYECKOM
otHoweHuu Poccus 1927 rona yuna ouens ganeko ot Poccun 1917 ropa. Pacter
HOBO€ TOKOJIEHHE, 11 KOTOPOIro MPOILIOe — TOJIBKO UCTOPHS, a HE KHUBas
peanbHOCTh. JTO, KOHEUHO, HE MPEAONpENeseT OTHOMICHHS dTON MOJIOIEKHU
K IpoIIJIOMY U HE€ HUCKJIOYACT BO3MOXKXHOCTHU TATOTCHHUSA U AaXX€ CUMIIATHUH
IO OTHOIICHHIO K HEMY, HO JIeJlaeT IPOCTOE BOCCTAHOBJIEHNE MUHYBIIETO KYJIhb-
TypHOro o0nuka Poccuu HEBO3MOKHBIM HU MPH KAKUX TOJTUTHYECKUX YCIOBH-
SIX. YCUIIUS U CTPEMIIEHUS PYCCKOHM MOJIOIEkKH 1T0 00€ CTOPOHBI py0Oeka, B CHITY
3TOTO, I0JIKHBI ObITh HAaNPaBJIEHBI K CO3aHUI0 HOBOM PYCCKON KYJIBTYPBI.

brvxalimimMu MOMOIITHUKaMH M COTPYIHUKAMU 1pod. MaeBnya 1o me-
TepOyprcKoMy MHCTHTYTY XYAO0KECTBEHHOU KYJIBTYPBI SIBISIOTCS TIpodeccopa
MarromwmH H [lynn<w>, accuctent Cyetun u npod. Hukomnbckuii u3 metepOypr-
CKOT'0O MHCTUTYTA TPAKIAHCKUX HHKCHEPOB.

A. Hobpomun

Bémnb Bb 4eoThk npod. Manesuua,

YOTPOSHREIA BB apTHACTHIECKOMS X1y6h BB Bapmash. B 6amrerh mpmsann ydacrie mpen.
CTABHTENH NONLCKATO M-B& HHOCTD. ABaI'B, MONBCKIS | YIOHHS, APTHCTH, OHCATONH H N,
4 g DoTo-cIIpacar.

Mpos. K. Manesuun,

Segodnia (Riga), no. 77 (5 April 1927): 4.
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Appendix 1
LETTER1
7 mapta 1925 rona

3aBenytomiemy [ maBabpiM YopaBiaeHuem Haydnsix
Vupexnenuit Axkagemuueckoro Lentpa Tos. [lerpoBy

BBuny toro, 4yTo 3a 7 jieT peBOJIIOIMOHHON JEATEJILHOCTH MHOTHE MO TO-
BapHIy YCIeIU NOObIBAaTh 3aIrPaHULICH 1 MOKa3aTh CBOM pabOThI, a TAKKE 03-
HAKOMUTBCS C UCKYCCTBOM 3aITaJIHBIX XY/JOKHUKOB H MTOTIOJIHATH, TAKMIM 00pa-
30M, CBOE 3HAHUE, 51 B HACTOSIIIEE BPEMsI CUUTAIO0 BOZMOXKHBIM BO30YAUTH Mepe.]
Bamu Bompoc o comeiicTBUM MHE B BhIe3ze 3a rpanuny (I'epmMaHuio) U ycTpoi-
CTBE€ TaM BBICTaBKH.

IIpopaboTas 5 et B Hapkommpoce B kadecTBe podeccopa BEICIITUX XyI0-
JKECTBEHHBIX ILIKOJI, 51 IOCJIEAHEE BpeMs padoTalo HaJ co3naHueM Mccnenosa-
TeIHCKOro MIHCTHUTYTa B 00JaCTH XYI0’KECTBEHHBIX HAYK M UMEIO 3HAYUTEIFHOE
KOJINYECTBO IKCIIOHATOB, KaK JKMBOIMHCHO-XYI0)KECTBEHHBIX, TAK 1 J1a00paTop-
HbIX paboT MucTuTyTa. [lonararo, 4To TakoBas BEICTaBKa SIBUTCS BIIEPBHIE Ha 3a-
naje, Tak Kak OyleT SKCIIOHUPOBATh HE TOJBKO MOU KHBOIHUCHBIE PaOOTHI,
HO ¥ pabOTHI Ta00OpaTOPUH UCCIACIOBAHMM. 3a yCIIeX 3TON BEICTABKU PyUYatOTCs
MpHE3KHE MPEACTABUTENN FT€PMAHCKOT0 HCKYCCTBA, & TAK)KE 3TO BUJIHO U3 MPH-
JlaraeMoro IpUIIameHus repManckoi pupmbl. Ho He xenast ObITh SKCIITyaTH-
pyembiM (hupMol, obpamiaroch k Bam 3a cojeiicTBueM B XoJaraicTBe mnepen
KomuteTom 1o ycTpolCcTBY apTUCTHUECKUX TYPHD U BBICTABOK 3arpaHuIen
00 OTITycKe MHE CPEACTB Ha MOE3/IKY U YCTPOWCTBO BBICTABKH Ha 3ara/ie.

Brrgannyio MHE cyMMy 00513y10Ch BO3BPaTUTh OT JOXO/OB C BBICTABKH.

Kpome Toro, moeznka 3arpanuily sIBISICTCS A MCHS HEOOXOIUMOH elre
MOTOMY, YTO HHCTUTYTCKasl paboTa 10 UCCIIIOBAHUIO XYy/I0KECTBEHHON KYIIb-
TYpBI IPOU3BEACHUN TPeOyeT MaTepraIoB U CBEICHHUH O 3amaJHOM HCKYCCTBE,
KOTOPbIE MHE JOCTaBUT 3arpaHUYHAS I0E3/1Ka, a CIEIOBATEIbHO, 1aCT BO3MOX-
HOCTB MPOJABUHYTH JAalibllie BCto padoTy MHcTuTyTa XynoxectBeHHOH KynbTy-
PBL, KOTOpAasi BIEPBBIE B MUPE CO3/IAETCSI HA COBETCKOU TEPPUTOPUU.

Jlenunrpan. Mnctutyt XynoxectBeHHOM KybTyphl.
V. Coroza Csssu, 1. Ne 2/9.

LETTERII

3asenyromemy OtaenenueM <ImaBHayku> M.II. Kpuctn.
16 mapra 1925

Coger MHCTHTYTA XyA0)KECTBEHHOM KYJIBTYpBI IPOCUT Bac BO30yAUTH X0-
nataiictBo uepe3 Haponnoro Komuccapa o Ilpocsemenuto A. B. Jlynauapckoro
u 3aBenyromiero [ maBuaykoii ToB. [leTpoBa nepen Komuccueii mo opranuzamnuu
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3arpaHUYHBbIX aPTHCTHYECKUX TYPHD M XYJOKECTBEHHBIX BBICTABOK O IMPENO-
CTaBJICHUHU VHCTUTYTY Xy0KECTBEHHON KYJIbTYPbl BO3MOXKHOCTH yCTPOHCTBA
BBICTABKH pabOT CBOMX HccienoBarenbckux OTaenoB: MaTepuanbHOW KyJbTY-
peI (3aB<enyromuii> B. E. Tatnun), ®opmanbHO-TeopeTndeckoro (3aB<emyro-
muit> K. C. Manesuu), Oprannydeckoil KynsTypsl (3aB<emytomwuit> M. B. Ma-
TIOIIWH), DKCNepUMEHTaIbHOTO (3aB<exyromuii> [1. A. MaHcypoB).

OcHOBaHHEM K YCTPOHCTBY BBICTABKH MOCTY>KUJ OOIBIION HHTEPEC, TPO-
SBJICHHBIN KaK 3araHOI MPeccoil, Tak U JIIOAbMH, IPUE3KAIOMIUMH U3-3a I'pa-
HUIBI © HAXOSTUME paboTy MIHCTUTYTa IEpBO B MUPE, YTO MO TBEPIKAACTCS
TaKXe M 3aMHTEPECOBAHHOCTBIO B OPraHM3ALMU TAKOW BBICTABKM YaCTHBIX
npennpuHuMarenei, Hanpumep: «Kectaep-I'ezennpmadm» B [anHOBEpeE.

HemoncTpanus padbot MHCTUTYTa MOOAEPKUT IPEUMYLIECTBO Tepen 3amna-
JIOM pa3BUTHS HAIIETO HCKYCCTBA U €ro HaAyYHOHM JIMHUM, KOTOpas yxkKe SIpKO
0003HaunIach B ymMax 3anagHblx ToBapuuieid. HemaBno mocerusmue Jlennn-
rpan n<okto>p Xaiuie (Bena) u n<oxto>p Bepnep (bepnuh) ykaszpiBanu B cBO-
UX JIOKJIaJax Ha Halld ycnexu nepex 3amanoM. B cBoro ouepens MHCTHTYT,
yCcTpauBasi BHICTaBKY, CMOXKET coOpaTh Ha 3amajie MHOTO MaTepHalioB, B KOTO-
PBIX HYKJAeTCsl €ro ccieqoBaTeNbeKas padora.

WHCTUTYT U3 10XOMIOB BBICTABKH 00sI3yeTCsl BEITUIATUTH KomuTeTy cymmy,
ACCHUTHOBAHHYIO UM Ha YCTPOMCTBO BBICTABKH.

K. C. Manesnu.
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Appendix 11

I. MALEVICH’S GENERAL APPLICATION
TO TRAVEL ABROAD

[9 nexabps 1925 rona]

B I'naBHayky Xy/105K€CTBEHHBIN OT/AEI

Konus: Jlenunrpaack<uit> Otnen [ maBHayku
Hupexrtopa ['ocynapcTBEHHOTO

Wucturyra XynoxectsenHoit Kynsrypst K. C. Manesuua

[Ipensoxenne 1. MHe KaXkeTcs, YTO BOJIHA HAIIUX )KMBOIMUCHBIX U XYH0XKe-
CTBEHHO-IIPOMBIIIJIEHHBIX BBICTABOK Ha 3ala/ié OKOHYEHA, BCE MPOU3BEACHUS
B 9TOi1 oOactu nmokaszansl — npencrasiaensl Mactepa P.C.O.C.P. n nux noctnxke-
Husl. Teneps HyHO TOTOBUTHCS K HOBOM BOJIHE, K HOBBIM BBICTaBKaM, KOTOPBIE
roKa3aJiv Obl M JIPYTyt0 padOTy B TOH JKe XyJI0KECTBEHHOW 00JIaCTH, @ UMEHHO
MOKa3aTh Xy/I0’KECTBEHHYIO, HCCIIEI0BATENICKYIO U Hay4dHYyI0 padoTy. [loka-
3aTh TO, UTO €lle B 00JIaCTH SCTETUKH HE OCYIIECTBIICHO Ha 3amaje v 4eM ceivac
TaM O4eHb HHTepecytoTcs. OueHb BaKHO, YTOOBI MbI IEPBbIE YCTAHOBUIIN Hay4-
HO-XYZ0KECTBEHHYIO MPOOIIeMy, MO0 3TO yKaXKET Ha XOJI HAIIIETO Pa3BUTHUSL.

Mue kaxercs, 4To ycTpoeHHas: [ 1aBHaykoid B MOCKBe mepBasi Hay4yHast
U Hay4YHO-XYJO’)KECTBEHHas BBICTABKa, KPOME BCEX APYTHUX Lejiel IoJmkHa
BKJTIOUHTH U IIEITb 1€P8020 CMOMpPA TIPUTOTHOCTH yCTPOMCTBA BBICTABKH TAKOTO
pona 3a rpanuueil. OHa MOXKeT OBbITh JIYUIIMM IOKa3aTeleM Bcel Halled nes-
TenpHOCTH. MHCTUTYT XynoxkecTBeHHON KynbTyphl y>ke HACTONBKO HAYMHAET
0CsI3aTh CBOIO KPEIMOCTh U CHITY B TIOCTABIIEHHOW UM 3aJjade HaJl aHATH30M KH-
BOIMCHOM, OPraHMYeCKOW W MaTepuaIbHON KYJIBTYpPbI, YTO MOXKET HOKa3aTh
CBOIO paboOTYy 3amaay U BIEpBbIE OOPATUTH €T0 BHUMAHUE Ha MHOI'HE BOIIPOCHI
B XyznoxecTBeHHON Hayke.

Yoexnenusiii B 3ToM MHCTHTYT XynoskecTBeHHOU KynbTypsl oOpamaeTcs
B ['maBHOe YnpaBnenue HayunsiMu YupexxaeHUsIME € TPOCKOOI 0 BbIaue eMy
cybcuinM Ha MOATOTOBKY W YCTPOMCTBO HAYYHO-XY0KECTBEHHOHN BBICTaBKH
WNuctutyTa 3a rpanuueii: B ['epmanuu, @panuuu u AMEpUKe.

[pennoxenne 2. B ciydae e eciau ycTpoiicTBO BeicTaBku paboT MucTu-
TyTa OKa)KETCsl HEBO3MOXXHBIM, TO IHCTUTYT /iefaeT 3asiBKyY Ha IMOE3KY 3a I'pa-
HUITY HU)KECIIeYIOLINX HayYHBIX cOTpyaHMKOB MHcTHTYTA: 1). 3aBen<yromero>
Otaenom XKuponucHo# kynsTypsl (PopmansHo-TeopeTudeckum) — K. C. Ma-
neBu4a, 2). 3aB<enyromero> Otaen<om> O6m<eir> Metomonorun — H. H. Ily-
HUHa, 3). 3am<ecturenst> 3aB<exmytomiero> Otaena Martep<uanbHOI> KynbTyphl
H. H. Cyetuna u Hayunoro Cotpyanuka Otnena OpraHudeckoi KyJIbTypbl —
b. B. DHzepa, oTaenbHbIC 3asIBKH IPH ceM npuiiararoTces.2! Bee Boimenepey<uc-
JICHHbIE> HAay4YH<ble> paOOTHUKHU OTIPABIISIOTCS B KOMAaHAUPOBKY BIIEPBBIC.

21 See Malevich’s personal application to travel abroad also in Appendix 2.
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IIpennoxenue 3. B kpaitnem cinydae, ecnu [ maBHayka He HAJET BO3ZMOXK-
HBIM B TOM TOJly JIaTh CPEACTBA Ha YCTPOWCTBO BBHICTABKU WJIM HA MOE3IIKY
OTAETHHBIM 3aBEAYIONINM, TO 5 Kak 3aBexyrommuii Otaenom JKuBonucHON Kyib-
Typsl (DopMaTbHO-TEOpETHY<ECKHM>) B030YkAar0 niepes [ maBHaykor BOIIPOC
0 COJICHICTBMH MHE B MOJIYYEHHH BU3 U MaH/1aTa /Iy OKa3aHUs MHE COIEUCTBUS
B nyTu Bo ®panuuto uepe3 Bapiasy u I'epManuio nemkoM, KOTOPbIN s moJia-
raro Hauath 15 mast 1 gocTUrHyTh [laprka 1-ro HOSIOps ¢ pacyeToM NPUOBITH
00patHo Toe31oM 1-ro nexadpsi.22

Hupexrop UHCcTHTYTA (K. Manesunu)

II. MALEVICH’S PERSONAL APPLICATION
TO TRAVEL ABROAD

<9 nexabps 1925 roga>

3asenytomero Otnenom XKusonucHoit KynbsTypsl
(DopManbHO-TEOPETUICCKIM)

K. C. ManeBuua

Hayuno-xynoxecTBeHHas komanauposka no Otaeny JKuponuchoit Kyinb-
TYPBHI OIIPABIBIBAETCS N3YUCHHEM Ha MECTaX BCEX OOCTOATENHCTB JKUBOMTUCHBIX
TEUYEHUH ¥ X U3MEHCHUH, 03HAKOMJICHHE<M> CO BCEMHU PadOTaMH KHBOIUCLIEB
1 X OCTMKEHUSMH, COCTaBICHHEM BCEBO3MOXXHBIX aHKET, Kacatoruxcs JKu-
BONMUCHOHN KyibTypbl 1 T. 1.

JlobaBiisito, 9TO cepbe3HOCTh paboTel OTHena TpedyeT Ooee TOUHBIX 00-
pasLoB, HexenHn Te Gpororpaduu, HaJy KOTOPEIMU paboTa BeaeTcs ceidvac.

Paboter OynyT mpoBoguthes B ['epmanuu B T. bepnune, Bo @paHiium B T.
[Tapuxe, B . DKce, B My3eHHBIX COOPaHUAX, YACTHBIX KOJJICKIUSAX W JINIHBIX
MaCTEPCKUX XYI0KHUKOB.

K. Masnesuu.

22 As specified in the accompanying commentary, “Only one point received Glavnauka’s
approval, ‘proposal no. 2’: with the resolution of the Commission for Research Travel from
11 March 1926, Malevich received approval for his trip (TsGALI SPb. 244-1-53), which, at that
time, he could not put to use. (Malevich 2004: 502).
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Malevich next to his paintings at the Malevich in 1925
Museum of Artistic Culture (MKhK).
1924

Nikolai Suetin, Kazimir Malevich, Ilya Chashnik at GINKhUK. 1924
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Malevich in Warsaw. March, 1927



Bangquet in Malevich’s honor at the Hotel Polonia. 25 March 1927

:/I(W' 2 Pendina U Al
L9 YT 2ot Llenin .

Malevich’s postcard to his mother from Berlin. 21 May 1927
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benpamun My3akuo, AHapej YCTHHOB

OJI TUHXYK-A JIO BAPIIIABE JIO BAYXAVCA:
TYPHEJA KABUMUPA MAJLEBUYA 10 EBPOIIU

Esporicka typueja Kasnmupa MasseBruua y nposehe 1927. ykipyunBaia je nocery I1osbckoj.
OBJie IpecTaB/baMo jelaH TOTOBO HEIMO3HAT JJOKYMEHT Be3aH 3a keroB 6opaBak y BapuraBu —
4ynaHak ,,CTBapame HOBE pyCKe KyJIType™, 00jaB/beH y eMUTpPaHTCKOM JHUCTy [Janac 5. anpuia
1927. ronuHe, HeaeJby JaHA HAKOH IITO je YMETHHK OTHIIIA0 U3 OJbCKE pecToHUIe y Hemauky.
Unanak je Hanmcao Ceprej BojuexoBckn Ha OCHOBY MHTEpBjya Koju je Hampauo. [IponpatHu
KOMeHTap ojamrmbaBa creuGUIHOCTH HallMOHATHO-Ueoolke popMynanuje BojiexoBckor
y Be3u ca MaJbeBUYEBUM KYJITYPHHUM M YMETHHYKUM HacHTUTeTOM. OBa 1ebata 0 HEroBoM
HALMOHAJHOM U KYJITYPHOM HICHTHUTETY aKkTyenHa je 2020-uX roanHa, Kao ¥ Ipe CTo rojinHa.

Kwyune peuu: Kasumup Massesuy, HoBure Janac, THHXVYK, KynTypHU HJEHTUTET, yMeT-
HUYKa CPEANHA, KyJITypa eMUrparuje.



