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Men of Taste. Essays on Art Collecting in East-Central Europe is

a collection of four case-studies devoted to Duke Albert
Saxe-Teschen, Count Janos Paltfy, Baron Karl Kuffner, Enea
Grazioso Lanfranconi and Count Antoine E. Seilern. The book
fills a gap in the literature on the history of art collecting in
general and, at the same time, enriches the reader’s knowledge
of the cultural milieu of East-Central Europe during the
Enlightenment and beyond to the post-World War II era. It is

a significant contribution to the still-sparse scholarly literature
on art collecting in this part of the world.
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The book is devoted mainly to scenes from the lives of saints
in panel paintings originally produced in the northern regions
of the Kingdom of Hungary in present-day Slovakia. The
individual scenes in the pictorial legends expressed human
ideas about the world, human needs and the essential values
of human existence. The effectiveness of images was usually
based on the repetition of tried-and-tested pictorial models,
presenting particular examples of actions and the organization Legendary Scenes
of value relations.
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UVOD / INTRODUCTION

ARS 47, 2014, 2

Teritoria kubismu / Cubist Territories

Vojtéch LAHODA

Jakkoliv byl kubismus pii svém zjeveni se v Pafizi
v roce 1909 — 1910 ostfe odsuzovan a vysmivan,
,»vynalez“ Picassa a Braqua se zahy stal zakladnim
kamenem modernftho uméni prvni poloviny dva-
catého stoleti.' V roce 1966 vydal americky historik
uméni Edward F Fry antologii textt, napsanych od
pocatku hnutf az do ranych dvacatych let. Dodnes
je Fryova publikace zakladnim pramenem pro ty,
ktetf se zabyvaji kubismem.” Fry ukazal, ze hned po
objeven{ prvni kubistické malby byla zahajena disku-
se o povaze kubismu, ktera podnitila usili v oblasti
vytvarné kritiky, a od dvacatych let také déjin ument,
zaclenit kubismus do kontextu déjin uméni. Vybrané
pojednani ve Fryove antologii odhaluji jeden podstat-
ny rys: fada autort nepouzivala pojem ,,kubismus* ve
vztahu k dilu Picassa a Braqua, ale spise malifu, jako
byli Jean Metzinger, Albert Gleizes a dalsf; jinymi
slovy pojem odkazoval k tvarcimu usili, které bylo
pozdéji oznaceno jako ,,epicky kubismus®, o némz
sam Fry v souvislosti s tvorbou Jeana Metzingera
psal jako o ,,sub-kubismu*.

Podle Frye francouzsky kritik Roger Allard, ktery
psal o principech kubismu v roce 1910, nemél tehdy
ani tueni o tvorbé Picassa a Braqua. Jeho pochopeni
kubismu bylo zavislé na obrazech Jeana Metzingera.
Tudiz od samého pocatku byly dobové interpretace
kubismu zavislé na disparatnim materialu — zpocat-
ku na dile Metzingera a Gleizese, a na fad¢ dalsich
,,salonich® kubistad, a jen pozdéji na tvorbé Picassa
a Braqua. Yve-Alain Bois charakterizoval toto napéti

! Na tomto misté bych rid podékoval prof. Janovi Bakosovi,
hlavnimu redaktorovi ¢asopisu Az, za pozvani k sestaveni
¢isla vénovanému problematice kubismu.

2 FRY, E. E: Cubism. London 1966.

Although sharply condemned and derided at the
time of its emergence in Paris in 1909 — 1910, Cu-
bism — “the invention” of Picasso and Braque —was
very soon to become the cornerstone of modern art
of the first half of the 20th century.! In 1966, the
American art historian Edward Fort Fry published an
anthology of texts written during the period between
Cubism’s inception and the early 1920s, which to
this day is a seminal reference book specializing in
Cubism.” Fry demonstrated that immediately upon
the appearance of the first Cubist paintings, a discus-
sion on the nature of Cubism began that initiated the
endeavour in the fields of art criticism — and, from
the 1920s onward, also art history — to incorporate
Cubism within the art-historical context.

Selected treatises in Fry’s anthology revealed one
important fact: a number of authors used the term
“Cubism” not in relation to the works of Picasso
and Braque, but rather to those of Jean Metzinger,
Albert Gleizes and other artists; in other wotds, to
the creative efforts which were later termed “Epic
Cubism,” or which Fry himself referred to as sub-
Cubist — in reference to Metzinger. According to
Fry, Roger Allard, a French critic who wrote about
the principles of Cubism in 1910, had not had the
least inkling at the time about Picasso’s and Braque’s
work. Allard’s understanding of Cubism was based
on Jean Metzinger’s paintings. Therefore, from the
very beginning, period interpretations of Cubism
had drawn on disparate material — initially, on the

' I would like to thank the Editor-in-Chief of Ar, Prof. Jan
Bakos, for inviting me to edit an issue of this journal on the
topic of Cubism.

2 FRY, E. E: Cubism. London 1966.

109



terminy véfejné/soukromé: zatimco Metzinger a dal-
§{ ¢asto vystavovali, dilo Picassa a Braqua bylo béhem
heroickych let kubismu zvefejnované daleko méné.

Pokud vyse uvedené naznacuje, Ze existovaly
minimalné dvé verze kubismu jiz v dobé vzniku, pak
nepiekvapuje, ze d¢jiny umeéni postupné odkryvaly
dalsi prostory a teritoria kubismu. Stacilo se podivat
na vyznamné modernistické smeéry mimo Francii a by-
lo jasné, ze razné variance kubismu je mozné sledovat
v Holandsku (Mondrian), Némecku (Marc, Macke,
Feininger, ad.), Italii (futuristé), Rusku (kubo-futuris-
té) a dokonce v Anglii (vorticismus) a v USA (stejné
jako v ramci americké umélecké komunity v Pafizi).
Cilem pfedkladaného cisla je sledovat, jak kubismus
v dalsich zemich je, nebo neni zahrnut do kanonu
zapadnich déjin uméni, a sledovat cesty k pochopeni
tohoto fenoménu, tj. kubismu na periferii. V nékte-
rych pifpadech existuje pfimy podnét kubismu, 1 kdyz
vztah, kdo ovliviiuje a kdo je ovliviiovan je casto
komplikovany a rozhodné neni jednosmérny. Michael
Baxandall si to uvédomil na pifkladu vztahu Cézanna
k Picassovi. ,, Vv’ je prokleti vytvarné kritiky ejména
diky $patné nastavenému predpokladn, kdo je agent a kdo je
pacient: vypadad to na obrdcent vtahu aktivni/ pasivni, ktery
zazivd historicky aktér a ktery by rad obezndameny divik vzal
do sivahy. “ Baxandall pise, Zze pokud nekdo fika, ze X
ovlivnil Y, tak to vypada, jako kdyby fikal, ze X néco
udelalo Y, spise nez Y udélalo néco X. Ale pokud
uvazujeme o dobrych obrazech a dobrych malifich,
realita je prave opacna. ,,Pokud se uvaguje o tom, 3¢ Y
Je spife nez X aktivnim prokenm, pak slovnik je mnobent bo-
hatéji rozvrstveny: lerpat, uchylit se k nécenm, vyugit vhodné
néco, privlastnit si, smérovat k nécenn, npravovat, nepochopit,
odkazovat na néco, vyzdvibnout, piijnont, Zapojit se, reagova,
citovat, odlisit se od nécebo, prizpiisobit se nécenmn, asimilovat,
Ztotognit se s nétim, kopirovat, oslovit, parafrizovat, absorbo-
vat, vytvorit variaci na néco, 0Zivit, pokracovat, pretvorit, opicit
Se, sonperit, vysmivat se, parodovat, vyjmont néco 3 néceho, naru-
Sit, starat se, branit, Zjednodusit, reorganizovat, rozvdadét néco,
rozvijet néco, Celit, ovlddnout, rozvratit, udrovat, redukovat,
podporovat, reagovat na néco, transformovat, esit ... — kazdy
by mobl vymyslet jind slova. V'étsinn 3 téchto vztahi prosté
nelze vylogit opainé, ve smysin, $e X prisobi na 'Y, ale spise Y
prisobi na X. Upazgovat o viivu znamend otupit mySlent tin,
e ochuzujeme jeho prostiedky diferenciace.””

> BAXANDALL, M.: The Patterns of Intention. On the Historical
Explanantions of Pictures. New Haven — London 1992, s. 58-59.
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work of Metzinger and Gleizes, and various other
so-called “Salon” Cubists, and only later on the works
of Picasso and Braque. Yve-Alain Bois characterizes
this disparity with the terms “public/private”: while
Metzinger et al. were amply exhibited, Picasso’ and
Braque’s art was shown far less during the initial
years of Cubism.

If this is to imply that no less than two types of
Cubism already existed at the time of its emergence,
then it comes as no surprise that art history gradu-
ally discovered other areas of Cubism, other Cubist
territories. It sufficed to turn to certain significant
modernist trends outside France and it became clear
that diverse variations of Cubism could be perceived
in Holland (Mondrian), Germany (Marc, Macke,
Feininger, and others), Italy (the Futurists), Russia
(Cubo-Futurism) and even England (Vorticism)
and the United States (as well as in the American
artistic community in Paris). However, the purpose
of this issue is to examine how the Cubisms in other
countries, are, or are not, included in the canon
of Western art history, and ways to approach this
phenomenon.

In some cases, there is an immediate impact of
Cubism, although the relationship of what has in-
fluence to what is affected is often complicated and
certainly not one-way. Michael Baxandall already
realized this when he wrote of the relationship of
Cézanne to Picasso. “Tufluence’is a curse of art criticism
primarily becanse of its wrong-headed granmmatical prejudice
about who is agent and who the patient is: it seems to reverse
the active/ passive relation which the bistorical actor experiences
and the inferential beholder will wish to take into account.”
Baxandall writes, that if one says that X influenced Y
it does seem that one is saying that X did something
to Y rather than that Y did something to X. But in
the consideration of good pictures and painters the
reality is completely the opposite. “If we think of 'Y
rather than X as agent, the vocabulary is much richer and
more attractively diversified: draw on, resort to, avail oneself of,
appropriate from, have recourse to, adapt, misunderstand, refer
to, pick up, take on, engage with, react to, quote, differentiate
oneself from, assimilate oneself to, assimilate, align oneself
with, copy, address, paraphrase, absorb, make a variation
on , revive, continue, remodel, ape, emulate, travesty, parody,
extract from, distort, attend to, resist, simplify, reconstitute,
elaborate on, develop, face up to, master, subvert, perpetuate,
reduce, promote, respond to, transform, tackle...- everyone



Partha Mitter vysvétluje tvorbu indického malite
Gaganendranatha Tagore spojenim ,,Picasso manqué
syndrome®. * Podle dobové kolonialn{ kritiky indic-
kého moderniho uméni byl umélec odbyt terminem
,,cubist un manqué,,. Anglicky kritik povazuje Tago-
reho dilo, dle Mitttera, jako ,,derivativni, zaloZzené na
kulturnich nedorozumeénich®, a jako ,,$patnou imitaci
Picassa“.” Vliv se stal klicovym, epistemologickym
nastrojem ke studiu recepce zapadniho umeéni, at’ uz
se jednalo o Indii, Lotyssko nebo Polsko: ,,...pokud
je vysledek (umelecké dilo) piilis blizko originalnimu
zdroji, odrazi otrockou mentalitu; pokud je na druhé
strané¢ imitace nepfesna, pfedstavuje selhani.*

Tam, kde byly moznosti, prostfedky a schopnosti
publikovat zasadnéjsi texty o kubismu (preklady kli-
covych textd ¢i mistni interpretace kubismu), tam,
byla siln¢jsi institucionalni zakladna, vydavatelstvi
a podpora, ktera muze byt spojena s konkrétnimi
umeélci a skupinami.

V nasem disle bychom radi pfedstavili mnozstvi
piistupu ke kubismu, v nékterych pifpadech v od-
lehlych oblastech, vzdalenych od hlavniho proudu
modernismu (Gruzie, Japonsko). Dulezitost kubismu
v Rusku je dobfe dokumentovana, ov§em malo
bylo napsino o podnétu kubismu v ukrajinském
modernim uméni. Tuto mezeru zapliuje clanek
Myroslavy Mudrak. Jedno z nejdulezitéjsich center
pozdni reformulace kubismu bylo lotysské hlavni
mésto Riga, kde se Romans Suta mohl spolehnout
na podporu Rizské skupiny umeélca. Skupina mela
dobré kontakty s Berlinem, Pafizi a Varsavou. Insti-
tucionalizace avantgardy znamenala vétsi moznosti
k propagaci nového uménti, nez tomu bylo v pifpadé
izolovanych pfikladi reakce na kubismus, jako byl

Partha Mitter je autor revizionistické interpretace indického
modernismu, snazici se pfekonat agendu vlivu, tak typickou
pro kolonialn{ i zdpadni modernistické mysleni. MITTER, P::
The Trinmph of Modernism: India’s Artists and the Avant-Garde,
1922-1947.1.ondon 2007. Recenze DADI, 1. v The Art Bulletin,
Vol. 90, No. 4 (Dec. 2008), s. 652-654.

> MITTER 2007 (ako pozn. 3),s. 7.

¢ Ibidem.

will be able to think of others. Most of these relations just
cannot be stated the other way around — in terms of X
acting on Y rather than Y acting on X. To think in terms
of influence blunts thought by impoverishing the means of
differentiation.””

Partha Mitter writes on the example of the Indian
painter Gaganendranath Tagore about the “Picasso
manqué syndrome”.* Based on contemporary co-
lonial critique of Indian modern art, the artist is
dismissed by the term “cubist un manqué”. The
English colonial critic sees Tagore’s work, according
to Mitter, as “derivative, based on cultural misun-
derstandings”, and as “bad imitations of Picasso”.’
Influence has been the key epistemic tool in studying
reception of Western art, no matter whether it was
in India, Latvia or Poland: “...if the product is too
close to its original source, it reflects slavish mental-
ity; if on the other hand, the imitation is imperfect,
it represents a failure.”

Where there was the possibility, means and abil-
ity to publish more fundamental texts on Cubism
(translations of core texts or local explanations of
Cubism), there was a stronger institutional base, pub-
lishing houses, support, etc., which could be linked
directly with concrete artists and groups, but they
might also emerge from more chance starting-points
(an isolated benefactor, a chance report, etc.).

In our issue we would like to document the di-
versity of approaches to Cubism, in some cases in
quite remote areas, like Georgia or Japan, which are
different for the mainstream of modernism. The
importance of Cubism in Russia is well documented,
however there is much less written about the impact
of Cubism in Ukrainian modern art. This gap is filled

* BAXANDALL, M.: The Patterns of Intention. On the Historical
Explanantions of Pictures. New Haven — London 1992, pp.
58-59.

Partha Mitter is author of the revisionist interpretation of
Indian Modernism, trying to avoid the traditional agenda
of influence, so typical for colonialist as well as Western
modernist thinking. MITTER, P.: The Trinmph of Modernism:
India’s Artists and the Avant-Garde, 1922-1947. London 2007.
Review by DADI, 1. in The Art Bulletin, Vol. 90, No. 4 (Dec.
2008), pp. 652-654.

> MITTER 2007 (see in note 3), p. 7.

¢ Tbidem.
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ve Finsku Ilmari Aalto. Nicméné, jak ukazal Timo
Huusko, v této severni zemi existoval diskurz o ku-
bismu a vénovany kubismu. Vyzkum avantgardnich
instituci, jejich skupin, spolku, ¢asopist, vydavatelstvi
a také vzajemnych kontaktd a komunikace nejen
na ose Vychod-Zapad, ale také Vychod-Vychod ci
Sever-Jih, muze lépe vylozit specifické mistni pod-
minky implementace a ,,remake® ,,negjvlivnésiho styln
dvacdtého stoleti*, tedy kubismu.” To neznamena, ze
,remake® je identicky s originalni verzi. Ziskava nové
vyznamy, néco podstatného, co bylo dulezité v Pafizi,
jiz nebylo dulezité pro mladé umélce z Rigy, Thilisi
nebo Bukuresti.

Velka skala narodnost{ pfedstavena v tomto cisle
vytvofila variabilni heterogenni umélecky jazyk a de-
monstrovala uméleckou kreativitu periférie. Byly to
prave tyto kvality, které dle Partha Mittera si zapadni
avantgarda nedokazala osvojit, jelikoZ pfisly z oblasti
mimo hlavni kinon a mimo dominantni diskurz.
Podle Mittera se musime zbavit ,,patologie viivi' a vi-
ce se zamefit na ,jednotlivé déjiny uméni, kontext jejich
ideologii, protiklady a trhliny v jejich spojeni s modernitou.
Podle mého nazorn mnogstvi lokdlnich mognosti osvétluje
globalni procesy modernity efektivnéii nez velky globalizujici
Pribéh.c®

7 O kubismu ve stfedni a vichodni Evropé srov. LAHODA, V.:
C’era una volta I Est: il cubismo perduto. In: Cubisti Cubismo.
Ed. Ch. EYERMAN. Milano 2013, s. 85-101.

¢ MITTER, P: Decentring Modernism: Art History and Avant-

-garde Art from the Periphery. In: The Art Bulletin, vol. 90,
dec. 2008, ¢. 4, s. 541.
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by an article by Myroslava Mudrak. One of the most
important centres of late Cubist reformulation was
in Latvia’s capital Riga, where Romans Suta could
depend at least on the group support of the Riga
Artist Group. This group had good contacts with
Berlin, Paris and Warsaw. The institutionalization of
the avant-garde meant a greater chance to promote
new art than in the case of isolated instances as
represented by Ilmari Aalto in Finland. However,
as Timo Huusko shows, there was a discourse on
Cubism in this Northern country. The study of
avant-garde institutions, their groups, associations,
periodicals, publishing houses and also the mutual
contacts of flows of communication not only along
the West-East axis, but also the East-East or North-
South axis, might better explain the specific local
conditions of the implementation and “remake”
of the “most influential style of the twentieth century”,
Cubism.” This does not mean that the “remake” of
Cubism is identical to the original version. It gets
new meanings, something that was essential for Paris
was not important for young artists in Riga, Thbilisi
or Bucharest.

The whole range of artists of different nation-
alities presented in this issue created a variable and
heterogeneous artistic language, which demonstrated
the artistic creativity of the periphery.

It was precisely these qualities that, according
to Partha Mitter, the western avant-garde could not
manage to take on board because they came from
areas outside the main canon and the dominant
discourse. According to Mitter we should avoid
the “pathology of influence” and concentrate more on
“particular art bistories, the context of their ideologies, con-
tradictions, and fractures in their engagement with nodernity.
To my miind, nnltiple local possibilities illuminate the global
processes of modernity more effectively than a grand globaliz-
ing narrative, which is more likely than not to perpetunate a
relationship of power.*

7 See on Cubism in Central and Eastern Europe LAHODA, V.:
C’era una volta I’Est: il cubismo perduto. In: Cubisti Cubismo.
Ed. Ch. EYERMAN. Milano 2013, pp. 85-101.

¢ MITTER, P: Decentring Modernism: Art History and Avant-
-garde Art from the Periphery. In: The Art Bulletin, Vol. 90,
Dec. 2008, No. 4, p. 541.
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The Reception of Cubism in Finland

Timo HUUSKO

Cubism and its reception in Finland can be traced
back to the developments and history of Cubism in
France.' It was not, howevert, as closely connected to
France as was the history of Cubism in Scandinavia,
in the sense that there were only a few Finnish art-
ists who had direct contacts with French Cubists or
their advocates. In fact, there were only two of them,
Uno Alanco (1878 — 1964) and Kalle Kuutola (1886
—1974) and they studied under Henri Le Fauconnier
in the free art academy La Palette in 1913.2

Introducing Dz Cubisme

Cubism was mentioned for the first time in Finn-
ish art criticism in 1911, and the first Cubist exhibi-
tions in Finland are considered to be Uno Alanco’s
exhibition in Helsinki in October 1913 and Kalle
Kuutola’s exhibition in Vyborg just a week before.’
The Finnish author Joel Lehtonen reported on the
Salon d’Automne and its Cubist section in autumn
1911. It was the second joint exhibition of Cubists,
just after Le Salon des Independants exhibition the
same spring. Another Finnish author L. Onerva
wrote in spring 1912 of the Independants exhibi-
tion and emphasized Jean Metzinger’s impact. She
also referred to the forthcoming book Du Cubisme,

! See COTTINGTON, D.: Cubisn and its Histories. Manchester
2004.

2 A third artist who had close contacts to French Avant-Garde,
e.g. to Guillaume Apollinaire, was Valle Rosenberg, but he
did not aim to be Cubist. Other Finns who lived in Paris and
took influence from Cubism were Alvar Cawén and Marcus
Collin. Collin studied at the Académie Ranson in 1912.

which was to be published soon by Albert Gleizes
and Metzinger. Uno Alanco sent the book to Finn-
ish artist Magnus Enckell (1870 — 1925) at the end
of 1912. Enckell was able to understand the idea of
the book and he saw the importance of a certain
dependence on nature when creating art — this is how
Gleizes and Metzinger wanted to have it — but he was
also fascinated by the idea of liberating art from all
imitation of nature. For Alanco the dependence on
nature was important, and Cézanne was his idol, like
he was for Metzinger and Gleizes, who admired his
“profound realism” (le réalisme profond).*

In public Du Cubisme was presented for the first
time by art critic Onni Okkonen in February 1913 in
the small newspaper Uwsi Anra in Turku. Okkonen
was not actually able to explain the core idea of the
book, but talked of Cubism as an art form which
concentrates on geometric forms without intellectual
content.” Whatever was the self-assessment of Dx
Cubisme or Le Fauconnier’s teaching, it is evident that
Cubism was presented in Finland in the form of so
called salon Cubism or “academic” Cubism and not
in the form of the so called gallery Cubism, which
centred around Daniel-Henry Kahnweiler and was
developed in the artistic society of Bateau Lavoir
with Picasso and Braque as its leading figures.® Le

> SARAJAS-KORTE, S.: Kubismi — radikalismia vai klassismia.
Kubismin kdsityksid Snomessa 1910-luvnlla. Ateneunsin taidenuseon
museojulkeaisn. Helsinki 1969; RATY, L.: Kalle Kuntola. Unobdettu
kubisti. Lappeenranta 1990, pp. 7-8.

* SARAJAS-KORTE 1969 (see in note 3), pp. 7-8.

> Ibidem, pp. 7-8.

¢ COTTINGTON 2004 (see in note 1), pp. 16-17.
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Fauconnier was also influential in Sweden, and many
Swedish painters studied either at his La Palette or
at Marie Vasilieff’s Russian academy under another
salon Cubist Fernard Léger.”

Lecture of Jens Thiis in 1913

The newly appointed director of the National
Gallery in Oslo (Nasjonalgalleriet) Jens Thiis came
to Helsinki in October 1913 to give three lectures
on modern art. The third of them, called “From
Neoimpressionism to Cubism — Object and Art”,
was highly influential. University’s big lecture hall was
full of listeners following Thiis’ presentation which
lasted two and half hours. His lectures were based
especially on the impressions he got from the huge
international exhibition of modern art which was
held in Cologne and organized by the Koln Sonder-
bund in summer 1912. Finns are not known to have
visited this exhibition.® His lecture was not reported
widely in the Finnish newspapers, but its content can
be found in the series of articles which Thiis wrote
for the Norwegian Kunst og Kultur (Art and Culture)
periodical in 1912 — 1913.° The Finnish newspaper
Dagens Tidning had already had prior notice of the
lecture with illustrations of works by Andre Lhote
and Picasso." It is relevant to notice that the majot-
ity of those who followed art in Finland followed
and were able to read especially Swedish but also
Norwegian periodicals. 30% of the population of
Helsinki had Swedish as their first language in the
1910s (Fig. 1).

In the lecture Thiis emphasized the bridge be-
tween Cézanne and Cubism. He said that in this proc-
ess the depicted object is thrown aside and art itself
becomes the object of depiction. According to Thiis
Picasso was the forerunner in this development, but
he confessed that he was not sure if total abandon-

7 See LALANDER, F.: Sweden and Modernism — The Art
of the 1910s. In: Scandinavian Modernism. Painting in Denmark,
Finland, Iceland, Norway and Sweden 1910-1920. Uddevalla 1989,
pp. 61-71. An overview of Cubism in the Nordic Countries
is available in English in this exhibition catalogue.

8 VALKONEN, O.: Maalaustaiteen murros Suomessa 1908-
14. Uudet suuntaukset maalaustaiteessa, taidearvostelussa ja
taidekirjoittelussa. [yvaskyla Studies in the Arts 6. Jyviskyld 1973,
pp. 125-128.
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1. Panl Cézanne, The Road Bridge at 1. Estaque, 1879 — 1882.
Atenenm Art Musenm. This painting was purchased for Finnish art
society in 1911, at the same year when one could see Edvard Munch’s
new expressionist works in Helsinki. Cézanne became the role model for
young artists. Photo: Finnish National Gallery.

ment of nature was wise, despite the fact that Picasso
had already done that. Finnish art critics took up
this point and it became a widely expressed opinion
that Cubism and especially Picasso’s Cubism was the
logical end in a path towards abstraction, but also
a dead end, which could not lead anywhere." This
was the judgement of Cubism in Finland in 1914,
just before First World War, and it is interesting to
compare this opinion with the discourses where the
idea of Cubism’s analytic and synthetic essence was
developed, for example in Kahnweiler’s pamphlet
Der Weg zum Cubismus (written in 1914 — 1915) or
to the opinions of Czech art historian and collector
Vincenc Kramar who added a metaphysical dimen-
sion and spirituality to the new works of Picasso
which he had purchased in 1910 — 1913."

? Ibidem, p. 164. The series of articles was called “Betragtninger
og karakteristiker av moderne fransk maleri” in Kunst og Kultur
1912-1913, pp. 1-46.

" SARAJAS-KORTE 1969 (see in note 3), p. 8.

! Ibidem, p. 9.

2 See COTTINGTON 2004 (sec in note 1), pp. 165-177.



The idea of Cubism’s inability to express some-
thing new in itself was further emphasized by the
Swede Pir Lagerkvist in his essay “Gammalt och nytt
i det moderna maleriet” (Old and new in modern
painting) in the Swedish Ord och bild (“Word and Im-
age”) journal. He admired the clarity and intensity
of Picasso’s recent works from 1913, but added that
this was just the same clarity which shows in the old
master’s paintings where nothing needs to be put in
or taken away.” Lagerkvist, who was a future No-
bel laureate, was informed on Cubism by Swedish
painter John Sten who studied in Paris in Marie Va-
silieff’s academy and in La Palette. Unlike Jens Thiis
and another Swede, an influential art critic August
Brunius, Lagerkvist had a positive attitude towards
Cubism, and was not so passionate for expression-
ism as Thiis and Brunius. But Lagerkvist was just a
young author and did not have so much authority in
Finland as Thiis and Brunius. Howevet, it is worth
mentioning that Lagerkvist’s statement contains the
potential that Cubism can be compared with classical
art because of its structural clarity. This was an argu-
ment which gave new impetus to Cubism in Finland
at the end of the 1910s.

Expressionist and Cubist Exhibition
in Helsinki in 1914

Before Lagerkvist’s essay was published, people
in Helsinki were able to acquaint themselves with
Der Blaue Reiter’s “Expressionist and Cubist exhibi-
tion”, which was organized by Herwarth Walden’s
Der Sturm gallery. The exhibition came to Finland
from Kristiania (Oslo) and included works from
die Briicke group. The exhibition leaflet included
Kandinsky’s essay “Uber Kunstverstehen”. The
main attention was drawn towards Kandinsky’s big
compositions, but there were also some Cubists,
that is to say the German H. Campendonk and the
Russian Wladimir Burljuk. The modest presence of

13 SARAJAS-KORTE 1969 (see in note 3), p. 9. Also SCHON-
STROM, R.: Pir Lagerkvist’s Literary Art and Pictorial Art.
In: A Cultural History of the Avant-Garde in the Nordic Countries
1900-1925. Ed. H. VAN DEN BERG et al. Amsterdam
— New York 2012, pp. 435-444.

4 SARAJAS-KORTE 1969 (see in note 3), pp. 10-11 and
SARAJAS-KORTE, S.: Kandinsky ja Suomi I (1906-1914).
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2. These illustrations were made in comic publication Tunlispid during
Der Sturn’s Expressionist and Cubist exhibition in 1914. 1t is said in
the text that pictures are not caricatures but exact copies of the original
art works. On left Wiadimir Burljuk’s cubist portrait sketch. Photo:
Finnish National Gallery.

Cubism strengthened the opinion that considered
Cubism to be in danger of stumbling in its own
theories and compositional schemes. This opinion
was shared, for example, by the art critics Heikki and
Signe Tandefelt" (Fig, 2).

It is worth mentioning that denial of intellectual
or spiritual content in Cubism was strongly con-
nected with the popularity of expressionism, which
became evident in Finland in 1914. Critics were able
to identify with the emotional power of deforma-
tion in art works, but they were not able to identify
with geometric abstraction.” In addition to Jens

In: Atenenmin taidemuseo. Museojulkaisu 15, 1970, pp. 7-12.
Kandinsky’s Uber das Geistige in der Kunst (1912, ”On the
Spiritual in Art”) was known in Finland at least in 1913, but
did not have strong influence.

5 See HUUSKO, T.: Maalanksellisuns ja tunne. Modernistiset

tulkinnat kuvataidekritiikissa 1908-1924. Kirjoituksia taiteesta 4.
Helsinki 2007, pp. 64-73.
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Thiis” writings and lectures it was Wilhelm Wor-
ringer’s book Abstraktion und Einfiiblung from 1908
which paved the way to the acceptance of expres-
sionism. The Finnish art critic Ludwig Wennervirta
also brought the ideas of Paul Fechter’s book Der
Expressionismus (1914) to the Finnish public in April
1915 and presented in this connection Guillaume
Apollinaire’s Les pezntres cubists (1913) seen through
Fechter’s negative eye and even more emphasizing
formalism in Cubism than Fechter. Expressionism
represented emotions and Cubism rationality, which
was not an essential part of art.'

Art followers did confess, though, that the bright
colours in paintings gave way to grey and brown
earthly colours in Finnish modern art in 1914 and
according to critics like Fredrik J. Lindstrém and
Signe Tandefelt this was partly due to Cubism.
Finnish art historian Salme Sarajas-Korte connects
this development to the impact which was made on
the Finnish art world, both on artists and critics, by
Jens Thiis."”

Voice of Finnish Modernism

It is reasonable to say that from 1914/15 on
Finnish modern art was characterized by the use
of structural modulation in order to support the
expressivity in paintings. For example, this could be
seen in the works of Tyko Sallinen (1878 — 1854),
Marcus Collin and Magnus Enckell. More influential
than Cubism for this kind of adoption in new art was
the example of Cézanne. Admiration of Cézanne
had actually started in 1911 with the exhibition of
Norwegian art in Helsinki, where Edvard Munch’s
new Cézanne-like expressionism made a huge impact
on young Finnish artists, and it was later accelerated
by Thiis’ lectures.

In publicity, and in art criticism the difference
between Cézanne and Cubism was not clearly made,
and in fact it was often about combining Cubist
colour tones with Cézanne-like brushstrokes and
modulation. This was especially the case with the
future November group, which held its first exhibi-

¢ LEVANTO, Y.: Kirjoitetnt kuvat. Iudvig Wennervirran taidekdisitys.
Helsinki 1991, pp. 162-163.

7 SARAJAS-KORTE 1969 (see in note 3), p. 9.
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3. Tyko Sallinen, Ruokokoski paints, 1916. Ateneunr Art Museun.
This is a typical example of combining Cézanne’s painting technique to
cubist colours. Photo: Finnish National Gallery.

4. Marcus Collin, Harvest, 1915. Ateneum Art Museum. Finnish
exanple of adaptation of cubism. Photo: Finnish National Gallery.

'8 Tbidem, p. 11.



tion at the end of 1916. Tyko Sallinen was the lead-
ing figure of the group (Fig. 3). One of the future
members of November group was Marcus Collin
(1882 — 1966), who had studied in France, and who
wrote in 1914 that the good side of French Cubism
was its ability to adopt modulation from Cézanne.
He was also one of those who feared the assumption
that Cubism was based too much on theory and was
in danger of leading to academism' (Fig, 4).

This structural expressionism became a domi-
nant modus for young artists, and in a way it was an
example of the kind of “meta-style” or syncretic
style, where no one single tendency dominates. This
was also the case, as Vojtéch Lahoda has described,
in the Baltic states and elsewhere, where Herwarth
Walden’s “Cubo-Futo-Expressionism” had an influ-
ence and generated an original artistic narrative."
The influence of Cézanne was probably stronger
in Finland than in the Baltic states — or in Sweden,
where Matisse was influential — and it is interesting
that this “Cezanne-fever” came not only from France
but also from Norway.

One of the Finnish artists who belonged to the
November group, but who did not take directly from
Cézanne, was Alvar Cawén (1886 —1935). He lived in
France and was interested in Cubism there especially
in 1914. He created compositional schemes, where
structurality is often created by using motifs which
are in themselves geometrical, like books or cylin-
der-shaped chimneys. To be a Finnish artist he used
unconventional colour tones, like shades of purple
and violet, which together with rhythmic modulation
often created musical connotations. Familiarity with
Jean Metzinger and Roger de ILa Fresnaye is obvious
in certain works and it was also acknowledged by
critics® (Fig, 5).

Cubism from France and Russia

It was not until January 1915 that the audience in
Helsinki had an opportunity to see French Cubism.

¥ LAHODA, V.: Extended Modetnity. In: Geomeetriline inimene.
Eesti Kunstnikkude Riibn ja 1920-1930 (Geometrical man. The
group of Estonian artists and art innovation in the 1920
and 1930%). Ed. P. LIIS. Tallinn 2012, pp. 85-93.

5. Alvar Cawén, Head of a Woman, ca 1914. Jean Metzinger comes
1o mind, Shades of purple and violet were distinctive feature of Cawén’s
art in Finnish contexct. Photo: Finnish National Gallery.

This happened in Gé6sta Stenman’s art gallery’s
“Expressionist and Cubist Exhibition”. One work
from Picasso, “Head of a Man”, and one from Juan
Gris, “Bottle and a Cup” was displayed. Both were
considered to represent “academic” Cubism.” In ad-
dition to foreign art there were three Cubist works by
the Finnish artist Ilmari Aalto (1891 —1934). One of
them was called “The Bells” (1914, Atencum, Hel-
sinki). Aalto’s art was connected to French Cubism,
but without any decent interpretation. Later on these

2 VALKONEN, O.: Alvar Cawen: Verket in exhibition catalogne
Alvar Cawén. Helsinki 1978, p. 5.

2 SARAJAS-KORTE 1969 (see in note 3), p. 11. Picasso’s work

was a small gouache and it is now in a museum in Finland
(Tikanojan taidekoti, Vaasa).
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6. Lmari Aalto, The Bells, 1914. Atenenm Art Museum. Photo: Finnish
National Gallery.

works and some of his paintings from 1915 —1916
are said to be best examples of French Cubism in
Finnish art history and mostly influenced by Picas-
s0’s Cubism from the eatly 1910s.22 However, “The
Bells” probably owes more to Gleizes and Metzinger
with its “moving perspective” whereas “Cubist Still-
life” (1915, Ateneum, Helsinki) and “Nature morte”
(1916, Helsinki Art Museum, Bicksbacka collection)
reminds us more of Picasso and Braque. Aalto visited
Paris for the first time in 1920, and before that he
learned Cubism from book illustrations. Illustra-
tions of Cubism could be seen in Thiis’ lecture, in
Lagerkvist’s article and in other art journals, which
were available in the Finnish art society’s school or
in Gosta Stenman’s art gallery.® Art history as an

* HAHL, N-G.: Sanmling Gista Stenman. Finlindsk fonst. Helsing-
fors 1932, p. 625.

# SARAJAS-KORTE 1969 (see in note 3), p. 11.
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7. Iimari Aalto, Cubist still-life, 1915. Atenenm art Musenm. Photo:
Finnish National Gallery.

academic subject with its libraries etc. was not estab-
lished in Helsinki before 1920 (Fig. 6 and 7).

Gosta Stenman managed to organize this exhibi-
tion, even though Finland was involved in the First
World War as part of Russia. Direct connections
from France were now made impossible, but there
were still some international exhibition exchanges
in Helsinki. French Cubism, as it is understood in
its narrow meaning, and where it is limited to the
years before 1915, lost its immediate significance in
Finland, but there were other movements and people,
related closely to Cubism, which networked in the
Finnish art world after 1915.*

In 1916 there was an exhibition of Russian artin
Sven Strindberg’s art gallery, in the same place where

** On the historiography of Cubism, see COTTINGTON 2004
(see in note 1), p. 224, where he presents Christopher Green’s
Leger and the Avant-Garde (1976) which opposes Alfred ]. Bart’s
view that the history of Cubism was made before 1915.



der Sturm gallery’s Der Blaue Reiter exhibition had
been two years earlier. The Russian exhibition was
produced by Madame Nadezhda Dobychina’s art
salon in St. Petersburg. Marc Chagall’s paintings
took the majority of the show, but there were also
works by Nathan Altman, Lev Bruni, K. L. Bo-
guslavskaja, Ivan Puni, Olga Rozanova, Aleksandra
Ekster and Nikolai Kulbin, who was considered
to be the only programmatic Cubist in the group.
Bruni, Puni, Ekster and Boguslavskaja presented
collages, which were a totally new phenomenon in
the Finnish art world. Works of this exhibition were
not interpreted seriously in Finnish art criticism,
but it is interesting that the critic Heikki Tandefelt
divided different kind of Cubisms into three sec-
tions, where the best known according to him was
“Jewish-Cubism”, which had spread from France to
Germany — Campendonk was the typical example
for Tandefelt — and to Russia and Sweden, where
Georg Pauli represented it. With the Jewish element
Tandefelt probably refers also to iconoclasm derived
from Moses, meaning the Cubist’s abstraction, which
for Tandefelt was worthless without beauty. Another
section was orphism, which for Tandefelt was not
represented by Delaunay, but instead by Gleizes and,
for example, by the Finnish Alvar Cawen (). The
third section was called formal Cubism, which had
Leonardo da Vinci and Cézanne as idols. This was
the most important section for Tandefelt and for the
Finnish artists Uno Alanco and Marcus Collin who
belonged to it.* As far as I know, this was the only
time that a synthesis of Cubism had been made like
this in Finnish reception and where Finnish artists
were connected to the history of Cubism.

Cubism and Classicism in Finland

Finnish art historians have often stated that Cu-
bism was interpreted as a constructive method, which
at its best helps to give clarity to an artwork. This
kind of interpretation was implied already in 1916
by Onni Okkonen, who was an art critic, but became
the leading art authority and art history professor in

» SARAJAS-KORTE 1969 (see in note 3), p. 12.

% See HUUSKO 2007 (see in note 15), p. 100.

8. Weitng Aaltonen, Musica, 1926. Ateneun Art Museum.
Photo: Finnish National Gallery.

the 1920s.% It is also noteworthy that in the Finnish
reception of Cubism in the 1910s Cubism was sim-
plified to be just lines and structures, and by doing
so and by reducing all the iconography from Cubism,
it was natural to see similar harmonious elements in
Cubism as in classicism, which was also stripped off
from all iconography at least since Heinrich Wollflin’s
Kunstgeschichtliche Grundbegriffe was published in 1915.7
Therefore it is understandable that when Finnish
author Aaro Hellaakoski published a book Kubismista
klassismiin (“From Cubism to Classicism”) in 1925, he
raised Andre Derain as an idol, because Derain had
turned away from Cubism’s complicated theorizing
to classical Italy. Hellaakoski was supported not only
by Onni Okkonen, who considered Finland, an inde-

77 KUUSAMO, A.: Klassismi ja puhtaan muodon aikakausi.
In: Kivettyneet ihanteet. Klassismin nousn maailmansotien vilisessa
Ewuroopassa. Ed. M. HARMANMAA — T. VIHAVAINEN.
Jyviskyld 2000, pp. 51-52.
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pendent country since 1917, to be the Hellas of the
North,? butalso by the future architect Alvar Aalto,
who could find monumentality in Tyko Sallinen’s
Finnish landscape paintings, where the landscape was
characterized by cutting lines. The art of the Finn-
ish November group actually included progressively
more structurality and Cubist elements as the decade
of the 1910s proceeded, and this structurality could
be read as a nationalist value.”” According to Ok-
konen and Hellaakoski, the artist Waino Aaltonen
(1894-19606) was able to combine classical ideals with
Cubism, which melted into plastic constructiveness
in his sculpture “Musica” (1926) (Fig, 8).

Edwin Lydén and Sturm

With Aaltonen one starts to talk of Post-Cubism,
but it is good to point in another direction where
Cubism left traces in Finnish art history. I mean
Edwin Lydén’s (1879 — 1956) art. He studied in
Munich before the First World War and went back
there at the end of 1919. He got interested in Ger-
man expressionism and in 1920 got to know the
Sturm gallery and Herwarth Walden’s activities in
Berlin. He is actually the only artist in Finland who
took Sturm periodical articles seriously and based
his artistic world view on them. Many of his works
are emotionally loaded Cubo-Futo-Expressionism in
the spirit of Walden’s concept and partly Delaunay’s
orphism and Franz Marc’s art (Fig, 9). He also created
a few works which resemble Laszlo Moholo-Nagy’s
art. By doing this he was a loner in Finland, and the
nearest examples of similar works can be found in
Estonia, Russia and Latvia. In Latvia and Estonia

# VIHANTA, U.: Kivettyneitd ihanteita. Klassismi Suomen
sotienvilisessi kuvataiteessa. In: HARMANMAA — VI-
HAVAINEN 2000 (see in note 27), pp. 346-349. Okkonen
expressed this opinion only after the bloody civil war, in which
revolutionary socialists were defeated in 1918.
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9. Edwin 1ydén, Night, ca 1923. Ateneum Art Museum. Lydén is an
exceptional example of der Sturm’s avant-garde in Finnish art. Photo:
Finnish National Gallery.

artists were also fascinated in the 1920s by the ideas
of French purism and I.’Esprit Nonvean s articles, but
they left Finland untouched.

It is interesting that the Finnish reception of
Lyden’s art was connected to “Jewish Cubism”, and
Der Sturm gallery’s exhibition in Helsinki year 1914,
which was correct, but his art was totally neglected
in Helsinki. Critics were unable to see the context
of Der Sturm und thus understand the meaning
of Lyden’s spiritual avant-garde. After this kind of
verdict it is no wonder that Lydén, who lived in the
old Finnish capital Turku, started to detest Helsinki
and all the reception that was based on the artistic
ideas coming from Paris.”

» HUUSKO 2007 (see in note 15), pp. 146-150.
3 VIHANTA 2000 (see in note 28), p. 365.

' AARRAS, R.: Edwin Lydén. Taidebistoriallisia tutkimuksia 5.
Helsinki 1980, pp. 71-81.



Recepcia kubizmu vo Finsku

Resumé

Kubizmus bol zaujimavou medzifazou finskeho
umenia desiatych a ranych dvadsiatych rokov minu-
Iého storocia, aj ked” tu nenajdeme vela prikladov
striktne kubistickych diel. Kubizmus vo Finsku sa
vyvijal sibezne s Francizskom, vo finskej umelecke;j
kritike sa prvykrat spomina v roku 1911. Za prvé
kubistické vystavy mozno povazovat’ vystavy ziakov
Henriho Le Fauconniera Una Alancu (Helsinki)
a Kalle Kuutolu (Vyborg) v oktébri 1913. Kniha
Alberta Gleizesa a Jeana Metzingera Du Cubisme
bola vo Finsku znama uz od svojho vydania v roku
1912.

Najvyznamnej$im hlasatefom nového hnutia vo
Finsku bol nérsky kritik Jens Thiis, ktorého vzormi
boli Cézanne a Picasso. V oktobri 1913 mal na hel-
sinskej univerzite tri prednasky, o ktoré bol obrovsky
zaujem. V tretej, nazvanej ,,Od neo-impresionimu po
kubizmus — objekt a umenie* zd6raznil spojenie me-
dzi Cézannom a kubizmom. Podl'a neho sa na ceste
od postimpresionizmu k abstraktnému kubizmu
postupne vytratil predmet a predmetom zobrazenia
sa stalo samotné umenie. Thiis vSak pripustil, ze si
nie je celkom isty, ¢i uplné vzdanie sa prirody bolo
mudre, hoci Picasso to urobil. Vo Finsku prevladal
nazot, ze kubizmus, predovsetkym ten Picassov, je
logickym vyustenim na ceste k abstrakcii, ale zaroven
aj slepou ulickou.

V roku 1914 sa v Helsinkdach konala vystava
skupiny Der Blane Reiter nazvana ,,Umenie expresio-
nizmu a kubizmu®, ktora zorganizovala Galéria Der
Sturm. Kubizmus sa nestretol s pozitivnym ohlasom,
podla kritikov neslo o nic iné, ako o kompozi¢né
schémy bez ideového obsahu. Jedinym umelcom vo
Finsku, ktory bral kubizmus v kontexte Der Sturm
vazne, bol Edwin Lydén, ale aj to az okolo roku
1920 a treba povedat’, ze jeho diela v Helsinkach
nevzbudili Ziadny zaujem. Napriek tomu, ze v roku

1915 sa v Helsinkach konala vystava franctizskeho
kubizmu a v roku 1916 vystava ruského umenia
vratane kubizmu, za vizionarske umenie zacal byt
od roku 1915 povazovany expresionizmus. Finsky
kritik Heikki Tandefelt v tejto savislosti rozdelil ku-
bizmus na zidovsky kubizmus, orfizmus a formalny
kubizmus. Pre finskych kritikov a Siroku verejnost’
bol vyjadrenim racionality, ale nepovazovali ho za
neodmyslitelnu sucast’ umenia.

Odbornici viak pripust’ali, ze jasné farby v malbe
ustupili sivym a hnedym zemitym ténom ciastocne aj
v dosledku kubizmu. Rozdiel medzi Cézannom a ku-
bizmom nebol striktne vymedzeny, v skuto¢nosti i§lo
¢asto o kombinaciu kubistickej farebnosti a cézanov-
ského rukopisu a modelacie. Typickym prikladom
je finska skupina November, ktora mala svoju prva
vystavu koncom roku 1916. Jej vedicou osobnost’ou
bol Tyko Sallinen. Tento strukturalny expresionizmus
sa stal dominantnym sposobom vyjadrenia mnohych
mladych umelcov a svojim spésobom bol prikladom
akéhosi ,,meta-$tylu® alebo synkretického $tylu, kde
nedominovala ziadna tendencia. Je zaujimavé, ze
tato cézanovska hortacka neprisla len z Francuzska,
ale aj z Norska.

Kubizmus sa dockal uznania vlastne az koncom
druhého decénia 20. stor. a to ako Strukturalny
prvok dlazdiaci cestu idealom klasicistického ume-
nia. Poukazal na to finsky spisovatel’ Aaro Hellaa-
koski, ktory daval finskym umelcom za vzor André
Deraina. Jeho nazor podporil aj Onni Okkonen,
historik umenia, ktory bol v dvadsiatych rokoch
minulého storocia uznavanou autoritou v oblasti
dejin umenia. Vo Finsku bolo prirodzené vidiet’
spojitost’ medzi kubizmom a klasicizmom, pretoze
obidva styly sa povazovali za konstruktivne metody
s potencialom vniest’ do umeleckého diela jasnost’
a harmoniu.
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The Japanese Cubist Body — mapping modern
experience in the pre-WWII Japanese artistic network

Helena CAPKOVA

Introduction

The development of Japanese modern art and the
issue of to what extent the local narrative was formed
by external sources has been discussed in a number
of publications by scholars such as Omuka Toshi-
haru, Alicia Volk and John Clark, whose conclusions
I shall use in this article.! One of the crucial problems
which Japanese artists tried to resolve over the first
decades of 20" century was identified as: How to
be modernist, avant-garde and Japanese at the same
time. One of the early solutions was formulated by
Takamura Kotar6 (1883 —1950) in the “Midoriiro no
taiy0” essay (The Green Sun) of April 1910.7

“T hope Japanese artists will try to use all miglich
(possible) techniques without being put out by inter-
pretation. 1 pray that when they do so, consequent on
their interior psychological demands, they will not be
afraid of what is un-Japanese. However un-Japanese
this might be, if a Japanese person creates it, it must

be Japanese.”

! To list some relevant works by these leading scholars in the
field of Japanese modern art history I shall include: VOLK,
A Inn Pursuit of Universalism: Yorozu Tetsugoro and Japanese Modern
Art (The Phillips Book Prize). Oakland 2010; Being modern in
Japan: culture and society from the 1910s to the 1930s. Eds. E. K.
TIPTON —J. CLARK. Honolulu 2000; CLARK, J.: Modernities
of Japanese art. Leiden — Boston 2013.

? In: CLARK 2013 (see in note 1), chapter 13: Dilemmas of

Selfhood: Public and Private Discourses of Japanese Surre-
alism in the 1930s, p. 183.
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The transnational flow of Cubist inspiration
reached Japan in 1911 and continued to spread
through numerous networks in the Japanese avant-
garde art scene over some decades. This article will
test the idea of Cubism transgressing the dualistic
paradigm of the East and the West and as such
creating “a cubist body” for local, and in this case
Japanese, attists to expetience modernity.’

The research for this study was shaped by trans-
national and network theories.* This methodology
allows for analysis from a broad, interdisciplinary
and transnational perspective, addressing the issue
of parallel histories by stressing the extensive travel
and exchange among different artists’ networks
and institutions which ultimately formed hybrid
outcomes pootly understood within a linear con-
ception of art history. Thus the narrative will not
be the standard story of a group of artists living in
Paris between the wars, but rather it will be a nat-
rative from the peripheries that were marginalized
and remained to a great extent silent in the realm
of parallel histories.

* This concept is developed by B. WINTHER-TAMAKI in:
Asian Possessions of the Cubist Body: ‘Home from Home’.
In: Cubism in Asia; Unbounded Dialogues, International Symposinm
Report. Ed. Y. FURUICHI. Tokyo 2006, pp. 304-311.

Transnational theory and method is explained and used in
Arte & Ensaios, Nt. 14: Transnational correspondence (Special
Issue). Eds.: M. ASBURY — G. BUENO - G. FERREIRA
—M. MACHADO. Rio de Janeiro 2007; Minor Transnationalisn.
Eds. E LIONNET - S. SHIH. Durham — London 2005.



Cubism in the Centre

The French art critic Louis Vauxcelles (1870
— 1943) coined the term Cubism after seeing the
landscapes Georges Braque (1882 — 1963) had
painted in 1908 at I.’Estaque in emulation of Paul
Cézanne (1838 — 1906). Vauxcelles called the geo-
metric forms in the highly abstracted works “cubes”.
It has been firmly established that some of the key
inspirations of early Cubist works were linked to
Primitivism and non-Euroamerican sources. The
stylization and distortion of Pablo Picasso’s (1881
— 1973) masterpiece “Les Demoiselles d’Avignon”,
painted in 1907, came from African art. However, a
number of scholars have pointed out the ironic fact
that regions and art scenes producing these admired
“exotic” inspirations such as Japan were excluded
from the Modernist narrative. They produced rigor-
ous pieces of scholarship about Japanese modernism
and its interaction and impact on Euroamerica, yet
the significance and fruits of these exchanges re-
mained on the periphery of studies of Modernism
and its prevailing Western art framework. Alfred H.
Barr, Jr. (1902 — 1981), in his notorious diagram on
a jacket of 1936 exhibition catalogue “Cubism and
Abstract” art classified “Japanese prints” as belong-
ing to an “archaic, primitive and exotic” area.

The Cubist painters rejected the traditional artis-
tic goal of mimesis that art should copy nature and
they went on to emphasize the two-dimensionality
of the canvas. They reduced and fractured objects
into geometric forms, and composed them within a
shallow, only mildly structured space. In early Cubist
work up to 1910, the subject of a picture was usually
discernible; during “high” Analytic Cubism (1910
— 12), also called “hermetic”, Picasso and Braque
so abstracted their works that they were reduced
to just a series of overlapping planes and facets,
mostly in subdued tones of browns, greys, or blacks.
During the winter of 1912 — 13, Picasso executed a
great number of papiers collés, the new technique of
pasting coloured or printed pieces of paper in their
compositions. This move initiated the emergence of
Synthetic Cubism, in which large pieces of neutral
or coloured paper allude to a particular object. The
two formulators of Cubist language inspired many
followers who adopted it and developed it further,
such as Fernand Léger (1881 — 1955), Robert (1885

1. Ishii Hakutei, “Metzinger” sketch from the Independent exhibition
published in Asabi newspaper on 29" July 1911.

— 1941) and Sonia (1885 — 1979) Delaunay, Juan
Gris (1887 — 1927), Roger de la Fresnaye (1885
— 1925), Marcel Duchamp (1887 — 1968), Albert
Gleizes (1881 — 1953), Jean Metzinger (1883 — 1950)
[Fig. 1], and a Mexican, Diego Rivera (1886 — 1957).
Though primarily associated with painting, Cubism
also exerted a profound impact on twentieth-century
sculpture and architecture. The major Cubist sculp-
tors were Alexander Archipenko (1887 — 1964),
Raymond Duchamp-Villon (1876 — 1918), and
Jacques Lipchitz (1891 — 1973). In sculpture we can
find resonance of Cubist mode in the work of one
of the Japanese students of the Bauhaus, Nakada
Sadanosuke (1888 — 1970).

The liberating formal concepts initiated by Cu-
bism also had far-reaching consequences for Dada
and Surrealism, as well as for all artists pursuing
abstraction in Germany, Holland, Italy, England,

> BARR, A. H., Jr.: Cubism and Abstract Art (intro and ed.). New
York 1936, jacket illustration.
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America, and Russia. It was a movement that crossed
borders and shaped modernisms transnationally,
already reaching Japan in the 1910s.

Asian perception
of the Cubist movement

At this point I wish to turn to Véra Linhartova’s
work and use it as a bridge to shift the focus eastwards
and to see the specific landscape of avant-garde artis-
tic activity in Japan. Linhartova identified quite clearly
the conflicting ideas that were boiling together in the
kettle of Japanese modern art, namely in her analysis
of the Japanese surrealist movement.® These ideas
were on one hand, ideas of an avant-garde nature,
which were new and which were formed according
to the contemporary local cultural climate, and on the
other hand, we can find some ideas that served as a
time capsule, that helped Japanese artists to recover
some indigenous, traditional concepts that seemed
to have disappeared from history for a while. We
can link this conflict back to the 1910 statement of
Takamura Kotaro about the Japanese and the ideals
of International modernity. Although some Japanese
artists belonged to the international network and
they replicated or even created Japanese extensions
of individual avant-garde movements, they did not
contribute to it directly, and rather they experienced
it in isolation. Linhartova claims that this inertness
of the centre, France, toward the Japanese lies in the
overall attitude towards Japan of the time that was
still severely Japonist and patronizingly Orientalist.”
It was seen from afar through the set of clichés
and stereotypes as some kind of golden realm, the
Orient that inspires and that is the cradle of Bud-
dhism that was so important to many progressive
artistic concepts.

In terms of Asia, Japan was the only Asian coun-
try to assimilate Cubism in the 1910s, the decade in
which it was being conceived in Paris. With signifi-

¢ In: LINHARTOVA, V: Soustfedné kruhy. Clémky a studie z
let 1962-2002. Praha 2010, pp. 351-354.

7 LINHARTOVA 2010 (sce in note 6), p. 353.

# In 2005 Japan Foundation organized an international sympo-
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cant delay, Cubism appeared in China, and it was not
received elsewhere in the region until the 1930s to
1950s — dates that, ironically, often corresponded to
these countries gaining independence from colonial
rule, periods in which they often actively suppressed
local artistic activity that was contemporary and
modern.” Cubism met with a mixed reception when
it arrived in Asia, as it was considered as either a
reminder of Western cultural superiority or a pan-
cultural visual language of modernity for newly
independent countries. There was also the concern
that Cubism, being born of a particular cultural,
philosophical and scientific background in Europe,
was an imported phenomenon not suited to the
Asian worldview. The Cubist or Piccassoid body,
according to Bert Winther-Tamaki, provided Asian
artists such as Yorozu Tetsugoro with an opportunity
to violate a figurative subject to deform it in a way
to express their own experience of modernity. The
inhabitation of the Cubist body was a re-possession
of their modern experience.”

A particularly Asian take on the form was termed
“Transparent Cubism” by one of its proponents, Vi-
cente Manansala (1910 — 1981) from the Philippines.'
Manansala, Fernand Léger’s Filipino student in Paris,
developed layered “veiled” or diaphanous structure
to create spatial depth. Léger’s network of students
also included Sakata Kazuo (1889 — 1956) who was
his long-term assistant. Sakata exhibited cubist and
purist works while with Léger; he participated in
“PArt d’aujourd’hui” (The Art of Today) the inter-
national avant-garde art exhibition in Paris in 1925,
and became an internationally recognized Japanese
avant-garde artist. Sakata spent many years in France
1921 — 1933 where he entered Léger’s atelier in 1923.
He worked with figurative post-Cubist compositions
associated with Picasso and also with analytical Cu-
bism in a way that was considered extraordinary for
a Japanese of his generation.

sium on Cubism in Asia that outcomes were later published

in: FURUICHI 2006 (see in note 3).
? WINTHER-TAMAKI 2006 (see in note 3), p. 310.

1" See: FURUICHI 2006 (see in note 3).



Korean reception of Cubism

Geometric mesh patterns were a “Transparent
Cubist” feature of the work of Kim So (1919 - ?),a
Korean studying at the Tokyo School of Fine Arts
during 1910 — 1945. In the 1910s, eatlier Korean
alumni had brought seoyanghwa or “Western-style
painting” back to Korea, developing this specific Japa-
nese interpretation of non-Japanese painting called
yoga in the style of Realism and Impressionism."
By the 1920s and 30s, Cubism, Fauvism, Futurism
and Constructivism were flowing into Korea. Con-
demned then as not suitable to Korean sensibilities,
Cubism was singled out as a “sales trick” that does
not serve the contemporary artistic agenda of Joseon
Korea (1390 — 1910). Cubism had its second coming
and returned after the traumatic experience of the
Korean War in 1950s when it was accepted as a new
medium for strong anti-war sentiments. For example,
Byon Yeong-Won’s (1921 — 1988) “Anti-Communist
Spirit” (1952), a personal statement of the trauma
of war, refers to the strong visual language from
Picasso’s “Guernica” (1937). Also paying homage
to “Guernica” is Yamamoto Keisuke’s (1911 — 63)
“Hiroshima” (1948) which announced the second
wave of Cubism which I shall mention later.

Although some women artists gained promi-
nence, including printer and illustrator Okamura
Masako (1858 — 19306) and a couple of artists pro-
ducing in a traditional Japanese-style mode such as
Uemura Shoen (1875 — 1949) and Kajiwara Hisako
(1896 — 1988), it was still unusual for women to
enter artistic training and the mainstream art scene
made up of those male artists educated at the Tokyo
School of Fine Arts. In 1932, Tokyo-educated Na
Hye-sok’s (1896 — 1948), Korea’s first modern female
artist, made this poignant observation on her return
home after a two-year stay in Paris:

“This is Cubism’s point of invention: Art is not
artificial but a thought, a consciousness. It is not tra-
ditional but liberating, Not conceptual but scientific.

! Detailed study of the yoga genre in WINTHER-TAMAKI,
B.: Maxcinum Embodiment: Yoga, the “Western Painting” of Japan,
1910 — 1955. Honolulu 2012.

2 In TAN, Y.: Cubism: Other Echoes in Asia. (http://www.
pfowlerdesign.com/works/artist/articlel.htm, accessed on
6™ October 2014).

It tries to paint movement with lines and colours.
Cubist painting is thus filled with a convergence of
colours, movements and compositions. Cubism seeks
to construct art on the basis of all knowledge.”"?

She was the first female Korean artist specializing
in yoga and the second Korean artist who held an
oil painting exhibition. She became well known as a
feminist with her criticism of the marital institution
in the early 20™ century. Encouraged by her brother,
Na entered Tokyo Women’s Art College in Japan
and studied yiga. Na was not one of a few foreign
Asian artists studying in Japan at the time. In 1927,
Na Hye-sok went on a three-year tour of Europe.
Upon her return to Korea, she became an acclaimed
painter and writer.

Again we are touching upon a parallel history
issue, but there was a large group of artists who
received governmental scholarships or private
funds to pursue artistic training in Japan. There is
no doubt that this transnational network was used
as propaganda and to spread certain ideas about art
and taste in Asia and mainly within the Japanese
Empire. However, it is a subject requiring more
detailed investigation to what extent this training
served the system and how it helped to form the
original modern view of these artists. Number of
such cases can be represented by Na and Taiwanese
female painter Chen Jin (1907 — 1998) who trained
in Japanese-style modern painting and a contrasting
modern style to contemporary ydga — nihonga."

Japan’s encounter with Cubism
and other avant-garde movements

The new artistic tendencies, namely Futurism and
German expressionism, arrived in Japan almost si-
multaneously running through the veins of networks
of artists and writers energetically visiting Europe.
Moreover, the movements were encountered without
the background logic of the new concepts and their
history. Thus Futurism seems to arrive in Japan prior

13 Pioneering study of modern Taiwanese art and identy and
its relationship with Japanese imperial rule in KIKUCHI, Y.:
Refracted Modernity: Visual Culture and ldentity in Colonial Taiwan.
Honolulu 2007.

" VOLK 2010 (see in note 1), p. 34.
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to Cubism. For example, Marinetti’s manifesto was
first published and translated by Mori Ogai in the
May 1909 issue of Subaru journal.™

Rooted in European capital cities, such as Paris
and Berlin, Cubism embodied a new logic that
shattered centuries of artistic traditions. The Asian
encounter with Cubism has its specific narrative. In
the Japanese case Euroamarican art gained particu-
lar importance during the transition from the Meiji
(1868 — 1912) to the Taisho (1912 — 206) eras. The
exchange had its pioneers in Kuroda Seiki (1886
— 1924) and Kume Keiichiro (1866 — 1934) who
were active in 1890s Paris, and in the early 1900s, it
was Saito Yori (1885 — 1959) and Takamura Kotaro,
introducing Henry Matisse (1869 — 1954) and Paul
Gaugin (1858 — 1903). Saito had a chance to visit
the Steins collections prior to his return to Japan in
1908. Takamura described the experience of seeing
the Fauvists in 1908 as “residues of a bitter pleasure,
...7, translating Matisse’s “Notes of a painter” just
months after its appearance.”” Takamura was scep-
tical toward the response towards the new art by
“pigeonlike” Japanese artists. Other artists reported
on, for example, Futurist exhibitions in Paris and
Londonin 1912. Regardless of the vivid connections,
only a few European modern artworks appeared in
Japan until the 1920s where exhibitions were often
mounted from reproductions.

1910 was a moment of shift: it marked the more
substantial arrival of modern art. This happened at
a time when Meiji institutions and government were
being questioned, shifting the state regime towards
democracy. The new forms of expression coming
from abroad offered a new territory for individual
self-expression to the large group of avant-garde
Japanese artists. Karatani Kojin calls this the phe-
nomenon of Taisho discursive space which com-
bined cosmopolitan universalism with the seemingly
contradictory “emphasis on Japanese uniqueness”.'®
Modernism in the Taisho period was effectively a
result of the cultural boomerang (coined by Kirk
Varnedoe for the quality of 19" century ukiyo-e, that

' Tbidem, p. 35.
© KARATANI, K.: The Discursive Space of Modern Japan.

In: Japan in the World. Ed. H. D. HAROOTUNIAN. Durham
1993, pp. 301, 304.
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2. Ishii Hakutei, “Launrencin” sketch from the Independent exhibition
published in Asahi newspaper on 26" July 1911.

adopted European approaches) of Euroamerican
Japonisme returning to Japan. This phenomenon
is also labelled “reverse Japonisme”— foreign ideas
about Japanese art used in Japan for the creation of a
new field of contemporary art.!” These circumstances
paradoxically led Japanese artists to re-discover their
pre-modern arts, so much admired by the Europeans
involved in the Japonisme vogue. An example could
be Matisse in “Notes of a painter” where he talks
about adapting Japanese art, which later inspired
artists such as Kimura Shohachi. Other modernist
artists reflected the converging tendencies, or the
meeting of Western and Eastern arts, or as the art-
ist and art critic Nakada Katsunosuke putitin 1913

“Western and Eastern are drawing together”."®

7 VOLK 2010 (see in note 1), p. 10.

8 NAKADA, K.: Koukiinshousha no seishin. In: Waseda bun-
gaku, 88,1913, p. 73.



3. Ishii Hakutei, “Roussean” sketeh from the Independent exchibition published in Asabi newspaper on 22" July 1911.

Yorozu Tetsugoro (1885 — 1927) was a Japanese
painter, noted for his work in introducing avant-garde
concepts, especially Cubism into ydga in the early 20*
century. He is claimed to be the first Japanese painter
to grasp the significance of Fauvism and Cubism in
his painting from 1912 —1917." Yorozu was born in
the Tohoku region of northern Japan and developed
an interest in painting at an early age when he taught
himself to paint watercolours. In 1903, he travelled
to Tokyo with his cousin where he attended Waseda
Junior High School. In 1905, he began to attend the
meetings of the Hakubakai art circle established
by a well-known painter and promoter of new ygga
painting, Kuroda Seiki. In 19006, he travelled to the
United States as part of a Rinzai Zen mission, but
with the intention of enrolling in an art school in San
Francisco, but he returned to Japan the same year

1 IMAIZUMI Atsuo, Yorozu Tetsugoro, 1955, reprint in: Atsuo
Imaizumi, Yogaron, Kindai nihon. Vol. 2. In: Imaizuni Atsuo
chosakushu. Tokyo 1979, pp. 94-98.

due to the 1906 San Francisco Earthquake. In 1907,
he was admitted to the Western Art Department of
the Tokyo Fine Arts School. His graduation work
“Nude Beauty” was executed in a post-impression-
ist bordering on the Fauvism manner gained him
considerable critical acclaim upon his graduation in
1911. In the next year 1912, Albert Gleizes and Jean
Metzinger released the writing on a new Cubist style
— “Du “Cubisme” and Yorozu’s avant-garde work
“Nude beauty” provoked a new wave of critical
modernism.” Coincidently, this was the first year of
Taisho era, the era that is sometimes called Taisho
democracy. From 1914 — 1916 Yorozu returned to
Iwate prefecture to apply himself to his painting,
supported largely by the earnings of his wife. He
painted a variety of self-portraits, landscapes and still-
life paintings, and experimented with the beginnings

% VOLK 2010 (see in note 1), p. 1.
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4. Kinoshita Shuazo, History of art before Futurism (2), in David Burliuk and Shii Kinoshita, What is Futurism? .. .an answer, Tokyo: Chuobijutsusha,

1923, 55.

of Cubism. In subsequent years Yorozu developed
a successful career and was selected as a member
of the prestigious Nika Society. Later he joined the
Japan Watercolour Painting Association. He died
prematurely at the age of 41, from tuberculosis.
Ishii Hakutei (1882 — 1958), painter and print
artist, was one of the fathers of the sosakwu hanga
(creative print) movement. Born in Tokyo in 1882
with the given name Mankichi, he was the son of the
traditional-style painter and lithographer Ishii Teiko
(1848 — 97), with whom he studied early in his life.
After his fathet’s death, Hakutei became interested in
Western-style art and soon became very competent
in both oils and watercolour, specializing in Japanese
landscape. He studied under Asai C, a leading yiga
painter and in 1904 won entry to the Tokyo School
of Fine Arts, where he studied with the already
mentioned Kuroda Seiki and Fujishima Takeji (1867
—1943) who were both prominent ygga painters. Ishii
was an activist in groups of ygga artists and was the
editor of the artand literary magazine Myo6jo (Morn-
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ing Star) and a co-founder of the magazine Heitan
(1905 - 6). He went to Europe in 1910. On his return
in 1912 he continued his prints series “Twelve Views
of Tokyo”, begun in 1910. Ishii wrote extensively on
the European art scene and his experiences, reporting
on the Fauve, Futurist, and Cubist exhibits he viewed
overseas, as well as on Kandinsky and the Blauer
Reiter group. In his illustrated report “Independent
exhibition and some works of Van Dongen” from
the Independent salon he saw in 1911, he reported
in “Tokyo Asahi” newspaper on the 21* and 22™
July [Fig. 1 — 3]. He described Cubism, which he
saw for the first time in his life, as follows “When it
comes to Metzinger’s works, he expresses everything
by using clusters of triangles, I hardly understand
it. It is not that he expressed “dimensions” with
straight lines, but they just look like crystals”. This
statement was accompanied with Ishii’s sketch [see
Fig. 1]. It is possible that it was Ishii’s introductions
that inspired Yorozu and his work and his work
“Gitl with a balloon” (1912 — 1913) that bears com-
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5. Kinoshita Shuzo, Ulustration to a paragraph on Cubism, in David Burlink and Shi Kinoshita, What is Futurism?. ..an answer, Tokyo:

Chanobigutsusha, 1923, 139.

parison and similarity with Kees van Dongen’s (1877
— 1968) work described by Ishii as: “He, with this
vivid colour distribution, expresses a dark side under
pleasure..”. In his commentary to Ishii’s pioneering
encounter with Cubism in Paris, Otani Shogo wrote
that Cubism was introduced to Japan in the era of the
change from Meiji to Taisho eras, at a time of many
conflicts between individuals and the society. Cubism
in Japan was born in that process and hence may be
very different from the original movement, but this
kind of difference. Otani argues, is what marks the
specific cultural reception.”

Fragmented avant-garde in 1920s Japan

The massive destruction of the Tokyo urban
landscape caused by the Great Kanto Earthquake

2 OTANI, Sh.: Reception of Cubism in Japan. In: Furansu:
Cubism 100 years on (special issue), vol. 7. Tokyo 2011, pp.
18-19.

in 1923 is considered a turning point in Japanese
modernism and, in fact as its true beginning. The
disaster provoked a concrete realization of a new
vision that led to innovative building activity for
a new lifestyle promoted by MAVO avant-garde
artist collective and Murayama Tomoyoshi (1901
—1977). Ueda Makoto wrote that ‘the period of the
1920s and 30s, its creativity, lifestyle and ideas are
incomprehensible to us’** [Fig. 4, 5] Tokyo’s rapid
urbanization occasioned an underclass of laboutets,
who became the subject of art, along with the city
itself and the Communist politics of the mid-1920s
to early 1930s. Such works came under the banner of
Proletarian art, which was spurred by Japan’s 1927
financial crisis and the world depression of 1929. An
important early painting was Okamoto Toki’s “Attack
on the Factory by the Strikers (Restored Painting)”

* UEDA, M.: Mobo, moga tachi no ie zukuri (Modern boys and
girls build their houses) Toshi jitaku kuroniknru 11. (Chronicle
of City Dwelling) Tokyo 2007, p. 394.
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(1924/79). The original was apparently bought by a
member of the Soviet Embassy who subsequently
took it home to Russia. Against conservative Social
Realism, however, 1930 witnessed what is called the
first Surrealist painting proper to be painted by a
Japanese. Fukuzawa Ichir6 was living in Paris when
he sent “Invincible Force” (1930) and around 30
other paintings to be shown at the First Independent
Exhibition in Tokyo. Yabe Tomoe (1892 — 1981), a
Japanese painter trained in Russia in the late 1920s,
was strongly inspired by Soviet art, spent time in
Paris, and helped to found the Proletarian Visual
Arts Movement in Japan.

The break free —a “conscious” independence of
the leading Euroamerican art scene was proclaimed
by a number of artists who set the tone for decades,
including postwar local developments. One of the
strongest voices belonged to the transnationally ex-
perienced artist, political activist and articulator of
“conscious constructivism” concept — Murayama
Tomoyoshi who called upon artists to emancipate
themselves, and leave the picture albums behind
in 1924 at the event of the 2" Akushon (Action)
exhibition in Tokyo. Back in Japan from Berlin in
early 1923, the arbiter of the European avant-garde
movements, Murayama set about establishing his
own aesthetic through collage/assemblage works
such as “Construction” (1925), a coagulation of oil
paint on wood, papet, cloth and metal, the technique
of which he had learned abroad. Other works in-
clude “Work Utilizing Flowers and a Shoe” (1923)
in which a woman’s shoe and a glass casing enclos-
ing synthetic flowers were placed inside a box. Such
pieces escaped the two-dimensionality of painting
to become sculptural still lifes.

The Great Kanto Earthquake of 1923 brought
about a proletarian and socialist bent to MAVO ac-
tivities, which included the design and construction
of architectural facades for buildings. But it also
in many ways influenced MAVO?s creative decline
and Murayama’s growing penchant for the world of
illustration, indicated by the number of magazine-
cover designs he produced. Ambitious paintings and
sculptures were for the most part behind Murayama

# Detailed analysis of MAVO in WEISENFELD, G.: Mavo: Ja-
panese artists and the avant-garde, 1905 — 1931. Berkeley 2002.
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as he focused on his writing and theatre production.
The rising militarism of the early 1930s ruled out a
great deal of experimentation in the arts, and those
with earlier Communist associations were regarded
with suspicion by the state.”

Japan and Cubism in the 1930s

This section will be focused on the 1930s and
the reaction towards the cult exhibition Cwbism
and Abstract Art at the Museum of Modern Art in
1936. As Omuka Toshiharu observed — the reaction
towards the MOMA show was immediate. Sanami
Hajime published in a magazine Bijutsu (Art) a se-
ries of articles in reaction to the exhibition in which
he introduced two parallel tendencies: a renewed
interest in avant-garde painting and revived interest
in classical western style Japanese painting — yoga.
Cubism re-entered Japan with a storm and the cata-
logue of the New York was thought to have a “vital
study reference”.” Nevertheless, it took a while for
Alfred H. Barr, Jr’s catalogue to achieve a lasting
impact on Japanese artists. Even Sanami’s article
was using Charles Edouard Jeanneret (1887 — 1965)
and Amédée Ozenfant’s (1886 — 1960) older text on
“Modern painting” (Le Peinture moderne, 1924) as
a reference for content and illustrations rather than
Barr’s new content. Three artists who “listened” to
Barr’s words a year later were Fukuzawa Ichiro (1898
—1992), Hasekawa Sabutro (1906 — 1957) and Thara
Usaburo (1894 — 1976). They considered Cubism
as a historic concept and used it for their search for
order and method that they urgently sought for in
the troubled Japan of the late 1930s. All three artists
referred to the catalogue in articles on abstract or
modern art they published in 1937. Especially Ihara’s
discussion of Cubism in the publication of the same
name shows the disruptive impact of Cubism on
the Japanese art scene. In terms of ideas, Ihara uses
texts published in the Cubist heyday of 1912 and
1913. In his own practice, however, Thara referred
heavily to Picasso’s Neo-classical painting which in
his mind well bridged the expression of Synthetic
Cubism and a desirable classical mode. In the same

#* OMUKA, T.: The Reputation of Cubism in 1930s Japan,
Modernism, Academism and America. In: FURUICHI 2006
(see in note 3), p. 212.



year, the abridged translation of the catalogue into
Japanese was published. A slightly different reac-
tion towards the re-entry of Cubism to Japan was
produced by a prolific advocate of Surrealism in
Japanese, Takiguchi Shuzo (1903 — 1979), who in-
terpreted the post-WWI Synthetic cubism negatively,
in Apollinaire’s manner as “fugue of Cubism”, and
this was all in 1938.

The significant impact of MOMA’s catalogue
could be, according to Omuka, rooted in the rising
importance of the American art scene for Japanese
artists who had chosen Paris as a place of training
and inspiration in the years before. In the thirties,
the situation changes and established artists become
active in America, such as Fujita Tsuguji (or Tsugu-
haru) (1886 — 1968) who held his first solo show
there in 1930.

Conclusion

From the 1910s the artistic expression coming
from abroad gained a new currency or image in
Japanese artists’” view. It began to be understood as
capturing life experience and the task of an artist
was to produce the individual visual interpretation of

» MASHADI, A.: Negotiating Modernities Encounters with
Cubism in Asian Art. In: Modern Art in Africa, Asia, and Latin
America: An Introduction to Global Modernisms. Eds. E. O’BRIAN
et al. Oxford 2012, p. 121.

this experience. Cubism appeared in Asia as part of
a broad category of Western art or Western painting,
Although Japan noticed and translated the key Cubist
texts immediately and Yorozu Tetsugoro produced
work with some Cubist elements already in the 1910s;
the response of other Asian countries was much
delayed.” Upon examining Japanese perceptions of
avant-garde movements from abroad we can conclude
that the Japanese avant-garde movements’ network
was as an extension of an international activity and
not some kind of a derivative tendency. The lack of
prominence of Japanese artists within the main art
historical narrative may be interpreted as result of
imposed cultural differences rather than a fruit of
the mediocrity of the Japanese artists’ production.
According to Partha Mitter — the flexible language
of Cubism, with its broken surfaces, released a new
energy in artists in Asia that enable them to decon-
textualize and create a new modernist project.*
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Japonska kubisticka tvorba — mapovanie modernity
na japonskej umeleckej scéne pred druhou svetovou vojnou

Resumé

Kubizmus ako fenomén $iriaci sa po transnarod-
nej sieti umelcov sa do Japonska dostal v roku 1911
a prostrednictvom siete japonskych avantgardnych
hnut{ sa §iril a pretrvaval po niekolko desat’roci.
Stadia overuje myslienku, Ze kubizmus prekracuje
dualistickd paradigmu Vychod — Zapad a japonskym
umelcom poskytuje priestor k vytvoreniu vlastne;
interpreticie modernosti.'

Stidia vychadza z teérie transnarodnych sieti
a procesov. Tato metodolégia umozinuje analyzo-
vat’ predmet skiimania zo $irsej, interdisciplinarnej
a transnarodnej perspektivy a venovat’ sa otazke
paralelnych dejin, pricom doraz sa kladie na cesto-
vanie a vymeny medzi roznymi umeleckymi siet’ami
a instituciami. Hybridné vysledky by boli len t'azko
pochopitel'né v ramci linearnej koncepcie dejin
umenia.

Veéra Linhartova jasne pomenovala protikladné
myslienky, ktoré sa premielali v kotle japonského
moderného umenia, konkrétne v jej analyze japon-
ského surrealistického hnutia.? Tieto myslienky boli
na jednej strane avantgardné, ¢ize nové a formované
na zaklade sucasnej lokalnej kultirnej klimy, na dru-
hej strane sa medzi nimi nasli aj také, ktoré sluzili
ako casova kapsula — japonskym umelcom pomohli
obnovit’ viaceré domace tradicné koncepcie, ktoré
sa nacas uplne vytratili.

Japonsko bolo jedinou azijskou krajinou, ktora si
osvojila kubizmus uz v ¢ase jeho formovania v PariZi.
So zna¢nym oneskorenim sa objavil este v Cine, ale
v inych krajinach tohto regiéonu az v tridsiatych az
pat'desiatych rokoch, cize v case, ked sa oslobodili

I WINTHER-TAMAKI, B.: Asian Possessions of the Cubist
Body: ‘Home from Home’. In: Cubism in Asia; Unbonnded
Dialogues, International Symposium Report. EA. Y. FURUICHI.
Tokyo 2000, s. 304-311.

2 LINHARTOVA, V.: Soustredné kruby: clinky a studie 3 let 1962-
2002. Praha 2010, s. 351-354.
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spod kolonialnej nadvlady, ktora casto potlacala ume-
lecké aktivity povazované za moderné a sucasné.’
Kubizmus v Azii nebol prijaty jednoznaéne pozitiv-
ne — povazovali ho bud’ za pripomienku kultirne;
nadradenosti Zapadu, alebo za pankultarny vizualny
jazyk modernity pre novovznikajice $taty. Existo-
vala tu vsak aj obava, ze kubizmus, ktory sa zrodil
v Burépe z konkrétneho kultirneho, filozofického
a vedeckého pozadia, bol importovany jav nevhodny
pre azijsky svetonazor. Podl'a Berta Winthera-Tama-
kiho poskytla kubisticka ¢i piccassovska dimenzia
azijskym umelcom ako Yorozu Tetsugoro, moznost’
narusit’ figuralny predmet a deformovat” ho v mene
vyjadrenia vlastného moderného pocitu.* Takze
zaujatie tejto kubistickej dimenzie alebo priestoru
bolo akymsi znovunadobudnutim ich moderne;
skusenosti.

Kubizmus zakoreneny v eurépskych velkomes-
tach ako Pariz a Berlin stelesnioval novu logiku, ktora
rozbila starocia trvajuce umelecké tradicie. V Japon-
sku euro-americké umenie nadobudlo vyznam pocas
prechodu z éry Meiji (1868 — 1912) do éry Taisho
(1912 — 1926). Rok 1910 bol rokom zmeny: zname-
nal masovy prichod moderného umenia, a to v case,
ked vlada a institicie obdobia Meiji celili kritike
a ohlasoval sa prechod k demokracii. Nové formy
vyjadrenia prichadzajice spoza hranic ponukali po-
cetnej skupine avantgardnych japonskych umelcov
novy priestor pre umelecké sebavyjadrenie. Karatani
Kojin tento jav nazyva diskurzivnym priestorom
obdobia Taisho, ktory spaja kozmopolitny univerza-
lizmus a zdanlivo nezlucitel'ny ,,doraz na japonska

? Japan Foundation v roku 2005 zorganizovala medzindrodné
sympo6zium o kubizme v Azii, z ktorého vysiel nasledne aj

zbornik. Pozri FURUICHI 2006 (ako v pozn. 1).

¢ WINTHER-TAMAKI 2006 (ako v pozn. 1), s. 310.



jedine¢nost™.> Modernizmus v obdobi Taisho bol
vlastne dosledkom kultirneho bumerangu (tento
pojem ako prvy pouzil Kirk Varnedoe v suvislosti
s ukiyo-e, obrazmi prchavého sveta z 19. storocia,
ktoré prevzali eurépske vytvarné postupy), ked’ sa
do Japonska vratil euro-americky japonizmus. Tento
jav sa nazyva aj ,,obrateny japonizmus‘ — myslienky
o japonskom umeni prichadzajice spoza hranic,
ktoré sa v Japonsku pouziju pri tvorbe nového od-
vetvia su¢asného umenia.® Paradoxne, tieto okolnosti
viedli japonskych umelcov k znovuobjaveniu ich
predmoderného umenia, ktoré tak vePmi obdivovali
EBurépania.

Kubizmus sa vratil do Japonska ako burka a ka-
talog kultovej vystavy Kubizmus a abstrakiné nmente,
ktora sa konala v Mizeu moderného umenia v New
Yorku v roku 1936, bol pre stddium povazovany za
nevyhnutnost’.” Ako si v§imol Omuka Toshiharu,
reakcia na vystavu v MOMA na seba nedala ¢akat’.
Sanami Hajime reagoval uverejnenim série clankov
v casopise Bzutsu (Umenie), kde predstavil dve pa-
ralelné tendencie: obnoveny zaujem o avantgardnd

> KARATANI, K.: The Discursive Space of Modern Japan.
In: Japan in the World. EA. H. D. HAROOTUNIAN. Durham
1993, s. 301, 304.

¢ VOLK, A.: In Pursuit of Universalism: Yorozu Tetsugoro and
Japanese Modern Art. Oakland 2010, s. 10.

mal'bu a o klasicky japonsky maliarsky Zzaner za-
padného typu — yoga. Preds len vSak chvil'u trvalo,
kym si uvodny text katalégu newyorskej vystavy
z pera Alfreda H. Barra ml. nasiel cestu k japonskym
umelcom. Dokonca este aj Sanamiho ¢lanok cerpa
zo starSiecho textu Charlesa Edouarda Jeannereta
(1887 — 1965) a Amédea Ozenfanta (1886 — 1960)
s nazvom ,,Moderna mal'ba“ (Le Peinture moderne,
1924), a nie z aktualneho Barrovho prispevku.

Na zaklade skimania prijatia avantgardnych hnuti
v Japonsku moézeme usudzovat’, ze japonska siet’
avantgardnych hnuti bola sic¢ast’ou medzinarodnych
aktivit, neslo o nejaky druh odvodenych umeleckych
tendencif. Absenciu japonskych umelcov v hlavnom
prude umenovedného diskurzu mozno interpretovat’
ako doésledok zamerne zvelicovanych kultarnych
rozdielov a nie priemernosti japonskej umelecke;
tvorby. Podla Parthu Mittera — flexibilny jazyk ku-
bizmu s jeho rozbitou obrazovou plochou uvol'nil
v azijskych umelcoch novi energiu, ktora im umoz-
nila oslobodit’ sa z existujucich lokalnych kontextov
a vytvarat’ nové modernistické projekty.”

7 OMUKA, T.: The Reputation of Cubism in 1930s Japan,
Modernism, Academism and America. In: FURUICHI 2006
(ako v pozn. 1), s. 212.

¢ MITTER, P: The Formalist Prelude. In: Modern Art in Africa,

Asia, and Latin America: An Introduction to Global Modernisms.
Eds. E. O’BRIAN et al.: Oxford 2012, s. 146.
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M. H. Maxy:
Cubo-Constructivist Integralism

Erwin KESSLER

The first issue of the avant-garde magazine [nze-
gralappeared in Bucharest on 1% March, 1925. It was
edited by a group of artists and writers inscribed on
the frontispiece, comprising Brunea Fox, Ion Calu-
garu, B. Fondane, M. H. Maxy, Hans Mattis-Teutsch,
and Ilarie Voronca. A few months before, they were
involved in mounting the first, groundbreaking event
of the Romanian avant-garde, the First International
Exhibition of the avant-garde magazine Contimpo-
ranul (Bucharest, November-December 1924). Mul-
tiplying through rapid splitting of small groups into
warring factions was a specific avant-garde phenom-
enon, as typical as the production of manifestos. The
reason for issuing Integral was presented almost half
a century later, by M. H. Maxy, who was the actual
agency behind the foundation of the new magazine:
“Integral wanted to be a movement, wanted to have
a standpoint. One more constructive and modern.”!
Maxy, together with ex-Dada pillar Marcel Iancu, was
in fact the curator of the First International Exhibi-
tion of Contimporanul, and a regular contributor to
the Contimporanul magazine too. Yet, to him “those
from Contimporanul were too bourgeois...they
were not a movement or a tendency, but a kind of
forum where all the movements cohabitate.”” The
splitting of the local avant-garde meant the separa-
tion from an originally ecumenical gathering (around
Contimporanul) of a more “progressive” (or ag-
gressive) element, intending to promote a coherent
ideology and artistic practice. Such a phenomenon

! DRISCU, M.: Retrospective: M. H. Maxy (interview). In: Arza,
1971, No. 4-5, Bucharest, p. 53. It was the last interview given
by Maxy.
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is characteristic of the late avant-garde expansion,
after WW1. It is the reverse of the original, early
avant-garde development. Then the founders were
either individuals or very small, and extremely co-
herent groups, either like the first Cubists, Picasso
and Braque, working at the beginning almost se-
cluded, isolated by the visionary protectionism of
Daniel-Henti Kahnweiler, ot like Der Blaue Reiter
Expressionist team, so cohesive in its output. The
Futurist junta works like a paragon too, as it was
made up almost exclusively of Italian artists rallying
around one single figure, F. T. Marinetti. The deeds
of those small factions were afterwards endlessly
replicated and developed across the world through
exhibitions, publications and events. Contrariwise,
numbetless ecumenical avant-garde events prolifer-
ated after the Great War. The avant-garde, activist
ecumenism had the Communist internationalism as
a model. The Novembergruppe in Berlin, for example,
had among its leading figures Expressionists such as
Max Pechstein, Dadaists such as Viking Eggeling,
Constructivists such as El Lissitzky, and Abstract
artists such as Wassily Kandinsky. Their Expression-
ist cubo-constructive-futurism was a paragon of the
avant-garde melting pot after WW1, when the major
priority seemed to be less the artistic coherence but
the activist and democratic, missionary impetus
(the subsequent Juryfrei exhibitions will peak this
trend). The same is valid for the First International
Exhibition of Contimporanul, in late 1924, when,

2 Tbidem, p. 53



alongside the local figures, the Cubo-constructivist
M. H. Maxy, the ex-Dadaist Marcel Iancu (Janco),
and the Abstract artist Hans Mattis-Teutsch, differ-
ent international avant-garde figures such as Paul
Klee, Hans Richter, Lajos Kassak, Viking Eggeling,
Hans Arp, Constantin Brancusi, Kurt Schwitters or
Karel Teige exhibited. It is against the background
of this enthusiastic ecumenism that Maxy and his
Integral acolytes constituted and reacted.

Such a reaction was already prefigured in the
model-event of the First International Exhibition
of Contimporanul, which was most probably the (al-
most forgotten now) First International Exhibition
(1. Internationale Kunstaustellung) in the Kaufhaus
Tietz in Disseldorf, organized by Adolf Uzarski
in 1922. A wide-ranging promotional event for the
benefit of all possible avant-gardes, the first (and
only) exhibition taking place in the huge department
store was as ecumenical as one could imagine, like a
smaller, European Armory Show, putting together
progressive figures of every kind, showing, among
many others, works by Picasso, Archipenko, Barlach,
Kirchner, Chagall, de Chirico or Feininger. Although
envisaged as an expression of avant-garde activism,
directed against the resurgent, traditional, salon-like
art of the time, the all-avant-garde International Ex-
hibition was itself confronted with a schism, as the
Constructivists like Theo van Doesburg, El Lissitzky
or Hans Richter separated into a more radical Frak-
tion der Konstruktivisten, held a congress (the first
of its kind), and exhibited apart, concomitantly.

Two years later, the emergent Romanian avant-
garde circles thoroughly replicated that model. And
that was not by chance: the two organizers of the
Bucharest show, the ex-Dada Marcel Iancu, just back
from Zurich, and the Novembergruppe-member M. H.
Maxy, just back from Berlin, met for the first time in
a show together precisely at the First International
Exhibition in the Kaufhaus Tietz in Dusseldotf,
in 1922, where Arthur Segal, the leading figure in
the Novembergruppe and also a participant in the
First International Exhibition of Contimporanul,
also took part. Similar to its Diisseldorf model of
1922, the groundbreaking exhibition in Bucharest,
in 1924, was also directed against the re-emergence
of the traditional, salon-like art, after WW1. Indeed,
similar to the opening of the official, traditional and
regional Grosse Kunstaustellung in Diusseldorf,

in 1922, against which was mounted the 1. Inter-
nationale Kunstaustellung in the Kaufhaus Tietz,
the Bucharest Official Salon was re-opened in May
1924. It was the first in seven years, after Romania’s
participation in WW1. Similar traditionalist events
triggered similar avant-garde responses.

Although it grouped all the avant-garde energies
of the place, the First International Exhibition of
Contimporanul witnessed its major split immediately
before its opening: the emergence, out of the larger,
ecumenical pool, of a more radical fraction, with the
publication by the young Victor Brauner and Ilarie
Voronca of the single-issue (now acclaimed, but
then criticized), 100%manifesto-magazine, 75HP.
The replication, in Bucharest, of earlier avant-garde
processes like the one in Diisseldorf, does not pertain
to a centre-periphery dialectics. In terms of centrality
in cultural geo-politics, both Bucharest and Diissel-
dorf were peripheral. But in terms of centrality in
typological processes, both cities play a central role
in defining characteristic strategies of avant-garde
expansionism.

Behind the schismatic ritualism of the events in
the Bucharest avant-garde milieu, stands a historical
drive from promotional ecumenism toward ideologi-
cal radicalism that transcended the centre-periphery
dichotomy. That process, in its turn, mirrored (in
an upside-down manner), the earlier process of
the bourgeoning avant-garde, which started from
a trenchant, frequently incomprehensible and
abhorred radicalism (Fauvism and Cubism were
decidedly pejorative designations) only to conclude
in general acceptance, adoption and replication. Not-
withstanding the typological similarities between the
two avant-garde, “First” International Exhibitions in
Disseldorf and Bucharest, a major, significant trait
links them. It lies in the nature of their respective
schismatic acts. In both cases, separated by a two-
year time-span, it is Constructivism, or, better said
Cubo-constructivism, that makes the difference.
If in Diusseldorf in 1922 it was the congress and
the separate exhibition of the Fraktion der Kon-
struktivisten that “stole the show”, in Bucharest in
1924 it was the Cubo-constructivist, Dadaist output
of 75HP that marched forward in the battlefield
(literally in the avant-garde), typically engaged in
a skirmish with its own army beside attacking the
enemy’s rear ranks.
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This hints at the deeper phenomenon of the
avant-garde at that time, that is the tension between
the expanding, multifaceted, worldwide stylistic mod-
ernization, and the profile of the re-trenching, radical
avant-garde. The Cubo-constructivist countenance
of that profile was deeper carved by two concomitant
occurrences. The widely-known first one is Dze Kunst-
ismen 1914 — 1924, the book issued in Switzerland® |
only a few months later, in 1925, by El Lissitzky and
Hans Arp. Kunstismen is arguably the major piece
of evidence of the avant-garde’s closure. Both ironic
and analytic, it is like a (fictitious) exhibition catalogue
or tourist guide, a brochure (Lissitzky was already
versed in producing similar promotional materials
for Soviet propaganda use) introducing an exotic,
but closed, finished (artistic) territory to the eager
beholder of the time. Die Kunstismen 1914 — 1924 is
the most prominent and self-conscious expression
of the emerging avant-garde canon, it puts an end
to the historical avant-garde precisely by tracing its
territory in visual arts, film and architecture. More
than a critical glossary, Kunstismen is a joyous end-
piece, registering, in concomitant, separate columns
in German, French and English, 16 specific “isms”
of the avant-garde with 60 artists from 13 countries,
ranging from Cubism to Simultaneism, Futurism,
Expressionism, Dadaism, Constructivism, Verism,
Purism etc. Significantly, for the first time, and in
a self-conscious, assumed fashion, the progressive
artistic establishment appropriated in a theoretical
(though ironic) way the designation and classifica-
tion method which originally served to disparage the
modernization endeavours in art: be it Impression-
ism, Fauvism or Cubism, the “ism”-ization of art has
always been a means of making it alien to the com-
monsense, traditional art establishment. Now, the
“Ism”-ization was appropriated by its protagonists
themselves, not only to caricature the prior caricature
whose subject they were, but also, from a completely
new, and opposite angle, to consecrate themselves,
as the “ism”-ization was basically a scientific-like
procedure of classification, a potentially rigorous
means of ordering the art system. It is not by chance
that Kunstismen looked like a repertory in engineer-

3 LISSITZKY, E. — ARP, H.: Die Kunstismen 1914 — 1924.
Erlenbach — Zurich 1925.
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ing-, economy- or medicine-books. This imbued art
with system-marks, made it a plausible part of the
knowledge field of society, and turned avant-garde
artists into respectable technocrats (Lissitzky was
a true technocrat in the Soviet system, while many
others would become highly regarded figures of the
educational, administrative and cultural bureaucracy
in the inter-war and post-war periods).

The most significant trait marked by Dze Kunstis-
men 1914 — 1924 is the way avant-garde art (“the isms
1914 —1924” stands for avant-garde in a metonymic
way) is “curated” or framed by the graphic design of
the book and its rhetorical conception. Like dramatic
personae, in a fair-like show, each “ism” introduces
itself through the voice (text) and image (illustration)
of relevant masters. However, the proper theatre
where the play is unfolding, the book, is exclusively
designed in a strong, uncompromising, manifestly
Constructivist manner. El Lissitzky made one of
his finest graphic design proposals ever, with the
cover of the book turned into a real, purely visual
manifesto, as the huge, constructive-typographic
“K” of Kunstismen literally embraced all the tiny
“isms” ranged in a shrewd line in its belly. The “K”
of “Kunstismen”, enforced by the powerful design
and the striking use of only black, white and red
on the cover, turned into the emblematic (and, why
not, imperialist) “K” of the all-encompassing “Kon-
struktivismus”. The “ismatic” and climactic end of
the avant-garde, in both its senses, was implied to
be “Konstruktivismus”, both through the means of
the graphic design and through the symbolism be-
hind the aggrandized “K”. The way this emblematic
mechanism worked was suggested by the employ-
ment of a relevant, universalist and visionary quota-
tion from Malevich serving as an introduction to the
book: “Today is the time of analyses, the outcome of
all systems ever produced.” The vatious “isms” of
the avant-garde were united under both the visual,
artistic pattern, and the ideological, political aegis of
Constructivism.

The expansion of radicalism in the avant-garde
towards Constructivism was acutely sensed by
the Bucharest avant-garde circles. Moreover, the

* In German in original: “Die Gegenwart ist die Zeit der Ana-
lysen, das Resultat aller Systeme, die jemals entstanden sind.”

Ibidem.



ritual overture towards it made by the publication
of 75HP in November 1924 was correctly perceived
as insufficient, because it merged together Dada and
Constructivism in a pastiche-like fashion. Already in
Integral 1, in March 1925, 75HP (already attacked in
Contimporanul, as being merely a simulacrum of the
earlier avant-garde magazines), is presented as “the
effect of a formula, locally infallible because it was
verified elsewhere”, “unmasked as a pastiche and
sactilege.” Fifty years later, Maxy kept unchanged
the same critical perspective and was quite plain on
this point: “75HP, with its picto-poetry by Voronca
and Brauner, threw some fireworks in the air...
I considered that the direction given to that magazine
was not the right one.”® This is a very sensitive issue,
as nowadays most of the art-historical endeavours
take for granted the view that 75HP was the most
remarkable production of the historical Romanian
avant-garde, whereas the protagonists of the avant-
garde of the time denied precisely (and correctly) its
membership of the historical avant-garde, seeing it
as a symptom and echo of prior models. The issue
of the historical Romanian avant-garde as actually
post-historical is further stressed by its erupting in
late 1924, precisely after the finish line drawn by
Lissitzky and Arp in their Kunstismen.

Lucid and intrepid as he was, Maxy seized the
momentum, and realized, precisely from the wrecked
example of 75HP, that a more radical avant-garde,
and not an ecumenical one, is the proper way to keep
modernization alive. This is how and why Integral
appeared. Both from the point of view of Maxy’s
own artistic development and the international
background, Integral could not have been other than
a Cubo-constructivist enterprise. Firstly, through
his Romanian education, Maxy was early on accus-
tomed to the post-Cezannism of losif Iser (of a
rather Expressionist facture) and Camil Ressu (with a
more structured, massive view on pictorial subjects).
Already after the war, his works of the early 1920s,
like “Portrait of a Peasant” from 1921 (Fig, 1) shows
how the (mis)understanding of Cubism by Maxy was
informing his artistic research. The critics of the time
pointed out this superficial attempt at cubization,

> Integral 1, 1st March 1925, Notite (Notices), p. 25.

¢ M. H. Maxy, in DRISCU 1971 (see in note 1), p. 53.

1. M. H. Maxy: Portrait of a Peasant, 1921 (The Romanian National
Musenm of Art, Bucharest)

stressing that he intently “exaggerated the planes, as
if in Cubist works, without identifying himself with
the Cubist doctrine...”.”

During the time he spent in Berlin (1922 —1923),
Maxy was under the spell of his mentor Arthur Segal,
whose “Optische Gleichwertigkeit” theory and art
practice, emulated by Maxy, was derived from French
Cubist experiences, especially from Delaunay’s “or-
phic cubism”, as it was named by Guillaume Apol-
linaire, largely known through Delaunay’s own label
of “Simultaneism”, which combined Cubism and
Futurism with a thrust on colour contrasts or “syn-
chromicity”. Delaunay’s works of the early 1910s,
such as “Simultaneous Window on the City” of

1912 (now in the Hamburger Kunsthalle), prefigured

7 OPREA, P: M. H. Maxy. Bucharest 1974, p. 11.
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2. M. H. Maxy: Madonna, 1923 (The Romanian National Museun
of Art, Bucharest)

much of Segal’s own optically balanced works of the
1920s, when he brought the simultaneous contrasts
of colours into the shaping of the forms inside the
paintings, turned into crystal-like reverberations of
prismatic, painterly pieces with balanced patterns
and balanced colours, stuck together in works that
looked very much like medieval stained glass.
Contemporaneous works by Maxy espoused an
almost identical drive, visible in most of his canvases
exhibited at Der Sturm gallery, in his solo show from
1923, like Old Meissen, 1922 or Madonna, 1923
(Fig. 2). A thorough visual mechanics, both decora-
tive and philosophical, emerged from the homog-
enous distribution of painterly interest (shapes and
colours) to the whole canvas, eschewing the tempta-

¥ MAXY, M. H.: Prefata la expozitia mea (Foreword to my
Exhibition). Maison d’Art (exhibition booklet). Bucharest
1923.
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tion of paying attention to a dominant, central figure.
Contrariwise, in order to “democratically” treat every
corner of the painting, the eye feasts on a carpet-like
visual experience of uniform attraction, very much
looking like the early, “analytic” Cubism of Picasso
and Braque, except for the fact that the “subjects” of
the canvases are relegated out of the centre.

Back in Bucharest in 1923, rich in artistic and
ideological-political experiences, Maxy exhibited in
the same year at Maison d’Art, a solo show with 57
works, painted in Berlin and in Bucharest, under the
spell of Cubist experiences, hoping to strike the local
art scene hard, in a specific, avant-garde elitist move
of provocation stressed by his statement in the exhi-
bition catalogue: “For us (the Cubists), every painting
is a problem, always a different one, facing which
the common understanding is normally alien... No
wonder that the naturalist element is fading out in
Cubist research, as it is focused on problems. ... The
Cubist work of art lives not only through its manner,
but through its spiritual power (the Cubist spirituali-
zation is a fundamental property of the matter, of
the form, of the colour, of the sensibility etc., and
not a spiritualization of the naturalist subject...)”.?
Next to the spiritual values, somehow inadvertently
pasted onto Cubism by Maxy (rather as a cross-
reference to Kandinsky’s Oz the spiritual in art from
1911, whose influence over Maxy’s development is
doubtful), stands a final, powerful statement about
“the left extreme of Cubism, the Constructivism
...which tries to represent in an artistic way some
abstract laws. .. taking its elements from the manifes-
tations of our mechanical-industrial life. The artistic
problem in this case has a fundamental organization,
a massive constructivity, a geometrical accord and a
mathematical clarity. Addressing the advanced spir-
its, Constructivism only rarely finds spectators. As
it is rare, the importance of the movement is even
higher...”

This text of 1923, rooted in the fresh and di-
verse (and not always cohesive or properly digested)
Berlin intellectual and artistic experiences of Maxy,
contains the grounding standpoints of his future
activities as artist, curator, educator, publisher, and

? Ibidem.



art entrepreneur, which will peak in the founding of
Integral in 1925. The elitist, apodictic tone, the mis-
sionary vocation and the utopian, progressive, but
also technocrat perspective will resurface in most of
his future theoretical and practical endeavours. The
start was precisely the organization of the First In-
ternational Exhibition of Contimporanul, together
with Marcel Iancu (the two artists were the driving
force behind Contimporanul, next to its editor-in-
chief, Ion Vinea). The exhibition was prompted
not only by the bad reception of his Cubist works
shown at the Official Salon in May 1924, but also by
the impetus given through his exhibitions to other
Romanian artists, especially to Marcel Iancu and
Corneliu Michailescu, who also exhibited Cubist
works at the Official Salon, although their reception
was not as negative as the one reserved to Maxy."
The situation seems rather paradoxical, as Cubism
succeeded in unsettling the Romanian art scene only
in 1924, although front-figures of the avant-garde
emerged from that milieu too, from Tristan Tzara
to Marcel Ianco (Janco), Arthur Segal or Hans
Mattis-Teutsch. However, their avant-garde output
developed mainly outside Romania, while the local
art world, after WW1, entered under the spell of a
powerful traditionalist trend (“the nationally specific
art”, a kind of Heimatkunst with wider audience,
propelled, among many others, by Maxy’s professor,
Camil Ressu).

Thus, Maxy’s belated rallying under the emblem
of “we, the Cubists” was indeed a provocative
gesture, a readable and still understandable one,
as Cubism was universally known as a progressive,
international (thus not “nationally specific”) trend,
whereas the direct, public and univocal affiliation
to “Constructivism” would have no real impact, as
Constructivism was practically not known at all on
the local art scene. The insistence of Maxy to define
Constructivism as “the extreme left of Cubism” was

10 “The exhibition — whose commissar was M. H. Maxy — also
presented various objects of decorative arts, furniture, vases
etc., exhibited only by the Romanian artists. Most of them
pertained to Marcel Iancu and M. H. Maxy.” See BOGDAN,
R.: Pagini de arta moderna romaneasca (Pages of Romanian Mo-

dern Art). Bucharest, 1974, p. 109.

' OPREA 1974 (see in note 7), p. 14

on purpose —its political overtones were made to ap-
pall the detractors, like adhering to the worse side of
the bad choice (the Communist Party, the “extreme
left” of the time, was founded in Romania in 1921
and declared illegal the same year, the communists
being chased as Soviet agents).

A real campaign of scorn and provocation was
started by Maxy in connection with the opening of the
First International Exhibition of Contimporanul, to
attract public attention onto the issue of avant-garde
art. In texts like The International Artistic Demonstration
of Contimporannl (the accent put on “demonstration”,
in both its political and rhetorical sense is obvious),
Maxy stirred the public taste with statements like
“The revolt is produced by a sensibility en quete de
creation: Cubism is a reformist movement, a lab. Its
follow-up: Dadaism is a strong purgative, absolute
negation, without creative tendencies. The Cubist re-
sistance, convalescence, landmarks for a direction”.!?
Later on, in 1925, Maxy continued to refer to Cubism
as a preface (or interface) of Constructivism, inten-
tionally linking them together in titles and statements,
suggesting that Cubism’s international recognition
was an introduction to the universal acceptance of
Constructivism, the ultimate movement which was
inscribed into every avant-garde tendency. Thus, in
programmatic texts like Cubism and Constructivism, he
aptly interconnected all big names of the Romanian
recent art as a genealogy of his own standpoint: “the
new art here has Master Constantin Brancusi as its
leader... as he works together with us, contribut-
ing to our exhibition (the major international one,
in November 1924, note E. K.) or in the magazine
Contimporanul... Together with Marcel Iancu,
one of the protagonists of the Dadaist movement,
with the universal Tristan Tzara, Mattis-Teutsch...
our movement grows in spite of the contradictory
opinions of those unaffiliated”."

2 MAXY, M. H.: Demonstratia plastica internationala a
Contimporanului (The International Artistic Demonstration
of Contimporanul). In: Contimporanul, November 1924, No.
49.

13 MAXY, M. H.: Cubismul si Constructivismul (Cubism and

Constructivism). In: Foaza tinerimizi (The Youth Newspaper),
1925, No. 6.
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3. M. H. Maxy: Cronometraj pictural (Painterly Chronometer), Contin-
poranut, 50-51/ 1924

One of Maxy’s most significant productions was
his Cronometraj-Pictural (Painterly-Chronometer,
Fig. 3)', a typical Futurist scheme, like the famous
1915 diagram “Sintesi futurista della guerra”, by
Boccioni, Carra, Marinetti, Russolo and Piatti, sche-
matically and dynamically representing Italy and its
allies as triumphant wording crushing their enemies,
portrayed by lowering and deprecating formulas.”” In
Maxy’s diagram, the two protagonists are once again
the pair Cubism and Constructivism, accompanied
by their half-brother Dadaism, fighting against “sen-
timental romanticism”, against its “polytheism, mon-
otheism, lyricism, individualism, impressionism”,
entrenched in “past-oriented artistic representation,
narrative painting, illusion”. All these appeared to be
contested by Cubism, which propelled a thorough,
vertical “REVISION - light, colour, form”, adapted
to the present full of “farces, prose, advertising”.

4 Published in Contimporanul, November 1924, No. 50-51.

15 BOCCIONI, U. — CARRA, C. - MARINETTTL E T. — RUS-
SOLO, L. — PIATTI, U.: Sintesi futurista della guerra (Futurist
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Dadaism was characterized as “political-scientific-
artistic”, and “open to abstraction”, while it was a
“brother in arms” for the “Salvaged Cubism”. Finally,
Constructivism cuts the lion’s share of the diagram,
almost half of it, developing in a more coherent and
engaged way than the other movements described
next to it. It was portrayed as an “aesthetic rap-
port between forms and colours”, defined through
“conceptual spiritualism, mechanical, dynamic, static,
music, sound geometry, painting”. As “Constructiv-
ism functions architecturally”, its outcome is “The
death of the painting”, dramatically followed by the
big word “~-THE END-*, immediately surpassed by
a cavalcade of “Future, Future, Future. Don’t ask
Picasso. Don’t ask us. Don’t ask anybody”, going
into an interrogation about “The titanic battle of
delineating the constructive Cubism?” only to finish
over “The century looking for its style in every field.
We wait, work, change”.

One might suppose that substantial, even politi-
cal radicalism linked Maxy’s perception of Cubism
and Constructivism, but it is more appropriate to
conceive of this “natural alliance” in both theoretical
and practical terms as resembling the one bolstered
by the famous Paris international exhibition in April
— October 1925, the “International exhibition of
modern decorative and industrial arts”, or, for short,
the instrumental event in propelling .Ar7 Deco, the
proper international style of the 1920s — 1930s. The
fusion of Cubism and Constructivism, of machinism
and Bauhaus aesthetics, of Futurism and Abstraction
with exotism, luxury, research, progress, urbanism,
mass-production and burgeoning consumerism was
complete in Art Deco, not only in the event itself,
but especially in its major, permanent outcome,
the blending of art into industrial production as a
criterion of modernity. Art Deco laminated Cubism
into decorativism and Constructivism into func-
tionalism, and made them universally available. But
the influential Paris exhibition only consecrated a
wider, international trend, with so many different,
concomitant symptoms, some of them ranging from
the fair-like ecumenical shows of the type of those

Synthesis of the War). In: Guerrapittura: Futurismo politico,

dinantismo plastico, 12 disegni guerreschi, parole in libertd. Ed. C.
CARRA. Milan 1915.



in Disseldorf (1922) and Bucharest (1924), or the
neat and chic, ironic and analytic Kunstismen or Integral
(both issued in 1925, almost concomitant with the
big Art Deco show in Paris)'®.

The capitalization of the avant-garde, classified,
massified, commodified, was encapsulated in most of
these events, as they employed aestheticized radical-
ism to stir on consumption. Maxy’s Integral odyssey
is a dazzling case in study. His ritual employment of
Cubism as a progressive “international style” intro-
ducing (or wrapping) Constructivism'” understood
as triumphant, technocratic functionalism, pre-dated
the launch of Integral. The “Integral Man”, the mani-
festo appearing in the first issue of the magazine,
signed by the editorial board, Inzegral, but ostensibly
written by Maxy (with the help of his collaborator
Ion Calugaru), despite the visionary-obscure style so
typical of the avant-garde, was clear on the major,
defining points. Thus, the manifesto claims that “We
definitely live under the urban aegis.”, characterized
by “Simultaneous balls.” and “Forms imposed by
the proletariat.” Integral condemns the “Romanticist”
“inflation of geniality” and the “intellectualist stray”.
Instead, “Integral offers certitudes”, as it “preaches
the essence of the primary expression”, through
“synthesizing the eternal will to live”." The Mes-
sianic tone of the manifesto, its indelible marks of
progress (the ode to urbanism, proletariat, expression
etc.) could not dissipate the pregnant impression of
organicist, authoritarian, even totalitarian penchants
so deep inscribed in the extolling of “certitudes”, of
the “primary essence” and the “eternal will to live”,
and in the ritual condemnation of ““intellectualism”,
“romanticism” and “geniality”.

With his Integralism, Maxy produced the only
local avant-garde “original” trend (though a post-
historical one, if one takes into account the 1924
limit traced by Kunstismen). The previous magazine
he was working with, Contimporanul, did not aspire
to propel a “Contimporaneism”, and its ecumenism
was not fit for that. One may assume that Maxy was

16 Significantly, the use of clean-cut, aggrandized typography
letters as central means of graphic design, and of the key-
-colours black, red and white for the cover composition could
be seen both in the case of Integral and Kunstismen.

7 “in Germany... he developed from Cubism to Constructi-

vism, with some strays into geometrical abstraction, with the

not deriving his Integralism from the ideas expressed
in the magazine Integral, but, on the contrary, he
purposely grounded Integral only as a means to
propagate his pre-conceived Integralism. Contrary
to the beginning of the century, when critics such
as Louis Vauxcelles coined terms like Fauves and
Cubists in a derisive attempt to discredit the artists
classified in this way, Maxy, following Marinetti’s
proud and bombastic use of Futurism, and Tzara’s
jealous pretensions of ownership over Dada, im-
agined Integralism as a brand-like name of a trend
made to endure and bring success just before the
trend developed naturally, historically.

But what is Integralism, beside the apparent and
claimed fusion of Cubism and Constructivism? More
significant as theory and social-cultural insertion
than as artistic practice, Integralism was defined by
Mihail Cosma, one of the regular contributors to
Integral, as “the scientific and objective synthesis
of all aesthetic efforts made until the present time
(Futurism, Expressionism, Cubism, Surrealism etc.),
everything done on Constructivist foundations, and
aiming to reflect the intense grandeur of our century,
reformed by mechanical speed, by the cold intelli-
gence of the engineers and by the healthy triumph
of the sportsman.”"” Indeed, Infegral aimed to be an
epitome of progress in every cultural field, and on an
international level. It is not by chance that the com-
plete title of the magazine was “Integral. Organ of
the Local and International Modern Movement”.

The aptly expressed ambition was twofold: on
one hand it was the cosmopolitan aspiration to be an
international forum, and on the other hand it was the
focus on “modernity” (and modernization), a much
larger scope than the mere avant-garde. “Modernity”,
the process of modernization was seen as a wider
phenomenon of reforming and progressing in (so-
cial, cultural) fields that exceeded the confined realm
of the visual arts. The magazine devoted generous
pages to cinema, theatre, architecture, literature,
fashion, sport. It regularly published avant-garde

outcome in canvases of a high compositional and constructive

rigour.”” BOGDAN 1974 (see in note 10), p. 109.
18 “The Integral Man”, manifesto, in Integral, 1925, No. 1.

1 COSMA, Mihail (future Claude Sernet): Interview with Pi-
randello. In: Integral, 1925, No. 8.
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4. Victor Brauner: Boxers (Integral 5, 1925)

advertising of industrial products (Tungsram electric
bulbs etc.) or to other, European and non-European
avant-garde publications aiming to weave an avant-
garde, international network (it even presented the
Japanese avant-garde magazine MAVO), in the form
of a list of avant-garde publications published in
each issue, with the mention (directed to the read-
ers) that Inzegral “facilitates subscriptions to foreign
magazines”. It also advertised its own “art-industrial”
facilities, the “Integral Atelier”, where props, interior
design, furniture, ceramics, costumes and posters
were on offer.

Integral literally integrated everything, but not in
an ecumenical manner, as if a collage. Victor Brauner
and llarie Voronca (the artists behind the success-
tul, but rapidly shot-down 75HP), and Corneliu
Michailescu, rallied to In#egral, becoming permanent
contributors to both the magazine and to “Atelier
Integral”. Although today he is known as a Surreal-
ist, some of the best, carly Cubist-constructivist
works by Victor Brauner (especially engravings)

2 PINTILIE, A.: Ochiul in nreche (Eye in the Ear). Studiu de arta
romaneasca. Bucharest 2002, p. 135.

2l OPREA 1974 (see in note 7), p. 17.

** Ibidem, p. 21.
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were made for Integral, and were reproduced by the
magazine (Fig. 4). The commonly shared opinion
of art historians about Integralism is that Maxy
was, in fact, Integralism itself. To Andrei Pintilie, in
a purely stylistic approach to Integralism as a pain-
terly entity “the Integralism is Maxy’s work itself,
oscillating between analytic Cubism, Futurism and
abstract painting, that is on expressive forms based
on a constructive system.”” In his turn, Petre Oprea
considers that “the few explanations appearing in the
magazine about the term Integral are very general
and apply in painting only to Maxy...”*' Contrary to
Anderei Pintilie and his purely stylistic understanding
of Integralism, Petre Oprea employs an iconogra-
phy-based definition of Integralism, claiming that
Maxy’s “Integralism consists in treating subjects
taken from the life of the lower, exploited classes,
subjects technically treated in a Cubist way, without
renouncing colour.”* His observation is only partly
right, as Maxy treated these subjects indeed, but
only next to numbetless “Cubisticized” portraits of
high-life, bourgeois figures (Fig. 5), of sportsmen
(Boxers, Swimmers, Billiard players etc.), and a large
variety of nudes, still-lives and other genre subjects
that dramatically diminish the relevance of the purely
“social” subjects (Fig. 6) as defining Integralism.
Rather, it was relevant for the very substance of
Integralism to treat all these subjects, as claimed by
Maxy, in a “dispassionate” way, integrating all pos-
sible subjects in neutral, impersonal rendering, as he
claimed at that time that “The whole value of the
surrounding subjects has for me a meaning deprived
of any emotion.”*

Cubism appeared in this context as the most
appropriate manner of rendering the technocratic,
cool-handed, progressive approach to reality. Much
later, in 1947, Maxy still maintained, coherently, that
his Cubism “reflected the scientific style in art, as op-
posed to the far-fetched, sentimental romanticism.”**
Assimilating (abusively) Cubism to a scientific style,
into Integralism, Maxy turned actually art into tech-

» DINU, Gheotghe (Stephan Roll): Initiale pentru o expozitie
(Capital letters for an exhibition). Interview with M. H. Maxy.
In: Integral, 1927, No. 11.

* POPOVICI, L.: Cu pictorul Maxy, despre el si despre arta
(Talking to painter Maxy about himself and about art). In-
terview with M.H. Maxy. Rampa, Bucharest, 27 July 1947.



5. M. H. Maxy: Madame Ghitas, 1924 (ICEM Tulcea)

nocracy, in order to better fit the (pre-supposed) ex-
pectations and requirements of the (eatly) corporate
society, fascinated by mechanical production, luxury,
hygiene, sport, comfort, and entertainment. Already
in the first issue of Infegral, in a programmatic text
directed against Surrealism, entitled “Surrealism
and Integralism” signed by Corneliu Michailescu, a
convenient disparaging of Surrealism (“Compared
to the richness of newness brought by preceding
trends, Surrealism brings in no proper contribu-
tion... Surrealism is... inferior to Dadaism... Sur-
realism does not correspond to the spirit of the
time.”)*, continues into the permanent subject of
reflection: “Cubism, through Constructivism, opens
a new and lively way into space. The reconstruction
era of Europe started.”” The patent connection

» MICAHILESCU, C.: Suprarealism si Integralism (Surrealism
and Integralism). In: Integral, 1925, No. 1.

6. M. H. Masy: Workers, 1935 (The Romanian National Musenn
of Art, Bucharest)

made between Cubism and historical, technical
progress in every field shows that, possibly under
the influence of Maxy, but in a personal, assumed
fashion, most of his In#egral collaborators framed the
Cubo-constructivist conceptual/practical pair into
a larger, philosophical and sociological perspective,
exceeding by far the merely stylistic impact. The
Cubo-constructivist forma mentis was extrapolated
to the whole civilization, at least that of the 1920s, al-
ready captivated by the (regressive) “retour a 'ordre”
(which opened further to the authoritarian politics of
the mid-1930s), unconsciously evoked by Corneliu
Michailescu’s definition: “Constructivism: abstract
order with harmony of laws and balanced lines.””’
The integration of all arts, in Integrals view, appeared
as a certain, unavoidable process: “Poetry, music,

2% Tbidem.

7 Ibidem.
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architecture, painting, dance, all of them go integrally
enchained toward a higher, definitive station.”” The
name of the station where integration of all arts, of
all styles and of all subjects occurs was Integralism
itself, which, unsurprisingly, was again assimilated
to progressive ordering — “order synthesis, order
constructive essence, classic, integral. .. Integralism
is in the rhythm of the epoch, Integralism is the style
of the 20" century.””

In the views of the Integralists themselves, at least
during the lifetime of Integral (after the 15th issue, it
ceased to appear in 1928) Integralism was, for short,
precisely that: the compact extract of modernism
characterizing progress in every field at the beginning
of the 20" century. More (or less) than avant-garde, in
its historical sense, Integralism was a manifestation of
the widespread move to attune each element of daily,
artistic, and spiritual life to that modern “rhythm”
evoked by Integrals contributors (not only in the many
references to Jazz, but frequently in a larger sense, of
the Zeitgeist as collective rhythm). In an Inzegral-like
enumeration of the ritualistically employed words
that characterize the integral modern rhythm as it
surfaced in the text published by In#egral, one should
firstly enlist: cubist, constructivist, synthetic, simulta-

% Ibidem.

» Tbidem.
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neous, energy, actual, urban, international, dynamic,
virile, realization, purism, mechanic, proletarian,
sport, pragmatism, spirit, civilization, geometry, re-
search, engineer, industry, instinct, primary. This non-
exclusive list delineates a profile of what Integralism
was supposed to be. However, behind the words
on the list, extracted from the published articles in
Integral, there lies another list of hidden words, never
appearing in those texts, but able to portray Integral-
ism from the opposite side, like the negative of a
(non-digital, analogue) photograph which contains
the photograph too, emerging after developing the
negative into the positive. A short enumeration of the
hidden words appearing through the text published
in Integral must enlist utopian, elitism, exclusivism,
dandyism, machismo, technocracy, instrumentalism,
eugenism, authoritarianism, corporate, extremism.
Such words would later on transpire through the
gestures, deeds and works of the In#egra/ protagonists,
as they next enrolled into fascist Futurism during
the mid-1930s and into clandestine® (and later on
official) Communism starting in the early 1940s. In
those cases the issue of “modernity” and moderniza-
tion was also present, but in a very peculiar, indeed
regressive manner.

30 “At the end of the 1930s M. H. Maxy became a member of
the Communist underground...” TANASE, S.: Avangarda
romaneasca in arbivele Sigurantei (The Romanian Avant-garde
in the Archives of the Secret Police). Iasi 2009, p. 12.



M. H. Maxy: Kubo-konstruktivisticky integralizmus

Resumé

Avantgardny casopis Integral bol zalozeny v Bu-
kuresti v marci 1925 a do aprila 1928 vyslo celkom
15 ¢isel. Hlavnou postavou, ktora stala za jeho
vydavanim, bol M. H. Maxy, avantgardny umelec,
profesor, teoretik umenia a organizator umeleckych
podujati. Dalgimi ¢lenmi redakénej rady boli Pudia,
ktorf sa spolu s Maxym podielali na organizovani
Prvej medzinarodnej vystavy casopisu Contimpora-
nul (Sucasnik). Vystava sa uskutocnila v novembri
— decembri 1924 a mozno ju oznacit’ za prelomovu
udalost’ rumunskej avantgardy, ktora mala pre d’alsi
vyvoj zasadny vyznam.

Stadia analyzuje podmienky vzniku ¢asopisu
Integral na pozadi miestneho, ale aj medzinarodného
vjvoja. Casopis zacal vychadzat’ v ¢ase, ked’ sa ob-
javili prvé prejavy avantgardného umenia, napriklad
na Prvej medzinarodnej vystave (1. Internationale
Kunstaustellung) v Kaufhaus Tietz v Dusseldorfe
(1922), vo Svajciarsku vysla kniha El Lissického
a Hansa Arpa Die Kunstismen 1914 — 1924 (1925)
a v Parizi sa uskutoc¢nila medzinarodnd vystava ume-
leckého priemyslu (april — oktéber 1925). Studia tie?
ukazuje, preco sa musel Infegral posunut’ od jednotia-
cich snah casopisu Continporann/k radikalizmu. Tvrdi
tiez, ze v politickom a umeleckom prostredi danej

doby nemal ¢asopis ind moznost’ nez profilovat’ sa
ako kubo-konstruktivisticky.

Stadia vychadza z predpokladu, Ze integralizmus
nie je produktom casopisu Integral, ale naopak, ze
casopis Integral je vysledkom Maxyho integralizmu
(jasne viditelného v jeho dielach aj teoretickych
stanoviskach), ktorého tribunou sa stal. V rozpore
so sucasnym umeleckohistorickym chapanim vsak
studia tvrdi, Ze Maxy nebol jedinym integralistom
v okruhu casopisu. Integralizmus bol (aspon krat-
kodobo) vyrazne obsiahnuty aj v dielach niektorych
jeho privrzencov, predovietkym v kubo-konstruk-
tivistickej tvorbe Victora Braunera a Corneliu
Michailesca a v teoretickych textoch Iona Calugara
a Mihaila Cosmu.

Stadia predstavuje integralizmus v celej jeho
rozmanitosti, pocinajic ikonografickymi nametmi
a konciac $tylom kraziacim okolo (oneskorené¢ho)
analytického kubizmu s ideovou podporou konstruk-
tivizmu a niekedy dokonca aj dadaizmu.

A nakoniec, triumfalna moderna, ktord tak hajil
Integral, je tu zachytena aj z jej (historicky) tienistej
stranky, ked’ze otvorila cestu autoritirskemu diskurzu
a umeniu socialistického realizmu.
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Latvian Cubism

Dace LAMBERGA

During World War I, a new generation born
around 1890, entered the Latvian art scene, and
they focused their creative work on the exploration
of contemporary trends. The artists generally came
from farming or low-income urban families, hence
they could only dream about studying in Western
Europe. Magazines and reproductions in books were
their sources of new trends, as well as the rare op-
portunity to visit Saint Petersburg exhibitions. One
of the most powerful stimuli in the development of
Latvian Modernism was Jazeps Grosvalds, a modern
thinker with several years of studies spent in private
Paris academies, with his vivid personality and his
balanced, harmonious and contemporary means
of expression. In 1914, he met the young artists
Valdemars Tone, Konrads Ubans, and Aleksandrs
Drevins in Riga, and Grosvalds’” experience as well
as the reproductions from the journal Sozrées de Paris
kindled their passion for the “new art”. World War I
was ravaging Europe, and thus Rigans enthusiastically
supported Grosvalds’ vision: “Now the priority for
all of us is one single idea — to erect the great “castle
of light” for Latvian art and to show what only we
can create. [...] the war forces us to start our cultural
life anew, and it matters not to our people that we
should learn something more — now each work of
art, which forcefully expresses something unique, has
more value than the works executed with maximum
technical skill and abstract subject matter.””!

In 1919 Jekabs Kazaks, Gederts Eliass, Oto
Skulme, Romans Suta, Niklavs Strunke, Valdemars

Laikmets vestulés. Latviesu janno makslinieku sarakste: 1914—1920
(An Era through Letters. The Correspondence of Young
Latvian Artists: 1914-1920). Ed. A. NODIEVA. Riga 2004,
pp. 104-105.
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Tone, and Konrads Ubans founded the Expression-
ist Group. Since they lacked any clear understanding
of Expressionism as such, and since in its essence
this movement was not in accord with their stylistic
direction, at the very beginning of 1920 the “Ex-
pressionists” renamed their union the Riga Artists
Group. The emerging artists used to meet at the
“Sukubs” vegetarian restaurant, run by the mother
of Romans Suta, the walls of which were decorated
in the summer of 1919 with Cubist murals. The
name “Sukubs” consists of the first syllables of two
words “Suprematism” and “Cubism” in the Latvian
language.

In March 1920, the Riga Group of Artists held
its first exhibition, and the opening was attended by
virtually the entire art world of the capital. In the
introduction to the catalogue, the Riga Group of
Artists declared its platform: “The last years have
been a real tragedy for our art, and it seems that also
here we have been moving toward total destruction.
Art has no longer had a place in our society. Great
endurance and self sacrifice has been required by the
artists as they have fought poverty and an indifferent
environment. We are no longer satisfied with a simple
depiction of realistic nature. All our strivings are at
present directed towards revealing the personality. It
is not nature, objective external nature, that we wish
to show in our works now, but our own, individual
nature, our spiritual essence”.” Realism, Pointillism,
influences from Cézanne, Fauvism, Cubism and
individual approaches to formal synthesis — all this

2 Rigas makslinicku grupas izstade (The exbibition of the Riga
Artists Group). Riga 1920.



1. Jekabs Kazaks (1895 — 1920)
Portrait of Julis Sprogis. 1920. Oil on canvas. 61,3x52. LNM.A
(Latvian National Museum of Art)

was seen in the works of the young artists. The first
exhibition by the Riga Group of Artists was a radical
turning point in the search for means of expression
in Latvian painting, the historic testimony to the
beginning of a process of changing values.

Of the Classical Modernism movements, it was
Cubism that had the most evident and wide-ranging
influence on Latvian early 20th century painting, In
1921, painter Uga Skulme promoted the idea that
“...1f we wish to experience a school of painting, if
we wish to establish an independent school, if we
cherish tradition, then we should join those vital de-
velopments led by Picasso, since in Western Europe
his genius is generally recognized, and, thinking logi-
cally, we too should bow our heads to him.”” Romans
Suta, an active modern art advocate declared, that:
“We, the young think that it’s about time for us to

* SKULME, U.: Nacionala maksla un glezniecibas cel§ (Na-
tional Art and The Way of Painting). In: Lawijas Veéstnesis,
March 5, 1921.
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2. Ludolfs Liberts (1895 — 1959)
Walls. 1922. Oil on canvas. 53x58,5. .NMA

show that we can if we wish to solve our cultural
problems, with awakened and increased activity, we
have to demonstrate what our attitudes are towards
the era and that here we stop naturally at the French,
because their forms are strongly grounded in the
evolution of art principles and these principles have
crystallized so far, that they have been noticed and
taken over today by every nation.”*

Classical Cubism is considered to last from 1907
up to 1921, but in Latvia the earliest examples of
Cubism appear much later than in Western Europe
—only around 1918, when the first attempts at shape
geometrization appeared in the works of Romans
Suta, Valdemars Tone and Oto Skulme. In other
European countries, familiarity with Cubism was
more readily obtainable, by living in Paris and study-
ing under the direct tuition of French artists. But
Cubism reached the minds of Latvians only during
the time of the First World War. Unfortunately, the
war also brought long isolation from developments
in Western Europe, so young artists gained their
initial acquaintance with modern painting only from
reproductions in journals. They were more closely
informed about the essence of Cubism by Jazeps

* SUTA, R.: Ap neatkarigo makslu (On the Subject of Inde-
pendent Art). In: Latwijas Kareivis, April 21, 1921.
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3. Oto Skulme (1889 — 1967)

Portrait of Karlis Straubergs. 1920. Oil on canvas and cardboard. 64x:53.
Collection of Guntis Belévics

Grosvalds, since for about 2 month in 1913 he had
attended the Cubist academy [a Palette in Paris. The
Latvians saw their first real examples of this current
movement — Pablo Picasso, Andre Derain - only in
the war years in the private galleries of two truly
wide-ranging Moscow collectors, Sergej Shchukin
and Ivan Morozov. The young artists had quite vary-
ing attitudes towards Cubist phenomena. For exam-
ple, one of the leading Latvian modernists Jékabs
Kazaks found its exact principles not acceptable
in full, concluding that “The days of Cubism and
some of the other currents that have followed are
numbered, and only the ideas that they have brought,
the route they have showed everyone, have remained
and will take us to the new art”.> From 1918 onwards,
however, the majority of the remaining members of
the Riga Artists Group attempted to express their

> SKULME, U.: Jekaba Kazaka pieminai (Remembering Jékabs
Kazaks). In: Latvijas Véstnesis, December 1, 1921.
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4. Uga Skulme (1895 — 1963)

Small Village Jekabmiests. 1921. Oil on canvas. 92x74. Private
collection.

creative ideas through the geometricized shapes
of Cubism. However, this movement existed in
Latvian painting for only a short period, due to its
late advent. Nevertheless, the characteristic Cubist
geometrization of forms and this movement’s means
of expression played a vivid role in the history of
Latvian art. This meant not only a break with the
traditional stereotypes of thinking, but at the same
time intensified the study and re-evaluation specifi-
cally of painting, of its means of expression: formal
synthesis, rhythms, and the value of line, colour
relations and contrasts.

The time until the end of 1922 is considered the
initial period of Cubism in Latvian painting, This was
a period of theoretical orientation and the develop-
ment of germinal approaches to form, the young
artists mainly utilizing an irregular stock of creative
impressions obtained from reproductions in journals
and from visits to Moscow exhibitions and galleries.
After several members of the Riga Group of Art-



ists travelled to Paris in late 1922 and 1923, many of
them showed a heightened interest in examples of
the final, synthetic, phase of Cubism. Thus, stylistic
approaches changed, and because of these fresh
impressions, painting as a whole acquired the mono-
lithic forms, laconism and greater colourfulness
characteristic of this phase. In the initial stage, the
most consistent exponents of Latvian Cubism were
Oto Skulme, Valdemars Tone, Romans Suta, Janis
Liepins, Aleksandra Belcova and Ludolfs Liberts.
Uga Skulme has mentioned that the first Cubist work
shown in Latvian art exhibitions in Riga was painted
by his brother Oto Skulme. Altogether, his composi-
tions reveal balanced arrangements of ornamentally
geometrized elements, where virtually abstract fields
alternate with somewhat more representational ob-
jects. Certainly, Valdemars Tone, Romans Suta and
Oto Skulme turned to geometrization of form at
approximately the same time — it is only that Skulme
was the first to display his approach publicly.

When in 1921 the Republic of Latvia was recog-
nized de iure, the artists’ dream to travel to Western
Europe was realized. From 1922 onward many of
the Riga Artists Group members headed for Paris
on Culture Foundation of Latvia grants, there to
study the collections at the Louvre and to attend
exhibitions. The Rosenberg Galleries, owned by
baron brothers, with the choicest works of the best-
known representatives of Cubism were particularly
esteemed. At Paul Rosenberg’s the Latvians were
passionately enthusiastic about Picasso’s newest in-
novations, but at Léonce Rosenberg’s gallery, about
Georges Braque, Charles-Edouard Jeanneret (Le
Courbusier) and Amédée Ozenfant. After the death
of Jazeps Grosvalds, Romans Suta continued the
contact with French artists. In 1921 and 1924 Suta’s
articles were published in the Purist journal I.’Esprit
Nouvean about the latest in Latvian art as represented
by the Riga Artists Group.®

The creative and impression-rich visit to Paris
influenced the second Riga Artists Group exhibition
in 1923, which turned out to be decidedly Cubist,
and for its time, innovative avant-garde. But it did
not get a positive reaction from critics, and unpro-

¢ SUTA, R.: I’Art en Lettonie: La Jeune Ecole de Peinture.
In: I’Esprit Nouvean, 1921, No. 10, pp. 1165-1171; Lettonie.
L Esprit Nonvean, 1924, No. 24.

5. Niklavs Strunke (1894 — 1966)
At the Table. 1923. Oil on canvas. 86x71. I.NMM

fessional accusations appeared in the press, stating
that the exhibition was modelled conspicuously on
a “Paris pattern” and the art was reminiscent of a
bad copy of the “Rosenberg salon”. It is doubtful
that the critics had even seen a “Rosenberg salon”
exhibition, because they had not even noted that
there were two galleries. Some of Suta’s paintings
testify to the fact that he is one of the Latvians who
tried to master the laconic expression style of the
Purists and therefore the critics reproached him for
flatly and purely copying Le Corbusier. The French
painter disclaimed it the answer to Suta’s letter:
“You and I, we both painted bottles and glasses but
completely differently”.’

Romans Suta was criticized for having announced
that the Riga Artists Group wanted to create a new

" Le CORBUSIER, letter of February 12, 1924. Document
nos. R3 04450001 and 002, Fondation Le Corbusier, Patis.
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6. Niklavs Struntke

Construction of Head (Portrait of Ivo Pannaggi). 1924. Oil on canvas.
34x32. .NMM

national Latvian art and that this had been “truly
a brave step taken by our seckers of recognition
for a free and creative art, having discontinued the
Russian academic art traditions. But if the group’s
members continue to slavishly mimic French exam-
ples, then there won’t be any talk of a national art”
The question arose: “Would it not be better to look
more deeply into the ancient spiritual and daily life
of Latvians?””® Suta responded that even if artists
wanted to slavishly copy the French, they could
not do it. Besides he considered that “there isn’t a
nation on this earth that has created a national style
from ornament. We ourselves, firstly as persons,
secondly as artists, are a part of the nation’s psyche.
An artificially created style is a stylization, while a
style develops from personality”.” The powerful
influence of French Cubism cannot be denied, but

¢ DOMBROVSKIS, J.: Rigas makslinicku grupas izstade (Riga
Artists Group Exhibition). In : Latwjjas Veéstnesis, 1923, De-
cember 6.

? SUTA, R.: Par kadu kritiku (Regarding a Critique). In: Lazvijas
Vestnesis, 1921, January 22.
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Latvians managed to create a local version, which
stylistically was a unification of the synthetic stage of
basic principles, but each artist found an adequately
individual interpretation.

In any case, even if an artist could only stay for
a few months in Paris, it fundamentally changed his
or her creative work explorations. “It seems that the
apathy ascribed by foreigners to Latvians has died,
and we can surely bank on the hope that our explor-
ing artists will not stop mid-stream on the way to
developing an absolute form and that they will be
able to get directly at the heart and finally at the end at
what is real in their work, which we can then feel with
all the senses of our organism. The path by which
all of this is to be achieved, has already been set by
triply commensurate Picasso’s immeasurable genius,
and, in order to flee from misfortune in the field of
art of our era — individualism, thus the individual’s
separate self must be curbed, in order to create tradi-
tions, a school, without which it is impossible right
now either to forge ahead along all fronts in the art
field, or to develop a unique art for any nation. It
is the only way, because Picasso’s influence in every
country, and now in every artist, has appeared to a
greater or lesser degree and his authority has not
yet been overshadowed by any one else,”!" wrote
Uga Skulme. According to Skulme: “Picasso is so
changeable, so versatile, that it is hard to follow his
witty imagination. No one today is able to construct
a painting like Picasso. The colour contrasts in his
work are reserved, the forms divinely balanced. The
artist convinces with his painting to such a degree
that we are ready to believe in him more than in
objective nature”."!

In contrast to the milieu of its native France, in
its Latvian variant Cubism lacked several important
preconditions. In the first place, there was an absence
of outstanding creative leaders such as Georges
Braque and Pablo Picasso, and the movement en-
tered Latvian painting as a mature, internationally
popular and modern phenomenon, as a conscious

10 SKULME, U.: Divas makslas izstades (Two Art Exhibitions).
In: ibidem.

" SKULME, U.: Véstules no Parizes. Picasso (Letters from
Paris. Picasso). In: Latvijas Véstnesis Supplement, 1923, No. 2,

p-7.



7. Romans Suta (1896 — 1944)
Still life with Pipe. 1923. Oil on canvas. 60x51. LNMM

opposition to the ruling conservative Academism.
Secondly, the Latvians, without considering the three
basic phases of the movement’s development, per-
ceived Cubism as a finished and united whole. The
spectrum from insignificant simplification of forms
up to compositions constructed almost abstractly
cannot be deemed simply a diversity of forms,
but rather is connected with each particular artist’s
understanding of the style, or lack of understand-
ing. Thirdly, in contrast to the French, there was an
absence of developed figural works, and the move-
ment was mainly expressed through the genres of
still life, landscape and portrait. Fourthly, the more
extensive spread of Cubism in Latvia was hindered
not only by society’s unpreparedness for it, but also
by the lack of patronage of the arts.

A significant feature of Latvian Cubism is that
many young artists reached this movement not as the
result of a prolonged search for form and means of
expression, but rather actually began their creative
work with geometrization. But their work is on a
professionally high level, and at the present day it has
come to represent one of the most vivid episodes in

8. Romans Suta
Still life with Triangle. 1924. Oil on canvas. 68x 62,5. LNMM

Latvian art history. As in French Cubism, the works
by Latvian artists —and not only the still lifes — made
use mainly of bottles and musical instruments, which
the Latvians had a greater respect for and have not
particularly attempted to distort their traditional
form. The letters favoured by the Cubists also appeat,
placed in a manner similar to ornamental signs, as
well as textures imitating wood and other materials.
The favoured palette of the French Cubists consisted
of black, grey, green and earth tones, while Latvian
painters did not avoid a diversity of colour.

In 1923 Niklavs Strunke was living in Berlin, and
wrote to the newspaper Latvijas Véstnesis (Latvia’s
Herald), reporting on trends in art, artists and new
exhibitions: for example, Hungarian Constructiv-
ism, Louis Marcoussis painting under glass, and in
particular raving about Georges Braque and other
French artists at the Flechtheim Gallery, mentioning
that they were especially fascinating as a contrast to
the reigning German Expressionism. Proof that the
art of the era was being taken particularly seriously
is found in Niklavs Strunke’s very enthusiastic an-
nouncement in 1923 from Betlin, that a Latvian art

151



9. Erasts Sveics (1895 — 1992)
Woman with Jug. 1923. Oil on wood. 71x50. LNMM

magazine would be issued there: “I have the courage
to say that Laikmets (The Era) will have immense
significance in Latvia and that, with it, Latvian art-
ists will achieve closer collaboration with their col-
leagues in Europe”."” The sculptor Karlis Zale was
motivated to publish Iazkwmzets by the magazine Beujp
(The Object) published by the Russian writer Ilya
Ehrenburg and the representative of Constructivism
El Lissitzky. Articles by Western European critics
and reproductions of artists’ work were included
in Laikmets. But only four issues were published

12 PALMENU, Klavs [pen name for Niklavs Strunke]: Laik-
mets (The Era). In: Latvijas Vestnesis Supplement, 1923, No. 6,
p. 47.

Y LAMBERGA, D.: Klasiskais modernisms. Latviesn gleznieciba
20.gadsimta sakuma. Riga 2004; Le modernisme classique: La
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10. Valdemars Tone (1892 — 1958)
Two Women. 1920. Oil on canvas. 147x106. [.NMM

because broad interest did not materialize in Latvia.
Supposedly the drawback in the articles was their
ponderous language difficult to understand for a
broader reader base.

In the end of 1990s when I started to write my
book Classical Modernism: Early 20th Century Latvian
Painting” the bibliography of Cubism painting was
rather incomplete and fragmented. 60 Jahre lettischer
Kunst'*, a book by Romans Suta published in 1923,
provides a synoptic description of the artists” work
but contains no analysis of the stylistic influences and

peinture lettone an début dn XXeme siecle. Riga 2005; Klassikaline
modernism. 1ati maalifunst 20. sajandi algnses. Tallinn 2010.

" SUTA, R.: 60 Jabre Lettischer Kunst. Leipzig 1923.



analogies. Latyju mafksla by Janis Dombrovskis' also
lacks any wider analysis and more generalized conclu-
sions. Various information on Latvian art events and
exhibitions as well as on artists and their works has
been taken from press publications from the 1920s;
the most notable of these periodicals are Taurétas,
Latvijas Kareivis, Latvijas 1/ éstnesis and newspapers, as
well as Laikmets, Lnstréts Zurnals and others maga-
zines. In the period following the Second World War,
the most extensive review of the Classical Modernist
tendencies of the early 20™ century is provided by
USA-based Janis Silins in his book Latvijas maksla:
1915 — 1940 (Latvian Art: 1915 — 1940)."° He both
analyses the work of some artists in particular and
provides more general introductory articles. In the art
history of Soviet Latvia, in turn, until the early 1980s
the importance of the phenomenon of Modernism
was played down due to ideological restrictions, and
almost no research was carried out on this subject.
The only exception was the book by Tatjana Suta
“Romans Suta”'” about her father.

The first modern-day publication to take a closer
look at the history of Latvian Classical Modernism
was the catalogue of the 1990 Unerwartete Begegnung.
Lettische Avantgarde: 1910 — 1935" exhibition in West
Berlin. The materials comprised in the catalogue were

» DOMBROVSKIS, J.: Latyn miksla (Latvian Art). Riga
1925.

16 STLINS, J.: Latvijas miksla: 19151940 (Latvian Art). Stock-
holm 1988.

7 SUTA, T.: Romans Suta. Riga 1975.

8 Unerwartete Begegnung: Lettische Avantgarde 1914—1935. Koln
1990.

Y MANSBACH, S. A.: Modern Art in Eastern Enrope: From Baltic
to the Balkans, ca. 1890—1939. Cambridge 1999.

0 Ouwdintat mite: Estnisk och lettisk modernism frin mellankrigstiden.

Ed. L. FOGELSTROM — E. HAITTO — F. LALANDER.

Stockholm 1993.

' Kubisms Latvijas mafksla (Cubism in Latvian Art). Catalogue.
Ed. D. LAMBERGA. Riga 2002.

2 BRASLINA, A.: Latvian Modernists in Betlin in the Early
1920s: Impulses and Resonance. In: Centropa: A Journal
of Central Enrgpean Architecture and Related Arts, 2012, Vol.

later referenced in American art historian Stephen
Mansbach’s monograph Modern Art in Eastern Enrgpe:
From Baltic to the Balkans, ca. 1890 — 1939," published
by Cambridge University Press in 1998. Mansbach’s
research is the first significant work published abroad
and in English to offer a more detailed analysis of our
modernist trends and the main characteristics of the
work of leading artists. After West Berlin the next step
was the catalogue of the exhibition of Estonian and
Latvian Modernism curated by Swedish art historian
Folke Lalander in 1993 in Stockholm.” In 1998 the
Latvian National Art Museum at last published the
catalogue Cubism in Latvian Arf'. The research of the
art historians Aija Braslina® and Natalja Jevsejeva®
has also enlarged the history of Latvian Cubism.
Serge Fauchereau has written about Romans Su-
ta’s connections with Purism in his book ,,I_e¢ cubisnze.
Une révolution esthétique sa naissance et son rayonnement” **
French art historian Gladys Fabre in the research
“Baltic and Scandinavian Art — Searching for Modern
Synthesis and ldentity” (catalogue “Modern Art in
Northern Europe 1918 — 1931: Electromagnetic”)
published new information about Latvian art dis-
covered in the Fundation Le Cotbusier in Patis® and
about the exhibition “L’Art d’Aujourd’hus” in 1925
in Paris.” Gladys Fabre concluded that ,,During the

12, No. 3, pp. 286-303; Latvian Modernists in Berlin and
Rome in the 1920s: Encounters with secondo fututismo. In:
International Yearbook of Futurism Studies. Nol. 1: Special Issue:
Futurism in Eastern and Central Enrgpe. Ed. G. BERGHAUS.
Berlin — Boston 2011, pp. 231-261.
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ne 20-x ropos XX Beka. In: Bronnemenwv myses Mapka Illazana.
Boin. 21. Butebek 2013, pp. 107-111; McKyccTBO 1 CyAbObI.
Poman Cyra n Anexcanppa benmbrosa. In: Tpemvaxosckas
eanepes 2011, No. 4, pp. 78-89; TsopyectBo Pomana CyTbl
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Iazana. Bein. 16-17. Bute6ck 2009, pp. 46-50.
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FAUCHEREAU, S.: Le cubisme. Une révolution esthétigue sa
naissance et son rayonnement. Paris 2012,

» FABRE, G.: Baltic and Scandinavian Art — Searching for Mo-
dern Synthesis and Identity. In: Modern Art in Northern Enrgpe
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Ibidem, p. 45. The eccentric Polish artist Viktor Poznanski
organized the international exhibition “LArz d’Aujonrd hui”
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twenties, the profusion of foreign aesthetics incited
the artists of Northern Europe to take some critical
distance just as they were simultaneously attracted by
rich new aesthetic possibilities. [..] The true originality

of the Northern spirit resides, to my mind, in these
syntheses, in the specific routes each artist took to

surpass ,,isms”.%’

Loty$sky kubizmus

Resumé

Pocas prvej svetovej vojny vstupila na lotysska
umelecku scénu nova generacia umelcov narodenych
okolo roku 1890. Ich tvorba bola ovplyvnena skiuma-
nim aktualnych umeleckych trendov. V marci 1920
sa konala prva vystava Rizskej skupiny umelcov, na
ktorej otvoreni sa zucastnili vSetci, ¢o v umeleckom
svete hlavného mesta nieco znamenali. Skupina de-
klarovala svoje stanovisko v uvode katalogu vystavy:
,,Jednoduché zobrazenie reality nas uz viac neuspo-
kojuje. Vsetko nase usilie dnes smeruje k odhaleniu
osobnosti. Uz to nie je priroda, objektivna vonkajsia
realita, o chceme ukizat’ v nasich dielach, ale nasa
vlastna povaha, nasa duchovna podstata.”” Vystava
Rizskej skupiny umelcov bola zasadnym medznikom
v hFadani vyrazovych prostriedkov v lotysskej mal-
be, historickym svedectvom zacinajicej sa zmeny
hodnot.

7. umeleckych hnuti klasickej moderny to bol
vplyv na lotysskd mal’bu raného 20. storocia. Klasic-
ky kubizmus je ohranic¢eny rokmi 1907 az 1921, ale
najranejsie priklady kubizmu v Lotyssku sa objavili
ovela neskor ako v zapadnej Eurépe, az okolo roku
1918. Pre umelcov z inych eurépskych krajin bolo
ovela jednoduchsie oboznamit’ sa s kubizmom, na-
priklad pocas pobytov v Parizi, kde mali moznost’
studovat’ priamo u francizskych maliarov. Do po-
vedomia LotySov kubizmus prenikol az pocas prve;j

in Paris and invited the Latvian artists Aleksandra Belcova,
Romans Suta, and Erasts Sveics to participate.

154

svetovej vojny. Bohuzial', vojna so sebou priniesla
aj dlhodobu izolaciu od vyvoja v zapadnej Eurdpe,
takze mladi umelci sa s vydobytkami moderného
umenia zoznamovali len prostrednictvom reproduk-
cif v ¢asopisoch. Lotysi mali moznost’ na vlastné oci
vidiet’ priklady tohto aktualneho umeleckého hnutia
v sukromnych galériach dvoch moskovskych zbera-
telov so skutoc¢ne sirokym zaberom, Sergeja Scukina
a Ivana Morozova.

Obdobie do roku 1922 sa povazuje za pociatocné
obdobie kubizmu v loty$skej mal’be. V tomto pocia-
tocnom s$tadiu boli najdoslednejsimi predstavitelmi
lotysského kubizmu Oto Skulme, Valdemars Tone,
Romans Suta, Janis Liepins, Aleksandra Belcova
a Ludolfs Liberts. Ked” bola v roku 1921 de iure
uznana Lotysskad republika, umelcom sa splnil dav-
ny sen a mohli vycestovat’ do zapadnej Eurépy. Po
roku 1922 sa vd’aka grantom Lotysskej kultarne;
nadacie vydali do Pariza viaceri clenovia Rizske;
skupiny umelcov, aby si tam prezreli zbierky v Louvri
a navstivili aktualne vystavy. Obrovskému zaujmu
sa tesili galérie bratov Rosenbergovcov, ktoré po-
nuakali siroky vyber kubistického umenia. V' galérii
Paula Rosenberga sa Lotysi nadchynali najnovsimi
dielami Pabla Picassa, kym v galérii I.éonceho Ro-
senberga obdivovali diela umelcov ako Georges
Braque, Charles-Edouard Jeanneret (I.e Courbusier)
a Amédée Ozenfant. V rokoch 1921 a 1924 casopis

?7 Ibidem, p. 52.



L Esprit Nouvean uverejnil Sutove clanky o aktudlnom
loty§skom ument, ktorého predstavitel'om je Rizska
skupina umelcov.'

Tvorivé pobyty v Parizi nabité dojmami mali
vyrazny vplyv na druhu vystavu Rizskej skupiny
umelcov v roku 1923, z ktorej sa vykl'ula zretelne
kubisticka a avantgardna vystava. Nestretla sa vSak
s pozitivhym ohlasom kritiky a v tlaci sa objavili
ni¢im nepodlozené obvinenia, ze bola zorganizo-
vana podla ,,parizskeho vzoru® a jednotlivé diela
st len zlou a nevydarenou képiou ,,Rosenbergovho
salonu®. Je otazne, ¢i tito kritici niekedy vobec videli
vystavu ,,Rosenbergovho salonu”, ked’Ze si ani ne-
vsimli, ze existuju dve galérie tohto mena. Viaceré
Sutove mal’by nasvedcuju, Ze sa snazil o dosiahnutie
lakonického vyrazu puristov, ale kritici mu vycitali,
ze kopiruje Le Corbusiera. Francizky maliar toto
tvrdenie vo svojom liste kategoricky odmietol, ked’
Sutovi napisal: ,,Obidvaja mal'ujeme fl'ase a pohare,
ale uplne inak.”

Silny vplyv franctzskeho kubizmu je nepopie-
ratelny, ale LotySom sa podarilo vytvorit’ si vlastnd
lokalnu verziu. Z hladiska $tylu islo o zlacenie
zakladnych principov syntetického kubizmu, ktoré
vsak kazdy umelec interpretoval po svojom. Kaz-
dopadne, aj ked’ umelci mohli zostat’ v Parizi len
niekolko mesiacov, tento pobyt zasadne zmenil ich
tvorivé badanie. ,,Zda sa, ze apatia, ktord cudzinci
pripisuji LotySom, zmizla, a my mozeme dufat’, ze
nasi umelci nezastant v hl'adani absolatnej formy
na polceste a ze budu schopni preniknit’ priamo
k podstate a nakoniec k tomu, co je v ich dielach
skuto¢né, ¢o ucitime vSetkymi nasimi zmyslami.
Cestu, ktorou sa toto vSetko da dosiahnut’, uz vyty-
cil Picassov nezmerny génius a aby sme unikli pred
nest’astim umenia nasej doby — individualizmom,
umelci musia potlacit’ svoje ja s ciefom vytvorit’
tradiciu, skolu, bez ktorej je momentalne nemozné
nielen postupovat’ dopredu na vsetkych frontoch, ale

! SUTA, R.: L’Art en Lettonie: La Jeune Ecole de Peinture.
In : I’Esprit Nowveaun, 1921, ¢. 10, s. 1165-1171; SUTA, R.:
Lettonie. In: I.’Esprit Nouvean, 1924, ¢. 24.

tiez vytvorit’ jedine¢né umenie. Je to jediny sposob,
pretoze Picasso ovplyvnil, ¢i uz viac, alebo menej,
kazdého a doteraz sa nenasiel nikto, kto by ho zatie-
nil,*® napisal Uga Skulme.

Na rozdiel od Francizska, lotysskej verzii ku-
bizmu chybalo niekolko délezitych predpokladov.
Predovsetkym mu chybali vyznamné vedice osob-
nosti, akymi boli Georges Braque a Pablo Picasso,
a hnutie preniklo na loty$ski umelecku scénu ako
vyzrety, medzinarodne obl'ibeny a moderny jav,
ako umyselna opozicia proti prevladajucemu kon-
zervativhemu akademizmu. Po druhé, Lotysi bez
ohladu na tri zakladné vyvojové etapy hnutia vnimali
kubizmus ako dokonceny a jednotny celok. Skélu
od zanedbatelného zjednodusenia tvarov az po
takmer abstraktné kompozicie nemozno jednodu-
cho povazovat’ za rozmanitost’ foriem, ale skor ide
o individualne chapanie nového umeleckého smeru,
resp. o jeho nepochopenie. Po tretie, na rozdiel od
Francuzska tu chybali vyzreté figuralne diela, umelci
sa sustred’ovali na zatisia, krajinomal’by a portréty.
A po stvrté, vyraznejsiemu rozsireniu kubizmu v Lo-
tyssku branila nielen nepripravenost’ spolocnosti, ale
aj nedostatok mecenasov umenia.

Charakteristickym znakom loty$ského kubizmu je
skuto¢nost’, ze pre mnohych mladych umelcov nebol
vysledkom dlhodobého hl'adania formy a vyrazovych
prostriedkov, ale geometrizacia pre nich bola skor
vychodiskom. Ich tvorba je vsak na vysokej profe-
sionalnej urovni a v sticasnosti predstavuje jednu
z nazivsich epizéd v dejinach loty$ského umenia.
Diela lotysskych umelcov — a nielen zatisia ako v pri-
pade francuzskeho kubizmu, vyuzivali najma flase
a hudobné nastroje, ktorych tvar vsak neskreslovali.
Objavuju sa tiez pismena v podobe ornamentov; ako
aj textury imitujice drevo a iné materialy. Obl'ibena
paleta francuzskych kubistov pozostavala z ciernej,
sivej, zelenej a zemitych ténov, kym lotysski maliari
sa nevyhybali rozmanitej farebnej skale.

> Le CORBUSIER, list z 12. februdra 1924. Dokumenty ¢. R3
04450001 a 002, Fondation Le Corbusier, PariZ.

* SKULME, U.: Divas makslas izstades (Dve vystavy umenia).
In: Latvijas 1 éstnesis, 22. 1. 1921.
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In the Shadow of the Official Discourse:
Towards a Revision of the History and Theory
of the Polish Idiom of Cubism

Lidia GRUCHOWSKA

Cubism “away from the centre”
and the case of Poland

In the last twenty years or more attempts to
decentre the geography of the avant-garde' have
gradually changed the perception of art history,
recovering or demonstrating several “peripheral” aes-
thetic phenomena “outside the canon” of Western
cultural historiography. This process dates back to
the monumental exhibition Exropa Europa in Bonn
in 1992 and its related monumental publication,?
which found its further culminations in the context
of important conferences and anthologies such
as: Borders in Art. Revisiting Kunstgeographie and Eun-
ropal Enropa? (2008/2009).> The latter publication

' Comp. Decentring the Avant-Garde. Bds. P. BACKSTROM — B.
HJARTARSON. Amsterdam — New York 2014.

> Europa, Europa. Das Jabrbundert der Avantgarde in Mittel- und
Ostenrgpa. Eds. R. STANISLAWSKI — Ch. BROCKHAUS.
Bonn 1992.

> MURAWSKA-MUTHESIUS, K.: Borders in Art. Revisiting
Kunstgeographie. Warsaw 2000; Europa! Eurgpa? The Avant-Garde,
Modernism and the Fate of a Continent. Eds. S. BRU — J. BAE-
TENS — B. HJARTARSON et al. Berlin — New York 2009.

* PIOTROWSKI, P: Toward a Horizontal History of the Euro-
pean Avant-Garde. In: BRU - BAETENS — HJARTARSON
2009 (see in note 3), pp. 49-58.

> LAHODA, V.: The Canon of Cubism and the Case of Vin-

cenc Kramar. On the Place of Czech Cubism in the History of
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launched the concept of a “horizontal art history”
developed by Piotr Piotrowski, who identified the
interconnections between the “peripheries” and not
only between the “centres” or the “peripheries” via
the “centres”, as well as contributing to a new vi-
sion of the dispersion and development of certain
stylistic or ideological movements, like Cubism. Of
particular relevance for the latter are the ideas of
Vojtéch Lahoda concerning, first of all, the concept
of the “emulation” of “Western” languages of artin
their “peripheral” idioms in the ‘other Europe™, and
secondly enhancing the role of private collections in
the popularization of Cubism in Eastern Europe.®
These methodological impulses have resulted in
further publications and exhibitions, rediscovering

Modern Art. In: Transnationality, Internationalism and Nationhood.
Eunrgpean Avant-Garde in the First Half of the Twentieth Century.
Eds. H. VAN DEN BERG — L. GLUCHOWSKA. Leuven
— Paris — Walpole, MA 2013, pp. 131-145, esp. 132-135. The
term “emulation” itself was used by Lahoda in his keynote
lecture “Affinity, Emulation or Adaption? ‘Cubism Remake’
on the Eastern Orbit” at the conference Historizing the Avant-
-Garde at the University of Copenhagen, Nov. 18-22, 2009.
Commented in: GLUCHOWSKA, L..: The ,,New World” of
the Avant-Garde and the ,,New States” in Central Europe.
Perspectives of a Postnational and Postcolonial New Art
History. Postface. In: VAN DEN BERG — GLUCHOWSKA
2013 (see in note 5), pp. 183-212, esp. 197-199.

¢ LAHODA, V.: Migration of Images. Private Collections of
Modernism and Avant-Garde and the Search for Cubism in
Eastern Europe. In: BACKSTROM — HJARTARSON 2014
(see in note 1), pp. 187-196.



among other things the Northern European and
Scandinavian abbreviations of Cubism as well as its
later purist or decorative versions.” Meanwhile at the
Stockholm Conference The Enropean artistic avant-garde
¢. 1910 = 30: formations, networks and trans-national strate-
gies (2012)° the research project “Cubizations” — Re-1/7-
sions of Cubism “ont of the Centre”. Aesthetics, Functions
and Political Connotations has started and continues at
the Academy of Sciences of the Czech Republic in
Prague. It is going to be summarized in an anthol-
ogy, also presenting, for example, the Portuguese,
Spanish and Croatian reception of Cubism.” All
these scholarly initiatives have created a context for
research into the revision of the history and theory
of the Polish idiom of Cubism, whose initial phase
is presented in this study.

“Untouched by Cubism”.
The hidden history of Polish Cubism and
the search for its reconstruction

In one of the newest of his aforementioned
studies in the volume on the Decentring of the
Avant-Garde, Vojtéch Lahoda states:

“At first glance, Polish modernist art seems practi-
cally untouched by Cubism. However, some of the
members of the Formisci (Formists) group were
greatly indebted to Cubism, namely Zbigniew and An-
drzej Pronaszko, Kazimierz Tomorowicz and Romuald
K. Witkowski. His Landscape from 1917 shows |[...]
good knowledge of Picasso’s famous painting Cor-
tages and Trees (1908) from Shchukin’s Collection.

Vytautas Kairiukstis is a complex case, a Lithua-
nian, who studied painting in Moscow and therefore
was familiar with the Russian avant-garde and Cubo-

E.g. BRASLINA, A.: Latvian Modernism in Berlin in the
Early 1920s: Impulses and Resonance. In: Centropa. A jonrnal
of central European Architecture and Related Arts, 12, 2012, No.
3, pp. 286-303; Geometriline Inimene. Eesti Kunstnikkude Riibm ja
1920.-1930. Aastate Kunstinnendus/ Geometrical Man. The Group
of Estonian Artists and Art Innovation in the 19205 and 1930s.
Ed. L. PAHLAPUU. Tallin 2012; Electromagnetic. Modern Art in
Northern Eurgpe 1918-1939. Eds. G. C. FABRE —'T. HANSEN
— G. EMORLAND. Ostfildern 2013.

Conference at the S6dertérn University, Sept., 11-13, 2013,
organized by Annika Ohrner, David Cottington and Lidia
Gluchowska.

Futurism, and who was a2 member of the Polish
avant-garde groups Blok and Praesens. In the early
1920s, he painted a series of Cubist compositions in
Vilnius, which were ‘more avant-garde than anything
then being painted in Lithuania [...]". His Oeuvre is
discussed in connection with both the Russian avant-
garde and Polish and Lithuanian Art.”"

To Polish scholars familiar with this period of
art, Lahoda’s vision as indicated in the following
sentence: “Polish modernist art seems practically
untouched by Cubism” must seem astonishing,
as the image of “Polish Cubism” is in fact quite
rich and complex. However, there are two reasons
that justify opinions such as the one quoted above.
The first of them is that a systematic overview of
the development of this movement in Poland is,
paradoxically, still lacking. And the second is the
lack of a grounded, up-to-date study on the Polish
art of the interwar period in English or any other
international language. This has created a situation,
in which, several and various local traces of the exis-
tence of Cubism in the artistic praxis and theoretical
discourse of that time still remain too little known
in transnational research. It is also reflected in the
statement by Serge Faucherau: “As Russia and the
Czech Lands were already interested in Cubism, Po-
land was quite distanced from this, even if —because
of its proximity to Germany, it was well-connected
to Paris”.!! Faucherau mentions on the one hand,
that the Pole August Zamoyski, like, for example,
the Swede Gan or the Brazilian Anita Malfatti dis-
covered Cubism in Berlin and in the Munich circle
of Der Blaue Reiter. On the other hand, he registers,
that in one of the Cracowian reports on Cubism, in
the magazine “Czas” (Time), it was described as an

? Project initiated and led by Lidia Gluchowska and Vojtéch
Lahoda, to be continued e.g. during the conference Nationalisn
and Cosmopolitanism in Avant-Garde and Modernism: The Impact
of WWI, Nov. 27-29, 2014, Institute of Art History of the
Academy of Sciences of the Czech Republic, Prague.

" LAHODA 2014 (see in note 6), pp. 192-193; MANSBACH, S.
A.: Modern Art in Eastern Enrope. From the Baltic to the Balkans.
Cambridge 1999, p. 199.

T FAUCHERAU, S.: Die Formen des Kubismus. In: STA-

NISEAWSKI — BROCKHAUS 1992 (see in note 2), vol. 1,
pp. 104-107, esp. 106.
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1. Louis Marcoussis alias Ludwik Markus: Still life, three color litho-

graphy, study for a painting on glass. Earlier Collection Waléry, Paris.
Der Sturm, 12, 1921/1922, no. 3, p. 53.

‘_4;. 15_':.‘-

“enemy of the state”. Among the representatives of
a “successful combination of Cubist, futurist and
expressionist elements” he mentions only the most
well-known of them, the Cracowian artists Tytus
Czyzewski, Leon Chwistek, Zbigniew Pronaszko
and others Formists,” and claims, that apart from
Louis Marcoussis (Ludwik Markus — remark LG)",
who lived in France for a long time (comp. fig. 1),
the forgotten Xawery Dunikowski was the only real
Polish Cubist. He especially describes as Cubist such
works by Dunikowski as The Tonmbstone of Bolestaw 11
the Brave (1917, fig. 2) and his Se/fportrait (1916/17),
which has polychromy similar to that of Archipenko,
whose work he surely saw in Paris.

In fact, Dunikowski was only one of the followers
of Cubist (often called Expressionist) sculpture in
Poland. At least the same attention should be given
to the aforementioned August Zamoyski (comp.
fig. 3)."* Other fields of the visual arts, like graphic

2 POLLAKOWNA, J.: Formisei. Wroctaw — Warsaw — Cracow
— Gdansk 1972; POLLAKOWNA, J.: W przedpolu formi-
zmu. Polska krytyka artystyczna o wspolezesnych pradach
europejskich. In: Biuletyn Historii $tuki, 28, 1966, No. 1, pp.
62-67.

3 Comp. GLUCHOWSKA, L.: Polish and Polish-Jewish Mo-
dern and Avant-Garde artists in the ,,Capital of the United
States of Europe”, c. 1910-1930. In: Centropa. A Jounrnal of
Central European Architecture and Related Arts, 12, 2012, No. 3,
pp. 216-233, esp. 218-220.
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2. Xawery Dunifowstki: The Tonbstone of Bolestaw 11 the Brave, 1917,
gypsum, National Musenm of Warsaw, Krilikarnia Pallais, repr. in:
Bogdan Suchodolski, Geschichte der polnischen Kultur, Warsam, 1986,

fig. 318.

design, painting, architecture and the applied arts also
produced much more interesting examples of Cubist
and Cubist-like work. Many of them belong to the
international movement of Feole de Paris and were al-
ready widely discussed in Polish art history,' but less
specifically and not with a special pronouncement
of this stylistic aspect — in the generally accessible
overviews in English.

" BIELAWSKI, B.: Rzezba formistyczna. In: Ze studiw nad gene-
za polskief plastyki wspitezesng. Ed. J. STARZYNSKI. Wroclaw
— Warsaw — Cracow 1966, pp. 129-152.

5 Comp. e.g. Ecole de Paris. Artysci $ydowscy z Polski w Kolekgi
Whojciecha Fibaka. Leszno 2000; WIERZBICKA, A.: FEcole de
Paris. Pojecie, srodowisko, twirczosé. Warsaw 2004; BRUS-MALI-
NOWSKA, B.: Engeninsz Zak 1884-1926. Warsaw 2004; LIPA,
A.: Gustaw Gwozdecki 1880-1935. Wystawa monograficina. Poznai
2003; W kregn FEcole de Paris. Malarze gydowsey g Polski. Eds. ].
MALINOWSKI — B. BRUS-MALINOWSKA. Warsaw 2007.



3. August Zamoyski: Head of the poet Jan Kasprowicz, ca. 1918, wood.
Zdrdj, 11, 1920, no. 1-2, p. 107.

Facing up to “Polish Cubism’s” under representa-
tion in international research, the following remarks
tend to uncover some more aspects of its long life
outside France.

The hybrid image
of Cubism in Polish art history

According to one of the most prominent art his-
torical studies of the inter-war period, Constructors of
the World. A History of Radical Modernism in Polish Art
by Andrzej Turowski,' the problem of Cubism in
Polish art cannot be reduced to its relationship with
the Parisian centre.

1 TUROWSKI, A.: Budowniczowie Swiata. Z dziejow radykalnego
modernizmn w sztuce polskiej. Cracow 2000, p. 11.

7 Ibidem.

Both Cubist and Futurist discourses were involved
in modernist ideologies, which in Polish art were situ-
ated between two opposite poles: the universalism of
a linear historical utopia at one end, and the particular-
ity of the programs and artistic solutions determined
by the history of the ‘new’ independent Polish state,
restored after World War I — at the other. Turowski
states, that when the Constructivists of the group
Blok created their history in the twenties in close
connection with the “international avant-garde”, they
tended to see Formism, the local version of Cubism
as growing out of ‘Polish soil’ on the basis of the
romantic-expressionist tradition. The “universalist”
Constructivists did not see the contradiction in the
fact, that they perceived the Formist experience of
“French® Cubism as the beginning of Polish Mo-
dernity, but denied their roots in “German” Expres-
sionism. Turowski stresses the fact, that the second
generation of Modernists, the Constructivists, needed
Cubism to build an image of the evolution of form,
while their “ancestors”, the Formists, who looked
for a ‘permanence of the national style’ delivered to
them the argument of the new beginning; In fact the
Formists were not able to combine the new form with
the emotionally experienced (which means not only
formal, but also “Expressionist”) national history."”

While Faucherau claims that Poland was quite
distanced from Cubism, it is worth mentioning, that
some Polish artists could have seen Cubist paintings
in Paris from about 1910 or even eatrlier. Canonical
Polish art history mostly mentions here the future
members of the Cracowian group, the Formists: Ty-
tus Czyzewski, Witkacy, Jacek Mierzejewski, Leon
Chwistek, Leon Dotzycki and Tymon Niesiolowski,
who visited Paris between 1908 and 1914, but
mostly omits the artists of two other early modernist
groups — Bunt (Revolt) and Young Yiddish, who were
also witnesses to the development of Cubism and
became familiar with itin 1909 (Jerzy Hulewicz), 1911
(Stanistaw Kubicki, who translated one of the theo-
retical texts by Georges Braque), 1911/12 (Henryk
Berlewi) or no later than in 1913 (Marek Szwarc).”

'8 Ibidem.
¥ MALINOWSKIL, J.: S3tska i nowa wspélnota. Zrzeszenie artystow

Bunt 1917-1922. Wroctaw 1991, p. 18; GLUCHOWSKA, L.:
Avantgarde und Liebe. Margarete und Stanislaw Kubicki 1910-1945.
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4. Tytus Czygewski: Composition of forms, multiplanar painting, 1918,
original lost, repr. in: Leon Chwiste, Tytus Cgygewski a kryzys formiz-
mit, Cracow 1922, p. 15.

The Polish historiography of art generally em-
phasizes the fact that among the first Cubist works
created in the milieu of Cracow was a project for a
church altar for Missionaries in 1912 and the Cubist
studies of Tadeusz Makowski, presented at the Sa-
lon des Independants in Paris in 1911. Perceived to be
among the most innovative works of this circle are
the multiplanar pictures by Tytus Czyzewski (c.1917,
fig. 4), reminiscent of Alexander Archipenko’ work
now known only from photographs. The main oeu-
vre by Formists, however, was created some years later,

Berlin 2007, p. 28; OLSZEWSKI, A. K.: Henryk Berlews.
Warsaw 1966, n.p. (3, 9); SZWARC, M.: Posthumous Homage
to Jankel Adler. In: Janke/ Adler. Eds. U. KREMPEL — K.
THOMAS. Koln 1985, pp. 59-65, here p. 60.

2 POLLAKOWNA 1972, 1966 (see in note 12).

2 PIOTROWSKI, P:: Modernity and Nationalism: Avant-Garde
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5. Stanistaw Kubicki: The Rower, linocut, ca. 1918, private Collection,
Berlin, repr. in: Die Aktion, 8, 1918, no. 25/ 26,

between 1917 and 1921. Since the inter-war period
their works have been generally acknowledged® and
perceived as the roots of the representative style of
the newly restored Polish state, the “national style”
referred to folk art, the representatives of which, at
the International Exposition of Modern Industrial
and Decorative Arts (Exposition International des Arts
Deécoratifs et Industriels), in 1925, in Paris, won as many
as 172 prizes, including 36 Grand Prix.*!

What is missing in the narrative of the national
historiography of art is the fact, that other circles

Artand Polish Independence 1912-1922. In: Central Enropean
Avant-Gardes: Exchange and Transformation, 1910-1930. Ed. T.
O. BENSON. Cambridge 2002, pp. 312-320, here: 324-325,
p. 6; GLUCHOWSKA, L.: “In Poland that means nowhere”.
The “foreign war” and the “new country” 1914-1918. Polish
art between tradition and the avant-garde. In: 7974. War and
modernism. Eds. G. GERHADE — G. CEBERE. Riga 2015,
pp. [1-15], here: 15 (in print).



of early Polish Modernism, although generally as-
sociated with an activist and political “German”
Expressionism, also generated spectacular examples
of the reception of Cubism, not only of the Paris-
ian type but also its idioms created away from the
French capital.

In Poznan, as eatly as 1915, after the first docu-
mented exhibition of Stanislaw Kubicki, one of its
reviews contained ironic comments on his paintings,
described as “three cubes by Kubicki”.** One spoke
often about his links to Cubism per analogiam to his
name (Nomen est omen). However, soon after this ex-
hibition, his Maria with a Child, also characterized as
Cubist, was highly appreciated in the Poznan press.”
Unfortunately, there is no iconographic documenta-
tion of these paintings. It is interesting, that although
in Polish art history he is mostly described as an
Expressionist, in fact his gexvre is much closer to the
French esprit then to Expressionism. Cubist tenden-
cies combined with the constructivist in Kubicki’s
ocuvre and are documented even in his last paintings,
such as The Saint and the Animals (1932) or Moses in
Front of the Burning Bush (1933/34). And below the
caricature related to his exhibition in the Berlin
Salon of Independents, the Juryfreien in 1931, there
was an ironic comment, reflecting his stylistic ori-
entation: “The internal connection between Cubism
and nature has been denied — wrongly. The painter
Wladimir Kubitzki [I] has succeeded in stamping his
spirit onto nature so to speak. A chicken that was
forced to look at his works for an entire year in a
narrow, cubic cage, has recently laid an octagonal
egg, although admittedly with some trouble.”**As
is already recognizable from the titles of his works,
there were several Cubist works by the Poznan artist,
which similarly to those of his Prague peers, depict
metaphysical or religious content.

Kubicki inspired the style of some of his Poznan
peers from the Bunt group, among them Jerzy Hule-
wicz and Wladystaw Skotarek (comp. fig. 5, 6). Some

2 GLUCHOWSKA 2007 (see in note 19), p. 52.
% Tbidem, p. 86.

# Ibidem, p. 52.

6. Wiadystaw S kotarek: Fiddler, ca. 1920, private collection Berlin, repr.
in: Zdrgj, 9, 1919, no. 2, p. 29

of their linocuts remain similar to works by Josef
Capek, preserved in the Prague Museum of Cu-
bism and reproduced in several issues of the Berlin
magazine Die Aktion. Little is known concerning the
nature of their artistic contacts, which could explain
these similarities. One of the documents related to
this is a letter by Stanistaw Kubicki written to his
wife, Margarete, also a member of the Bunt group,
from Poznan in June 1918, where he mentions en-
thusiastically: “The Czech (artists) want to publish
a special issue in Prague devoted to Bunt. Cracow
comes into the movement. Maybe we will organize
an exhibition with the Czech, Cracowian and Betlin

Not only the German magazine Dze_ A ktion but also
the Poznan Zdrij reproduced one work by Capek in
graphics in July and November 1918 (comp. fig. 7),%
and Kubicki had at least two linocuts in his collec-
tion, today they belong to his family’s private collec-

» Cited in ibidem, p. 41, trans. L. G.

% CAPEK, J: Female head. In: Zdrgj, 4, 1918, No. 1, p. 21;
CAPEK, J.: Torso. In: Zdrdgj, 5, No. 4, p. 91.
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7. Josef Cvape/e: Female head, linocut, ca. 1918, Zdrdgj, 4, 1918, no.
1, p. 21.

tion.”” Both artists certainly knew each other from
the editorial house of Die Aktion in Berlin.

Other Berlin magazines, such as the Yiddish-
Hebrew A/batros reproduced graphic design work by
the 1.6dZ group Young Yiddish artists, such as Marek
Szwarc and, above all, Henryk Betlewi,® depicting
not, as it was to be already observed in his ocuvre
around 1913 (Pont Neuf), the Cubist deformation of
the landscape, or nearly 10 years later, the Cubo-Con-
structivist deformation of the human figure (fig. 8),
but also geometrical arrangements of Hebrew let-

7 Ibidem.

2 BERLEWI, H.: Cover of the almanac. In: A/batros, 2, 1923,
No. 3-4., n.p., comp. GLUCHOWSKA, L.: From Transfer
to Transgression. Yiddish Avant-Garde — a Network within
the Universal Network of the International Movement
or a Complementary One?. In: Transferts, appriopriations et
Sonctions de l'avant-garde dans I'Enrope intermédiataire et dn Nord.
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8. Henryk Berlewi: Thee mastks, 1922, linocut, from: Albatros 2, 1923,
no. 3-4., n.p., Maison de la cultnre yiddish, Bibliothéque Médem, Paris.

ters, resembling dynamic, abstract compositions.
However, hardly anything can be read about these
Polish-German-Czech and Polish-German Cubist
episodes in the national canon of art history.

The theoretical consciousness
of Cubism in inter-war Poland

The theoretical consciousness of Cubism, still
in a limited circle of artists, was documented only
at the turn of 1912/1913. The first press reports of
French Cubism reached Poland with a slight delay.
The first person to devote more interest to this new
tendency in art was Alfred Basler, an art critic living
in Paris, who kept in close contact with such theo-
reticians and critics as Mieczystaw Goldberg, Andre
Salmon or Guillaume Apollinaire.”” Already in 1908
Alfred Basler in his relations on the artistic life of

Ed. H. VEIVO. Paris 2012, pp. 143-168, here pp. 159-160;
GLUCHOWSKA 2013 (see in note 5), p. 201, fig. 5.

¥ TUROWSKI 2000 (see in note 16), pp. 11-12; WIERZBIC-
KA, A.: “Nowa Sztuka” w tekstach krytyka sztuki i marszanda
Adolfa Baslera. Lata 1907-1913. In: Dziee krytyki artystyezne) ¢
mysli o sztnce. Eds. M. GERON — J. MALINOWSKI. Warsaw
2009, pp. 215-229, here p. 216; comp.: WIERZBICKA, A.:
We Frangji i w Polsce 1900-1939. Warsaw 2009, pp. 115-139.



Paris sent to the Polish press, pronounced the role of
Cézanne as “the magnus parens of the Neoclassicists
in painting”.’ As he stayed in Cracow at the end of
1912, he gave a lecture on Cubism for the students
of the Academy of Fine Arts.”! He introduced the
Polish reader to not only little known art movements
and names such as Picasso, Derain, Gleizes, but also
explained terms such as Cubism, Fauvism, Orphism
and Abstraction. In his articles published in Poland,
but also in the German Die Aktion and in France, he
enthusiastically announced the birth of a new style
“as important and as spiritual as Gothic” and “like
Gothic, born in France”.”* He claimed, in this style
“The mechanism of the perspective, oriented only
to achieve the naturalist illusion was replaced by the
architectonical thythm of the composition”.”

In 1992 Serge Faucherau wrote that, apart from
Russia and in a certain sense, the Czech lands, where
people were well-informed about Cubism, the Fast
and North of Europe had first seen the works
by Picasso and Braque only at the end of 1912,
which means at the moment that Marinetti was
organizing a travelling exhibition to several cities.
Among the first non-French observers, on whom
Cubism made an impression, which they took back
home, he mentioned only some Americans (such as
Bruce, Weber, Frost, Carles, Benton, Macdonald-
Wright, Russel) and Scandinavians (Krogh, Rude,
Grunewald, Hjertén, Scharff, Dardel, Nielsen).*
In opposition to Faucherau, Basler already 80 years
carlier, in 1913, enthusiastically announced in the
Polish magazine Museion the birth of a “new style”,
which after appearing in every country, had differ-
entiated and adjusted itself to the quality, which is
given by the genius of each race.”® And in the Berlin

% BASLER, A.: Salony paryskie (continuation). In: [iferatura i
sztnka, Suppelement, No. 316 to Nowa Gazgeta 1908, No. 20,
p. 2; WIERZBICKA 2009 (see in note 29), p. 218.

' Rydwan, 1-2,1912, No. 11, p. 170; TUROWSKI 2000 (see in
note 16), p. 11.

2 WIERZBICKA 2009 (see in note 29), p. 227; Comp.: For-
misci. Wystawa 111, Katalog, In: CHWISTEK, L.: Wielos¢
rRecyWistosei w s3tuce i inne sgkice literackie. Warszaw 1969, p. 98.

¥ BASLER, A.: Stare i nowe konwencje w malarstwie (od
Cézanne’a do kubizmu). In: Krytyka, 38, 1913, No. 4, pp.

magazine of the international political and artistic
avant-garde Dze Aktion he honed his statement: “We
can see how in Europe and in Germany art schools
of identical characteristics have spontaneously ap-
peared. Their general name is Expressionism. It
has spread in Germany to such groups as ‘Die neue
Sezession’..., ‘Sonderbund’..., ‘Die Briicke”..., in
Austria (painters Kokoschka, [Georges] Kars, Feis-
taer and others), in the Czech Lands (Otakar Kubin,
[Emil] Fil[l]la, [Vincent] Benes), in Russia (brothers
Burliuk, Vladimir Kandinsky, Jawlensky, Bechtejev,
Werefkin) and in Poland (students of [Jozef] Pank-
iewicz — among them the sculptor [of Feol de Paris
— LG] Eli Nadelman).*

Basler did not yet see the opposition between
Cubism and Expressionism. Like many of his con-
temporaries, he perceived Cubism as a general idea of
modernity. He propagated the concept of the exist-
ence of a new, universal style, as spiritual as Gothic,
— for Basler considered the initiator of modernity
to be Paul Cézanne.”

Basler presented similar opinions in his reviews
of the Futurists, Cubists and Expressionists exhibition
organized in Lvov/ Lviv by the owner of the Betlin
gallery and magazine Der Sturm, Herwarth Walden
between June and August 1913, where among the
twelve artists presented, there were only two declared
Cubists, Bohumil Kubista, whose painting Murder
was reproduced on the poster, and the future Berlin
constructivist film maker, Hans Richter.*

In the Polish manifesto language of early
Modernism, Cubism was mostly associated with a
spiritual orientation in art. In 1917, in the exhibi-
tion catalogue of the first show of the Cracowian
Polish Expressionists (who called themselves Formists

210-220 and No. 5, pp. 260-271; BASLER, A.: Nowa sztuka.
In: Museion, 3, 1913, No. 12, p. 23.

* FAUCHERAU (see in note 11), p. 105.

3 WIERZBICKA 2009 (see in note 29), p. 227.

% Ibidem, p. 228.

37 Ibidem; TUROWSKI 2000 (see in note 16), p. 11.

3 WIERZBICKA 2009 (see in note 29), p. 223; WIERZBICKA

2009 (see in note 29, We Frangi), pp. 129-136.
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after 1919), Pronaszko quoted both texts by Adam
Mickiewicz and fragments of Jean Metzinger’s writ-
ings about Cubism. Zbigniew Pronaszko, who had
already closely cooperated with Tytus Czyzewski
and in 1914 quoted in his article titled Before the great
[national LG] #morrow the words by the Polish ro-
mantic poet Juliusz Stowacki: “Everything is created
by the Spirit and for the Spirit, and nothing exists
for a corporal aim”.”

Similar associations of a return to the Polish
romantic tradition and the establishment of a new
form were declared by the artists of the Bunt group
concentrated around the Poznan magazine Zdrg
(Source). Although they are mostly referred to as
the Poznan Expressionists, their first exhibitions
were referred to by the press as Cubist and as such,
recognized their artistic style in Stowacki’s claims
against formal radicalism. The first theoretician of
the magazine and the “nestor” of the movement,
Stanistaw Przybyszewski, as he claimed against con-
tacts of the Poznan magazine Zdrjj and the Berlin
Die Aktion, he quoted ““ ‘muttering” [...] about Cu-
bism bossingitself around”.* An interesting split of
meanings is to be observed among the young artists
of this milieu. While Kubicki was perceived as the
first consistent representative of abstraction in Polish
art,”! he wrote about Cubism as “the most radical
step of mankind into metaphysics [...] the desper-
ate liberation of man from optical illusions, [...]
the preparation of a pure abstraction”*, his friend,
Jan Panieniski pronounced the rational aspects of
the movement, just as eatlier Basler had associating
it with the particular qualities of the “race”. In his
article Expressionism and the natural sciences (from
the perspective of a visual artist), he claimed, that
the new form in the arts similar to the new sciences,
tends towards the abandonment of matter. He sees
the genesis of this process in Cubism. In his opinion,

¥ PRONASZKO, Z.: Przed wielkim jutrem. In: Rydwan, 3, 1914,
No. 1, pp. 125-129.

Y PRZYBYSZEWSKI, S.: Letter to Jerzy Hulewicz, Munich,
before 10.02.1918 (No. 1175). In: PRZYBYSZEWSKT, S.:
Listy IIL Ed. S. HELSZTYNSKI. Wroclaw 1954, pp. 33-34,
cited and transl. into German in: GLUCHOWSKA, L: Polni-
sche Kunstler und Der Sturm: Enthusiasten und Polemiker.
Nationale und transnationale Narrative des postkolonialen
Avantgarde- und Modernediskurses. In: Der Sturm — Zentrum
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itis perceived with great respect in Poland, as it does
not appeal to the local emotional states in a direct
way. As a product of the intellectual “Western mind”
and rationality typical of French art, it is related to
mathematics, which for the Eastern Europeans is not
as understandable as the emotion of Expressionism.
The latter, according to Panienski, directly expresses
metaphysical feelings and tends to abstraction and
the reduction of figurative objects in the arts.*’
The ambiguity of the rational-mystical connota-
tions of Cubism in Polish theoretical reflections
corresponded to the national connotations of this
style. Generally appreciated as “classicist” it was ap-
preciated in the Francophile public opinion of the
intelligentsia, while “chaotic” and politically radical
“German” Expressionism, had been, in opposition
to it, neglected as a “foreign” set of aesthetics of the
occupant of a large part of the Polish territories.

Cubism as the Mystified Genealogy
of the Polish Avant-Garde

Andrzej Turowski claims that in the early phase
of Modernism, the concept of Cubism as a continu-
ation of Polish or European modern art, at first the
romantic-symbolic and then romantic-expressionist
art, was deeply rooted in national ideology. In these
contexts the coexistence and relations between Ex-
pressionism and Cubism were still non-antagonist.
Characteristic of this is the early cooperation of the
Poznan (expressionist) group Bunt, artists of the
Jewish movement Young Yiddish in .6dZ and finally
the Cracowian group Formists (who, as already men-
tioned, called themselves Polish Expressionists until
1919). A clear documentation of the links between
the Poznan and Cracowian artists was, for example,
the prospect of the magazine Zdrgj of 1917 in which
the representatives of both milieus (Adam Bederski,

der Avantgarde. NVol. 2. Eds. A. von HULSEN-ESCH — G.
FINCKH. Wuppertal 2012, pp. 455-482, hete p. 461.

# GLUCHOWSKA 2007 (see in note 19), p. 205.
# KUBICKI, S.: Miscellanea. In: Zdrdj, 6, 1919, No. 1, p. 52.

“ PANIENSKI, J.: Ekspresjonizm i nauki przyrodnicze (ze
stanowiska plastyka). In: Zdrgy, 12, 1920, No. 2, pp. 47-48.



Margarete and Stanislaw Kubicki, Wtadystaw Sko-
tarek, Stefan Stasiak, Stefan Szmaj, Jan J. Wroniecki
as well as August Zamoyski [associated with both
groups], Leon Chwistek and Tymon Niesiolowski)
were mentioned as its founders. It is significant
that all of them were excluded from the Foreword
published in the first issue in October 1917 to the
advantage of the older generation of writers and
visual artists.* It was only during the third exhibition
and with its new name that the Cracowian group
distanced itself from the ‘peculiarities’ and ‘nihilism’
of German Expressionism.*

Andrzej Turowski claims, that at the turn of
1919 and 1920 Cubism in Polish art started to func-
tion in opposition to Expressionism. After Poland
regained its national independence, ideologies of
construction and organization formulated in terms
of stylistic-decorative categories, became popular,
especially because their roots were sought in the
“authenticity” of the local folk “primitivism” in
art. In this sense since 1920, paradoxically, prefer-
ring Cubism as opposed to Expressionism “Polish
Cubists” lost their legitimacy. “Modernity” was guar-
anteed by including it in the Polish literary tradition
— the romantic, symbolic and even Expressionist. It
was the consequence of the universalization of the
movement. As a consequence “Polish Cubists”, who
wanted to keep the tradition, even in the folklorist
version and at the same time stay modern, had to
take another name — Formists, which took them away
from the opposition between Apollonian Cubism
and Dionysian, literary expressionism. In this way
they found the synthesis of Polish Modernity in the
“thythmically-primitive style”.*

The opposition between Cubism and Expres-
sionism became the main category of avant-garde
history.

¥ Zdrdj. Prospekt. Poznani 1917, p. 2; PRZYBYSZEWSK]I, S.:
Stowo wstepne. In: Zdrgj, 1, 1917, No. 1, pp. 1-6.

# TUROWSKI 2000 (see in note 16), p. 14.

* Thidem.

7 STRZEMINSKI, W.: Michal Sobecki — malarstwo doby
ostatniej. In: Zwrotnica, 5,1926, No. 8, p. 214; comp. STRZE-

MINSKI, W: O sztuce rosyjskiej — notatki./ln: Zwrotnica, 1,
1922, No. 3, pp. 79-82, trans. as: STRZEMINSKI, W.: Notes

In 1924 Blok mentioned Cubists and Suprematists
as its collaborators, while Expressionists were omit-
ted. In 1926 he wrote in Zwrotnica (Switch): “The for-
mal analysis leads us to the conclusion that Cubism
is an enrichment, a flourishing of the pictorial form,
while expressionism is a fall or decay”."’

Since then the avant-garde has created its own
progressive history with a clearly defined starting
point, in which it has distanced itself from Expres-
sionism and presented its story as free of all ambigui-
ties. Its final aim was supposed to be the social and
aesthetic unity of art and life.

Formism, which at the beginning was criticized and
then forgotten, should later confirm the modernity
of Polish art and its Universalist roots. “The begin-
ning of modern art in Poland was Formism” —wrote
Wihadystaw Strzeminski in his history of art written
in 1934. “The main idea of Formism was pure form.
It was the difference between Formism and other
contemporary movements. And this allowed its fol-
lowers in the future such a relatively easy transition
from figurative to abstract art.”’**

As Andrzej Turowski summarizes in his fun-
damental study on Polish radical Modernism, the
constructivists needed this very evident mystifica-
tion to justify their own, “logical” evolution. In
tact, Formists looking for expression and style, and
constructivists, who needed Formism because of its
pro-Cubist orientation, did not have much in com-
mon. However, the avant-garde bipolarized model
of the development of art in the 20th century was
born at the moment of the twilight of the Cubo-
Expressionist unity.”

This mystification has had its consequences for
the deformation of the national, and in consequence,
also international, historiography of art, which ad-
vantaged Cracow and Formists, as the initiators of

on Russian Art (trans. Kemp-Welch). In: Besween Worlds: A
Sonrcebook of Central Enropean Avant-Gardes, 1910-1930. Eds.
T. O. BENSON — E. FORGACS. Cambridge — Mass. London
2002, pp. 272-280.

“ STRZEMINSKI, W: Sztuka nowoczesna w Polsce. In: O
sztuce nowoezesng. Eds. J. BRZEKOWSKI — L. CHWISTEK
—P. SMOLIK. L6dZ 1934, p. 59.

# TUROWSKI 2000 (see in note 16), p. 15.
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9. Jozef Czajkowski: Polish Pavillion at the Exposition International
des Arts Décoratifs in Paris in 1925, foto from: Wojciech Wlodarcgyk,
Kunst in Polen in den Jahren 1918 — 2000, Warsaw 2000, p. 26.

“Polish” Modernity — as the initiators of Modernity
in Poland.

In fact, however, first of all — as documented
above — the artistic production of all Polish early
avant-garde groups was not purely Cubist, but
actually rather hybrid — Cubo-Expressionist or Fu-
turo-Dadaist. Secondly — in fact — there were also
plenty of modern, Cubist works in the oeuvre of the
groups Bunt and Young Yiddish generally perceived
as “expressionist” and therefore philo-Germanic,

¥ OLSZEWSKI, A. K.: Nurt dekoracyjno-ekspresyjny w
architekturze polskiej w latach 1908-1925 (tzw. ,,Szkola

166

which due to the Polish German antagonism and
the leftist radicalism of the November revolution in
Germany were seen as a threat to Polish independ-
ence, marginalized in both contemporary art reviews
and (in consequence) also in Polish art history of the
First World War and inter-war periods. The oeuvre
of these artistic groups is still waiting for revision
in the international art-historical overviews of the
interwar period.

“Decorative Cubism” in Polish
Architecture and Applied Arts. The Triangle
of Vienna, Prague and Cracow

Not only is the context of canonical art history
full of gaps and misinterpretations, which give an
advantage to the French orientation of art and art
history. In opposition to the mainstream scholarly
publications devoted to the Polish Architecture of
the first three decades of the 20™ century, the
monographer of the expressive-decorative style in
Polish architecture, the School of Cracow, Andrzej
Olszewski, seeks the origin of the crystalline struc-
tures of the Polish national style in architecture
(rooted in the local folklore) especially the “Zako-
pane style’) in the spiritual projects and realizations
of the German architects such as Bruno Taut, the
Luckhardt brothers and Hans Scharoun. Analysing
the main architectural works of this period, such as
the Warsaw School of Economics designed by Jan
Koszyc-Witkiewicz (1925 — 28), he denies: “The con-
scious usage of the Formist programs, even less of
Cubist rules, as it was perceived by the French critics”
in Polish praxis.”” His conception however seems to
be quite one-sided. Upon closer inspection of the
form of the buildings he comments on, one has to
come to the conclusion, that the German influence
could not have been the only inspiration of their
architects. And even if Olszewski is right, claiming,
that it was not Parisian Cubism and its theory that
were the deciding sources for the Polish expres-
sive-decorative style, was the source of that style,
however, not rooted in other non-Parisian idioms
of Cubism? Doubts appear, while comparing the
examples of the Polish national style, derived mainly

Krakowska”). In: STARZYNSKI 1966 (sce in note 14), Pp-
71-111, here pp. 82-87.



from the Polish folklore of the Zakopane region and
presented first with great success at the Exposition
International des Arts Décoratifs in Paris in 1925 (fig. 9),
which included examples of architecture, sculpture
and applied arts — with the artistic production from
Prague, containing above all Cubism in architecture
as well as in the ceramics of the members of Arte/
or the former Pragne Workshops (e.g. by Pavel Janak,
Vlastislav Hofman or Josef Gocar).” Their formal
comparison is, let us suppose, that one cannot at least
exclude here genetic interrelations between them,
especially when one bears in mind a map of the
region, where Polish, Czech and Austrian territories
were for decades part of the same political organism.
Studies on the common ‘Corporate Identity’ of the
Cracow society Sztuka (Art), the Wiener Sezession, and
the Prague Manes as the Central European Artistic
Triangle, which was active within the Austro-Hungar-
ian Empire before the Great War of 1914 —1918, as
well as the dualistic formal language of the applied
arts in the circle of the Wiener Werkstitte, Artel and
the Prague Workshops had started several years prior,
but still the desire to go on continued. The research
into this field was undertaken from the point of
view that three different national art histories were
able to effectively contribute to the development of
knowledge of the Cubist-like forms in the archi-
tecture and applied arts of the Western part of the
post-Austro-Hungarian region.

Belated, “rational” Cubism?

In this artificial overview of the history of Cu-
bism in Poland, only some crucial aspects of the
gaps in its historiography can be mentioned. One
of them is the question of the “belated rational
Cubism” in the oeuvre of the artists later known as
Constructivists, among them Katarzyna Kobro and
Wihadysltaw Strzeminski. Among several unknown
works of this kind some were preserved through
photographic documentation, as in The Structure by
Kobro (1920, fig. 10).

On the other hand another phenomenon related
to Cubism is to be observed in this milieu.

Serge Faucherau writes about it in terms of the
popularization of purism in the first part of the 20s,
which he observes above all among Polish artists
such as Andrzej Rafalowski, Wanda Chodasiewicz-

10. Katarzyna Kobro: The Structure, assamblage, original lost, repr. From
K. Katarzyna Kobro/ Wiadystaw Strzemisiski, Kompozyeia przestrzent.
Obliczenia rytmu czasoprzestrzennego. Warsaw 1931, n.p.

Grabowska, for a short time also Strzemifiski and
Henryk Stazewski as well as the Lithuanian Vytautas
Kairiukstis and Romans Suta from Lettland.>> And,
although in the book Kuwunst-Ismen published by EI

U Comp. e.g, 1909-1925 Kubismuns in Prag. Eds. J. SVESTKA —'T.
VLCEK. Stuttgart 1991, pp. 99, 31, 202-209.
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11a. Feliks Krassowski: Design for the theatre set for the performance of
a drama Dziady (Ancestors), written by Adam Mickiewicz.

Lissitzky and Hans Arp in 1925 Cubism was already
presented as a new art history, until the mid 1930s
there were still numerous examples of that style in
use, not only in the painting, but also in the field of
theatre set design, for example by Feliks Krassowski.
The latter were reproduced in 1926 in the Cracow
magazine Zwrotnica and slightly later in the Berlin Der
Sturm by Herwarth Walden (fig. 11).7

This late appearance of Cubism coexists in the
Polish context with the ambiguous and late debate
on that style on the occasion of the Exhibition of
Kasimir Malevich(Kazimierz Malewicz, the heir of
a Polish family of nobles) in Warsaw in 1927, organ-
ized by the Warsaw representatives of Constructivism
and Functionalism. The debate, however, was in fact
theoretically already prepared some years earlier.

2 KRZYSZTOFOROWICZ-KOZAKOWSKA, S.: Sztuka
— Wiener Sezession — Manes. The Central European Art
Triangle. In: Artibus et Historiae, 27, 2006, No. 53, pp. 217-259;
SELDEN, B.: Das dualistische Prinzip : zur Typologie abstrakter
Formensprache in der angewandten Kunst, dargestellt am Beispiel
der Wiener Werkstitte, des Artel und der Prager Kunstwerkstatten.
Munich 1991.

3 FAUCHERAU 1992 (see in note 11), p. 71.
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11b. Feliks Krassowski: “Wachsende Szene” (Increasing scene). Der
Sturm, 17, 1926, no. 3, p. 44, 45.

In his aforementioned article in the Poznan
magazine Zdrgj Jan Panieniski described the new art
as non-figurative. That term was used in Russia by
Malevich in his brochure From Cubism and Futurism
to Suprematism: The New Painterly Realism (1915) as
well as in his circle. The text by Panienski is thus
probably the first document of the eatly reception
of Suprematism in Poland.*

Other ecarly presentations of a post-Cubist art
theory and art criticism appeared in Warsaw in the
international milieu of the Yiddish avant-garde.”® Al-
ready in 1921 El Lissitzky, visiting the Polish capital
on his way to Berlin, wrote in the Yiddish magazine
Ringen: “Cubism began to destroy the basis, the ob-
ject. [...] A world had been destroyed. Its elements
were gathered together in a new painterly structure

* WALDEN, H.: Das Theater. In: Der Sturm, 17,1926, No. 3,
pp. 22-44, here pp. 44-45; Comp. GLUCHOWSKA, L.: Polish
and Polish-Jewish Modern and Avant-Garde artists in the
,»Capital of the United States of Europe”, c. 1910-1930. In:
Centropa. A Journal of Central European Architecture and Related
Arts, 12,2012, No. 3, pp. 216-233, here pp. 227-228.

% MALEVICH, K.: Eorist. Ed. A. B. NAKOV. Paris 1975, pp.
198, 200, 201.



of straight lines, curves, surfaces, extension, colour,
and texture.”

Shortly later, 1922 — 23, his follower, Henryk
Betlewi, in fact in his review of the International Ex-
hibition of Artin Disseldorf announced the end of
Cubism and the beginning of the triumphal parade
of Constructivism in Eastern and Western Europe,
however in his later report on the Russian Exhibition
in Betlin, he still demonstrated his interest in the late-
Cubist and post-Cubist tendencies in art.”’

In the context of Malevich’s exhibition in Warsaw,
the artist published an article on the “Deformation
in Cubism” in the Polish magazine Forma (Form),
and one of the reviewers of his exhibition saw in
his Suprematist works, the top, the highest level of
Cubism (supreme), and perceived the juxtapositions
of surfaces and blocks as similar to musical juxta-
positions of tones. “That way they evoke somewhat
objectless and therefore pure artistic emotions’.”®
That particular emotionalism of Malevich’s as well
as Strzeminski’s works (the latter created in the
1930s) could be seen as clear proof of the false and
inconsequence in the mystified genealogy of Polish
Constructivism as rooted in Cubism.

The “universe of Cubism” in the Perspective
of the Post-National Art History?

While considering some aspects of the history
of the Polish idiom of Cubism, which has not been
written yet, its non-existence for over a hundred years
appears paradoxical. At the same time the question

% GLUCHOWSKA, L.: Station Warsaw. Malevich, Lis-
sitzky and the two traces of cultural transfer between
»Bast” and ,,West”. In: Centropa. A Journal of Central Enropean
Architecture and Related Arts, 13, 2013, No. 3 pp. 241-257,
here 248f.

7 LISSITZKY, E.: Das goywer zayn di kunst. In: Ringen, 1,
1921/22,No. 10, pp. 32-34; trans. In: BENSON - FORGACS
2002 (see in note 47), pp. 184-186, here pp. 184-185.

comes up, whether now the challenge of art history
is to write a new history of the long running Cubism
of Poland or rather the international history of the
‘universe of Cubism’. In any case, one first of all
needs clear criteria to select and analyse the mate-
rial. It seems important to particularly respect new
insights documenting the traces of the horizontal
art history.

On the one hand the theoretical framework is
necessary to include or exclude certain artistic phe-
nomena from the canonical period of the existence
of the style and the later forms “out of the canon”.
The other precondition would be to answer if it is
possible, in the world of the hybrid, artistic forms
outside of the art ‘centres’ to distinguish between the
form and content of the “national”/ ”local” forms
of Cubism. On the margins of this survey there still
appears the question of how far the self-identifica-
tion of artists and the terminological debates of the
pre World War II period are relevant for historical
analysis.

Later, we come to the question of the traces
of cultural transfer, as well as the question of an
evaluation of the artistic production away from
Paris. Should it be seen as an imitation — as it was
given in the ‘old’ art history or as emulation? The
last fundamental question in this context would be:
To what extent is re-construction of the new history
of Cubism possible at all?

Perhaps instead of the synthesis for which some
art historians would probably wish, only fragments
or an anthology can be written.

% BERLEWI, H.: Miedzynarodowa Wystawa w Diisseldorfie.
In: Nasg Kurier 1922, No. 209 (Aug. 7), p. 2, trans. as: Interna-
tional Exhibition in Diisseldorf. In: BENSON — FORGACS
2002 (see in note 47), pp. 397-399; BERLEWI, H.: Jidische
kinstler in der hayntiger rusischer kunst. In: Milgroim, 2, 1923,
No. 3, p. 13; Comp. GLUCHOWSKA 2012 (see in note 28),
pp- 166-167.

% MALEWICZ, K: Deformacja w kubizmie. In: Forma, 1,1929,
No. 12, pp. 254-255.
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V tieni oficidlneho diskurzu: smerom
k revizii dejin a tedrie polskej verzie kubizmu

Resumé

Ked'Ze prehlad kubistickych tendencif v pol'skom
umen{ nebol doposial spracovany, vo svetovej ume-
leckej historiografii neopravnene prevlada nazor, ze
Pol'sko ostalo ,,kubizmom prakticky nedotknuté®.
Na druhej strane, vicsina publikacii priame vplyvy
franctzskeho kubizmu na vyvoj tohto umeleckého
smeru v ostatnych krajinach zvicsa precenuje, za
¢o moéze najmi reputacia Pariza a tradicny obdiv ku
vsetkému francizskemu vo viacerych umeleckych
kruhoch ,,mimo centra®.

K vytvoreniu lokalnej podoby tohto nového
medzinarodného vizualneho jazyka v skutocnosti
prispeli aj ostatné tradicie. Kubizmus prenikol
na ,periférie” ¢iastocne aj cez iné kanaly ako len
prostrednictvom osobnych kontaktov alebo skuse-
nosti umelcov zo strednej, vychodnej, juznej alebo
severnej BEurdpy, ktor navstivili Pariz okolo roku
1909. Okrem priamych impulzov sa kubizmus siril aj
prostrednictvom sukromnych zbierok, napr. v Prahe
alebo Moskve, alebo prostrednictvom reprodukcii
a recenzil v odbornych periodikach (napriklad ne-
mecké casopisy Die Aktion a Der Sturm).

Pokial’ ide o kubizmus, pol'ska (a nasledne aj
svetova) kunsthistoria pripisuje hlavnd dlohu kra-
kovskej skupine Formise (Formisti). Domaca ume-
lecka historiografia vytvorila dojem, Ze kubistické
tendencie v tvorbe jej clenov sa datuju uz do cias
osobnej inspiracie francizskym a talianskym ume-
nim a umeleckou teériou, zatial’ co skupiny ako Bunt
(Revolta) a Young-yiddish podl'a zjednodusenych opi-
sov ovplyvnil najmé nemecky expresionizmus, ktory
bol politicky radikalny a umelecky ,,chaoticky*. Vplyv
inych medzinarodnych trendov ,,nového umenia“ na
ich umelecku tvorbu sa stale prehliada.

Podobne aj vo vSeobecnych prehl'adoch umelec-
kého zivota prvych troch desat’roci 20. storocia nie
je dostatocne zrejmé, ze kubizmus sa len zriedka $iril
vertikalne — z Pariza na perifériu (v pripade Polska
to tiez znamena do ruskych, rakusko-uhorskych
a pruskych provincii, kedZze az do roku 1918 ako
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samostatny $tat neexistovalo), ale ovela castejsie
prostrednictvom horizontalnych kontaktov: viaceré
informacie o kubizme sa dostali na tzemie Pol'ska na-
priklad cez Moskvu, Prahu, Berlin alebo Mnichow.

Désledkom takychto zjednodusenti je, ze domaca
aj svetova umelecka historiografia zvicsa opomina
kubistické tendencie nielen v tvorbe pol'skych ume-
leckych skupin mimo Krakova, ale aj v umelecke;j
praxi predstavitefov umeleckych zoskupeni, ktoré
sa neskor preslavili ako konstruktivistické, napriklad
Katarzyna Kobro, Wladystaw Strzeminski alebo
Henryk Berlewi. Na druhej strate sa casto zabuda,
ze v domacom kontexte sa kubizmus v dosledku
pomerne neskorého prijatia nenachadza v cistej po-
dobe. Namiesto toho mozno hovorit’ predovsetkym
o neantagonistickej koexistencii dvoch hybridov
,»nového umenia® — kuboexpresionizmu a futuro-
-dadaizmu.

Prijatie kubizmu a ostatnych modernych tenden-
cii po druhej svetovej vojne ovplyvnili dve velké
mystifikacie radikalneho aj tradi¢ného kridla polske;
umeleckej historiografie medzivojnového obdobia.
Konstruktivisti hl'adajuci lokalne korene moderny
uprednostnovali Formistor ako privrzencov racio-
nalnej ,,novej formy* a ich formalne experimenty
odvodzovali od emocionalneho chapania narodne;
ideolégie a umenia. Paradoxne, ti mali spociatku
pomerne blizko k neoromantickym a metafyzickym
tendenciam, ¢o sa odrazilo v povodnom nazve sku-
piny Polskz exipresionisti, ktory pouzivali v rokoch 1917
—1919. Vypustenie expresionistickych asociacif z na-
zvu skupiny malo formalne aj narodné dovody. Pariz-
sky ,,klasicizmus‘ bol obdivovany viac ako ,,nemec-
ky* vyraz. Umenie expresionizmu bolo opominané
tak z dovodu niekdajsej rakiasko-uhorskej a pruske;
okupacie Polska, ako aj kvoli revolucnej orientacii
umeleckého prostredia v susednych krajinach v ¢ase
vzniku nezavislého ,,nového pol'ského statu®.

Druhéd mystifikdcia pol'skej umenovedy bola
produktom oficialnej kultarnej politiky. Formistov



oznacila za predchodcov pol'ského narodného stylu
v duchu folkloristickej secesie, kym tlohu ostatnych,
multikultdrne, multietnicky a univerzalne zamera-
nych skupin ako Bunt alebo Young-yiddish marginali-
zovala, ¢im ich pripravila o uznanie ako predchodcov
moderny v Pol'sku.

Z rovnakych dovodov sa odborna umenovedna
literatara poslednych 20. rokov zosiroka vyjadrovala
k vplyvu predstavitelov Parizskej $koly (Ecole de Pa-
ris) na umelecky zivot v Pol'sku, zatial’ co prehlady
alebo pripadové stadie vplyvov pochadzajucich
z ostatnych umeleckych centier prakticky chybaju.
K zabudnutym aspektom dejin polského a sveto-
vého umenia, ktoré vyzaduji podrobnejsi vyskum,
patria napriklad pol'sko-ceské kubisticko-expresio-
nistické vzt’ahy, ktoré nadviazali ¢lenovia skupiny
Bunt (predovsetkym Kubicki a Zamoyski) cez
Berlin a Mnichov, alebo vzajomné vplyvy v ramci
stredoeuropskeho kulturneho trojuholnika Vieden
— Praha — Krakowv. Tie st sice vo vizualnom jazyku

architektiry a umeleckého priemyslu I'ahko roz-
poznatelny, najma ak porovname napriklad polsky
narodny styl (art deco), cesky kubizmus a tvorbu
Wiener Werkstdtte, ale stale sa podcenuju, zatial
¢o jednotlivé analyzy uprednostnuju horizontalne
vztahy s parizskym ,,centrom®. V doésledku toho
potom stale chybaja aj podrobnejsie studie, ktoré
by sa venovali ulohe, aka pri zavadzani a Sireni
prekubistickych a prekonstruktivistickych tenden-
cif v Eurépe zohrali umelecké kontakty v ramci
rakisko-uhorskej monarchie.

Stadia predstavuje menej zname aspekty kubizmu
v Pol'sku v oblasti umeleckej tedrie a praxe, ktoré
zostavaju v tieni hlavného pradu tendencne zdoku-
mentovaného v kanonizovanych dejinach umenia.
Tymto spésobom prispieva k revizii obmedzeného
pohladu na umelecké postupy a k opitovnému
zmapovaniu stop kultirnej vymeny a transformacie
umeleckych a ideologickych vzorov medzi ,,eurdp-
skymi perifériami®.
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Cubist Influence in Georgia:
Cubo-Futurism, Kirill Zdanevich, David Kakabadze

Nana KIPIANI - Bela TSIPURIA

How close to, or how far from Cubism could
Georgia and its capital Thilisi be in the 1910s?

This country in the Caucasus is considered to
be on the boundary between Europe and Asia, and
its membership of any wider cultural integrity has
always been an issue of internal cultural choice on
the one hand, and external political pressure on the
other."! Georgian culture has been formed under the
strong influence of the Orthodox Christian tradi-
tion, and the heritage from the medieval centuries
is very tangible here. The uniqueness of Georgian
culture has been developed based on the nation’s
strong sense of self-identification. Throughout
history various politically and culturally powerful
super-states surrounded the country, and the nation
has developed a deep attachment to its own religion,
language, and literature in order to preserve its na-
tional identity. While global cultural styles, dominat-
ing at certain historic periods, were adopted by the
Georgians, they were modified or, in some cases, just
certain principles were selected and adapted to the
local representational tradition.

The end of the 1910s was a period full of politi-
cal, as well as cultural changes, and full of action in

! The relations with the Ancient Greek and Roman cultures,
as well as the Eastern world are visible in Georgian history
before Christ. With the adoption of Orthodox Christianity
in the early fourth century Georgia came close to Byzantine
cultural integrity; in the late medieval centuries the dominance
of Iran and Ottoman Turkey brought some Eastern influence;
with the aspirations of preserving statchood and Christianity
the Georgian nation sought some support from the West, but
ended up becoming a part of the Russian Empire in 1801.
Georgia restored its sovereignty with the fall of the Empire,
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Georgia. While the country was being established as
a free state after a century under the Russian Empire,
cultural and political processes were clearly oriented
toward Europe. The free Georgian Democratic Re-
public was proclaimed in May 1918, but existed only
for a few years, till February 1921; however, these
few years of the Georgian Democratic Republic
became a strong demonstration of Georgia’s will to
build a European-style democracy and European-
style Modernist/ Avant-garde culture, and become a
part of European cultural and political integrity. The
intense process of cultural modernization, started few
years earlier, was related to the adoption of European
Modernism. In these years, from the periphery of the
Russian Empire, Thilisi indeed developed into a new
Modernist/Avant-garde topos, a new multicultural
centre, which united poets and artist from Georgia
and Transcaucasia, as well as from Russian capitals, as
they were escaping from Revolution and civil war and
coming to a safe heaven, where they could continue
their artistic activities. This period of intense multicul-
tural activities is known as the Thilisi avant-garde.”
From 1915 Georgian poetry was dominated by
Symbolists: the group of Blue Horns, as well as Galak-

but kept it only for a few years, from 1918 to 1921, till the
annexation by Bolshevik Russia.

The avant-garde period of Thilisi is studied, with a special
focus on the Russian cultural activities between 1918 and
1921, in L'avanguardia a Tiflis: Studi, ricerche, cronache, testino-
niange, documenti. Eds. MAGAROTTO, L. - MARZADURI,
M. — PAGANI-CESA, G. Venezia 1982; NIKOLSKAIA,
T.: “Fantasticheskii gorod”: Russkaia kul turnaia zhizn v Tbilisi
(1917-1921) [“Fantastic City”: Russian Cultural Life in Tbi-



tion Tabidze (1892 — 1959) — ‘the king of poets’, as
pronounced by his fellow poets — were announcing
the rebirth of Georgian poetry and the Georgian
nation, praising French Symbolism, and applying the
principles of Symbolist aestheticism and philosophy.
The B/ue Horns members believed that the renewal of
Georgian culture should be started with Symbolism,
explaining their choice by the fact that Symbolism
was the ground for all other Modernist/avant-garde
movements, and even Futurism “could not reject the
aesthetic achievements of Symbolism”.> Although
declaring their loyalty to Symbolism, the B/ue Horns
group was eagerly hosting Russian avant-gardists
in exile, and cooperating with them in joint artistic
projects: various publications, artistic soirees, café
gatherings. As Harsha Ram observes: “One is thus
tempted to view the Blue Horn poets less as exclu-
sively Symbolist or even Futurist but as writers at-
tempting to provide Georgian literary culture with an
abbreviated history of modernism as a whole”.*
Alongside with Georgian Symbolists, the poets
and artists with different ethnic backgrounds, com-
ing from Russia, many of them having some roots
in Georgia, were bringing to Thbilisi their interests
in various styles. From the avant-garde movements,
interest in Futurism was most strongly represented,
along with Dadaism. Through combining the poetic
principles of these two, and developing the poetry
of Zaum the Futurist group 47° was launched in
Thilisi. One of the major figures, of Russian Futur-
ism and Zaum poetry, Aleksey Kruchenykh (1886
— 1968), formed the group together with Russian
poet Igor Terentiev (1892 — 1937), the Polish-
Georgian brothers, poet and artist Ilya Zdanevich
(aka Iliazd, 1874 — 1975) and artist Kirill Zdanevich
(1894 — 1969), Georgian artist Lado Gudiashvili
(1896 — 1980), Armenian poet Kara-Darvish (1872

lisi, 1917-21]. Moscow 2000; NIKOLSKAIA, T.: Avangard i
okrestnosti [The Avant-Garde and Its Environs]. St. Petersburg
2002; MARKOV, V.: Russian Futurism: A History. Berkeley
and Los Angeles 1968. pp. 336-337; JANACEK, G.: Zaum:
The Transrational Poetry of Russian Futurism. San Diego 1996,
chapter: “Zaum in Tiflis, 1917 — 19217, pp. 223-289.

* Titsian Tabidze, the leader of the Blue Horns emphasized this
in his programme essay “With the Blue Horns”. TABIDZE,
T.: Tsisperi Qantsebit. In: Tsisperi Qantsebi [The Blue Horns],
1916, No. 1, pp. 21-26; 2 (1916), No. 1, pp. 20-26, here p. 20.

— 1930), and Polish artist Zigmund Valishevsky
(1897 —1936). Due to the presence of Kruchenykh,
who had been a member in the 1910s of Russian
group Gilea, which identified itself as Cubo-Futur-
ist, the group 47° would also have links with this
aestheticism. Although the main poetic principle
practiced by the group was now Zaum, shared by
poets of the group, Kirill Zdanevich was the figure
most clearly associated with Cubo-Futurism,” or
even pure Cubism. Kirill Zdanevich (1892 — 1969)
was a Georgian-Polish avant-garde artist, stage de-
signer, one of the founders of the Georgian and
Russian so called Cubo-Futurism, creator of “or-
chestral painting” that is the variety in visual art of
Ilya Zdanevich’s “Vsyiochestvo” (Everythingness)
concept. The brothers Kirill and Ilya were born in
Georgia into the family of a Polish father, French
teacher, and a Georgian mother, music teacher, from
the Georgian noble family of Gamkrelidze. In 1900
Kirill graduated from the Thilisi gymnasium and
studied at Fogel’s and Sklifosovsky’s classes of draw-
ing and painting. In 1911 — 1918 he continued his
studies at the St. Petersburg Art Academy. In 1912
he joined the Russian Artists group “OcnmHHM
xBocT” [Donkey’s Tail] and participated in its so
called Neo-primitivism exhibitions together with
the artists Mikhail Larionov, Natalya Goncharova,
Vladimir Tatlin, Kazimir Malevich and others. In
1912 while spending his holidays in his homeland,
in Thilisi together with his brother, Ilya Zdanevich,
and Mikhail L.e Dantue he discovered the paintings
of the great Georgian artist Niko Pirosmanish-
vili and started collecting them. Later he presented
these paintings to the Thilisi State Museum of Art
and wrote a monograph on them. In 1913 Kirill
Zdanevich left for Paris and arranged an exhibition
at Alexander Arkhipenko’s studio. In 1914 he was

* RAM, H.: Modernism on the Periphery: Literary Life in
Postrevolutionary Thilisi. In: Kritika: Explorations in Russian
and Eurasian History. Vol. 5, No. 2 (Spring 2004), pp. 367-382.
here p. 380.

* InJune-July 1987 Rachel Adler Galley, New York, introduced
the exhibition Kirill Zdanevich and cubo-futurism, Tiflis 1918-
7920 and represented K. Zdanevich’s works from the Thilisi
avant-garde period from the angle of Cubo-Futurism. See:
LE GRIS-BERGMANN, E.: Kzrzll Zdanevich and Cubo-Futurism
Tiflis 1918-1920. New York 1987.
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summoned to serve in World War I as an officer at
the German front. In 1917 he was demobilized and
returned to Thilisi which was becoming the centre
of the avant-garde experiments.

Together with his brother, Ilya Zdanevich, he
became one of the leaders of the so called leftist
futurism. The “Futuristic Syndicate” was founded
by the brothers Zdanevich, poets Yuri Degen,
Kolau Chernyavsky, Kara-Darvish, artists Lado
Gudiashvili, Ziga Valishevsky, Igor Terentiev and
Aleksei Kruchenykh who then fled from revolu-
tionary Russia and World War I to independent
Georgia. Their interest in folklore and the primi-
tive is obvious and it brought them close to the
Moscow “Oslini Khvost”(Donkey’s Tail) . In 1919
the syndicate broke up and a new group — 47° was
established. The leaders of the group 47° were the
author and ideologist of the “Vsyochestvo” theory
Ilya Zdanevich together with Terentiev and the
creator of “Zaum” — Kruchenykh. The founder of
“Orchestral Painting”, Kirill Zdanevich, also joined
the group. The group founded its own newspaper
41°. Zdanevich participated in the artistic evenings
of the artistic cafés “Argonauts’ Boat” and “Fantastic
Tavern” where the founders of “Futurvseuchbish-
che” (futureverythingstudies) gave lectures. Together
with Lado Gudiashvili, Aleksey Petrokovsky, Turi
Degen and Ilya Zdanevich he participated in paint-
ing the “Fantastic Tavern”. It was also in this period
that he worked on murals for the “Argonauts’ Boat”
café together with Bazbeuk-Malikov, Gudiashvili,
Kakabadze. He started his radical, so called Cubo-
Futurist (Korney Chukovsky’s term overtly revealed
in 1913), experiments in book design and typography
in 1917. Collaborating with the Zaum poets, he cre-
ated the entire outlook, format and text drawings for
their books and often works on text calligraphy as
well. His graphic and lithographic experiments are
the visual parallels to the Zaum experimental poetry
—maximum transformation of an object, significance
of surface and texture, maximum plasticity of the
image shape as not of a ”denoter” but as “denoted”
in itself, making free use of any means and devices,

¢ Digitalized versions of these books are available at: http://
modernism.ge/?action=page&p id=428&lang=eng, This

electronic resource contains mostly the digitalized collection
of the Ioseb Grishashvili Library-Museum, Thbilisi. The reso-
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artistic methods or directions for this purpose (see
the text by Aleksei Kruchenykh and Eli Eganbiuri
(Ilya Zdanevich) in the catalogue of Kirill Zdanevi-
ch’s exhibition in Thilisi in 1917). That is why he
freely contributed to the graphic expression of a
figural verse and created calligraphic compositions.

The weekly newspaper 47° was established on be-
half of the group in 1919, but only the first issue was
actually published: 47°, 14 — 20 July, 1919, Tiflis. The
most interesting heritage of the group is the number
of books published by poet-artist duos, members
of the group. Collaboration of Kruchenykh and
Kirill Zdanevich resulted in the book projects: A.
Kruchenykh, K. Zdanevich: Uchites” Khudogz, Tiflis,
1917; A. Kruchenykh, K. Zdanevich: Malakholia v
Kapote, Tiflis, 1918; V. Kamensky, A. Kruchenykh,
K. Zdanevich: 7976, Tiflis, 1918. While Zaum poems
belonged to Kruchenykh, Cubo-Futurist graphic
works were developed by Kirill Zdanevich. He also
contributed with his graphic works to the book
Sofii Georgienvne Melnikovoi, [To Sophia Giorgevna
Melnikova]. Tiflis: 41°, 1919¢, which was a joint
project fulfilled by the multiethnic community of
the Thilisi avant-garde, gathering in the artistic café
Fantastichesky Kabachek [Fantastic Tavern|. The
book brought together 20 poets and artists of four
nationalities, and established aesthetic dialogue be-
tween various styles, including Futurism and Zaum,
Cubism/Cubo-Futurism and Symbolism.

Within the Thilisi avant-garde environment,
Modernist/avant-garde styles were co-practiced
and carried out through various artistic projects.
Although the reports from soirees and café gath-
erings mention some vivid discussions among the
different groups, they were still sharing the same
venues, and pages of the same publications, since
they shared the spirit of artistic self-expression and
experimentation. Some kind of synthetic approach
to Modernist/avant-garde was not only practiced,
but also conceptualized within the Thilisi avant-garde
community. While B/ue Horns was, as emphasized by
Ram, providing an abbreviated history of modern-
ism, Ilya Zdanevich was suggesting the concept of

urce was developed by: Nana Kipiani, Tea Tabatadze, Mzia
Chikhradze, Tsisia Kiladze, Nana Mirtskhulava, Ketevan
Sulukhia.



1. Kirill Zdanevich: Drawing for Linoleum (left), Still Life(right). Magazine Phoenix 1919, No. 2-3, pp. 4-5. loseb Grishashvili Library Museum,

Thilisi.

Vsiachestvo (‘Everythingness’, derived from Russian
word Bce — everything), and 47°, led by Kruchenykh,
was insisting on the coalescing ‘orchestral’ approach
to the arts, which was transformed into the idea of
“orchestral painting” by Kirill Zdanevich.

Kirill Zdanevich’s artistic style and his indi-
vidual character was analysed by the fellow poet
and active member of Thilisi avant-garde com-
munity, Yuri Degen.” In his essay published in the
literary journal Fenzks [Phoenix|, Degen analysed K.
Zdanevich’s artistic biography. He believed that the
three years (1914 — 1917) during the WWI, which
Kirill Zdanevich spent as a Russian army officer in
the trenches, drawing and making sketches, had a
significant impact on his perfection in the area of
graphic arts. Degen also emphasized the importance
of Kirill Zdanevich’s time spent in Paris, the capital
of the European arts. Although he was already a

7 Yuri Degen (1896, Warsaw - 1923, Baku) — poet and essayist,
editor of the literary journals Kuranti and Feniks during Thilisi
avant-garde.

master of the arts, Paris still enabled Zdanevich to
orient himself in the jumble of all kinds of artistic
schools and styles, which were spread everywhere,
and especially in Paris.® Degen insists that the proc-
ess of artistic search unavoidably led the artist to
the concept of Orchestral Painting, which gave an
artist the opportunity of combining all techniques
within one canvas, he still sees pure Cubism in some
works by Kirill Zdanevich.” Alongside Degen’s essay,
seven different illustrations of graphic works and
paintings by Kirill Zdanevich were published in the
same journal (Fig. 1).

Another Georgian artist, some of whose works
are believed by art historians to represent the style of
Cubism, is David Kakabadze (1889 — 1952). He was
one of the most significant figures of Georgian mo-
dernism. After finishing gymnasium in Kutaisi, Geor-
gia, he studied at the faculty of Natural Sciences at St.

8 See DEGEN, Y: Kirill Zdanevich. In: Feniks [Phoenix], 1919,
No. 2-3, pp. 1-6, here pp. 1-2.

? Ibidem, pp. 3-4.
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Petersburg University. At the same time, he worked
in the studio of the painter L. Dimitryev-Kavkazsky.
“Maybe it sounds paradoxical, but science — mathe-
matics, physics, chemistry, had a great influence on
his artistic work,” wrote his contemporary and fellow
artist, Kirill Zdanevich. In 1910, he began to work
in photography. In 1914, four artists — Kakabadze,
Philonov, Kirillov and Lason-Spirova established
a society: VIHTMMHas MacTepcKas XMBOIMUCLEB U
pucoBanbuykos [Intimate Studio of Painters and
Hlustrators]. They published the manifesto, “Made
Pictures” (Cpenannble kapTuHbl). The manifesto
expressed the philosophy behind Kakabadze’s
work: the picture has to be created, completed and
released from everything unintentional. His famous
“Self-portrait in front of the Mirror” and Cubist
“Self-portrait” were created in this period. In 1916,
after graduating from the university, Kakabadze
returned to Georgia to become an active member
of the Thilisi avant-garde. In 1917 he started work-
ing on a series of Imereti landscapes, focusing on
one of Georgia’s most picturesque regions. By 1918
he had already created “Still Life of Imereti” and
“Imereti — My Mother”. This last is the “synthesis
of his artistic work of the 1910s, done according to
his statement of ‘made pictures” (K. Zdanevich).
In 1919, together with Lado Gudiashvili and Sergei
Sudeykin, he painted the most popular artistic cafe
of that period — “Kimerioni” (in the basement of
what is now Rustaveli National Theatre). He also
participated in painting the murals in artistic cafés,
“Fantastic Tavern” and “Peacock’ Tail”. In 1919,
together with his brother Sargis Kakabadze, he
published “Shvidi Mnatobi” (“Seven Stars”) — an
interdisciplinary journal with the following sub-
departments: Belles-lettres literature, Art, Science,
Political reflections, Cooperation. It printed his
articles on art. In the same year, Kakabadze left for
France, where he stayed until 1927. His famous series
belong to the Parisian period: “Bretagne” (1921), the
graphic and oil Cubist series “Paris” (1920), “Sail-
ing Boats” (1921), “Abstract Forms of Blooming
Gardens” (1921), and collages with lenses (1924).
From 1921 to 1927, he participated in each annual
exhibition of the “Salon of the Independents” (Sa-
lon des indépendants). He published books “On the
Constructionist Picture” in French (1921), “Paris
1920 — 19237 (1924) and “Art and Space” (1925) in
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Georgian. In 1924 — 26 he collaborated with Leon
Rosenberg’s Bulletin de I’effort Moderne where he
published letters on modern art: “L’art-IEspace”,
“Du Tableau Constructif”, “Deux Conceptions
Spatiales (Orient et Occident). In 1922 he concluded
an agreement with M. Muller and K. Kobakhidze
on the invention of the “Glassless Stereo Cinema-
tography.” For this accomplishment a joint-stock
company was established with the capital of 900
thousand French francs. After the presentation of
the invention to the Optics Institute in Paris, the pa-
tent on it was purchased by the USA, Germany, Italy,
Belgium, Spain and Hungary. In 1926, the founders
of the ‘Société Anonyme’ — Catherin Drier, Marcel
Duchamp and Man Ray, with the collaboration of
Wassily Kandinsky, Kurt and Helen Schwitters,
Fernand Leger, Heinrich Kampendonk and Anton
Giulio Bragaglia — arranged a big international ex-
hibition of modern art at the Brooklyn Museum.
For this reason, the Socété Anonyme which was also
known as an “Experimental Museum,” purchased
David Kakabadze’s works. Among the works was the
sculpture “Z,” which today is kept at Yale University
Art Gallery together with his other works. See the
list of participants in the catalogue of the exhibition
dedicated to the 60th anniversary of Kandinsky at
http:/ /artgallery.yale.edu/socanon/ as well as some
pages of the catalogue on our website. The Brooklyn
Museum exhibition opened on 19 November, 1926
and closed on 1 January, 1927. This was the fatal year
when Kakabadze returned to the annexed and So-
viet-dominated Georgia after travelling to Germany,
Italy and Greece. At that time Joan Mir6 and Piet
Mondrian — already famous in Europe — made their
American debut through this exhibition. This was
the period of their internationalization as artists. As
for the 37-year-old David Kakabadze, this exhibition
turned out to be, tragically, his final one.

Kirill Zdanevich met David Kakabadze as a
young student in Saint Petersburg, and later recalled
this while analysing Kakabadze’s art in his essay.
Zdanevich saw just one of Kakabadze’s works,
Cubist “Self-portrait”, as an experience of applying
Cubism in his paintings."

1 Kirill Zdanevich, David Kakabadze. Archive of Georgian
National Musenm. p. 11. Online: http://modernism.ge/
raction=photogallery&p_id=208&b_id=26&lang=cng
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2. Kirill Zdanevich: Sing, 1921. Indian ink on paper, 45x30. Private
collection, Thilisi.

Apparent signs of Cubism can often be identi-
fied in the works by Kirill Zdanevich and David
Kakabadze. Although their works pertain to a some-
what later period and do not exactly concur with
the time when Cubism as such was being shaped,
sharing of the language is obvious as is its peculiar
interpretation. Georgian Cubism predominantly
conveys the traits of Synthetic Cubism, which is also
understandable. However, as far as their causes and
outcomes are concerned, these traits differ from the
Cubist movement, reflecting the inherent distinction
in Georgian Modernistic consciousness that, overall,
had already been outlined by that time.

" KUSPIT, D.: The critical History of Twenty Century Art. In:
artnet magazine, 2000. Online: http:/ /www.artnet.com/maga-
zineus/features/kuspit/kuspit1-24-06.asp

3. Kirill Zdanevich: Untitled. Indian ink on paper, 40x25. Private
collection, Thilisi.

By the time the concept of Cubism reached Geor-
gia, it had been represented, and analysed in Europe
in many ways. Quoting Picasso in his .4 Critical History
of 20" Century Art, Donald Kuspit wrote: “In general,
the picture was a sum of different additions. In my
case, a picture is a sum of destructions. I make a pic-
ture, then destroy it.”"" This quote has an important
bearing, and here is how Kuspit himself describes
the Cubist space of Howuses at 1.’Estaque and Cottage
and Trees, two artworks by Braque and Picasso: What
adds to the sense that the image is a deliberate fabrica-
tion —indeed, pure fiction —is the self-contradictory
space.”” Braque called the cubist space “a manual
(physical) space” that opposed and rejected the “eye-
fooling illusionism™ of “‘scientific perspective”. At
the same time, Kuspit noted that the illusion of the

12 Tbidem.
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image being in relief was nonetheless created (The
spatial coordinates remain intact, and the scene is seen
from an everyday point of view). Juan Gris, Picasso’s
Spanish follower, developed a method described by
Guillaume Apollinaire as ‘Integral Cubism’, the term
signifying compactness and control — a new way of
integration and calculation in Cubism."

And yet, Picasso’s description of Cubism as
a unity of destructive parts is applicable to both
periods. I would describe it, in fact, as a profound
unity of destructive parts within the framework of
three-dimensions —a continuous creation of depths
by alternating planes as well as light and shade. In
other words, space represents objects and volumes,
as if being tactile, tangible, creating an environment,
albeit optional. This is why Cubism is unwilling to
distance itself from the physical space, even if that
space is perceived as a sign. It is exactly in three
dimensions, the three-dimensional space-sign that
a Cubist image turns into a sign, a reference, a self-
designation, if you like; it is precisely in that space
that the image acquires the property of being a
sign. Reiterating again, the shift of perspective, the
constant change of the viewing angle occurs within
three dimensions.

What do we really witness in Georgian Cubism,
or especially in the works of David Kakabadze and
Kirill Zdanevich, two artists who were intrinsically
different from each other? Signs of Cubo-Futur-
ism prevail in Kirill Zdanevich’s artworks. David
Kakabadze, on the other hand, transforms the Cubist
method in his own way and brings it clearly under his
constructivist logic, using some Neoplasticism signs.
Both artists, however, are united by a certain internal
logic: an actual denial of the three dimensional na-
ture of space, which means denial of the reflection
of the shape into planes that are spatially relief-like
and, therefore, descend into depth, the maximum
extension onto the surface, attaching the utmost
priority to flatness, and the simplicity of perception
(Fig. 2, Fig. 3).

1 Tbidem.
" Some of the essays were first published in Paris, Bulletin de

L’Effort Moderne, 1925, No. 17-19. See online: http://mo-
dernism.ge/?action=page&p_id=184&lang=eng. Georgian
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In his collection of essays, Azt and Space, deve-
loped in Paris in 1924 — 1925, David Kakabadze
wrote: “All the achievements in Art are precon-
ditioned by diverse concepts of line and colour
construction”." He goes on to say: “It is possible
to express or animate any type of surface. But a
picture (animated plane) can only be made on a flat
surface. A picture, as an object, takes a particular
place among all the other man-made objects. We
should give a picture its corresponding place in our
imagination just as we do with the objects around us,
and not more”."” Here is another, more important
abstract from David Kakabadze’s essay: ““Relief is
the soul of painting’. This opinion belongs to the
person who was the first to formulate the idea of the
Italian Renaissance. It explains the great significance
of space perception in art but shows only one way
of expressing this perception. Relief defines the real
existence of an object in space. Such connection
of plastic art with nature is an essential part of the
distinction between Eastern and Western arts.”"

In Kakabadze’s Cubist works, utban structures,
still lifes, and shapes are placed against a neutral
dark background and spread on the surface as wide
as possible. However, he never uses chiaroscuro,
which was completely alien for him. The outlines of
geometric planes and their colours create a general
contour while also suggesting the general outlines
of the shapes. Images really turn into single signs
that reject the character of reliefs, and form absolute
perceptual models deprived of mutual overlapping,
intersection, and the spreading into space of volu-
metric planes descending into the depth. It is flat
surfaces, outlines, and chromaticity that interact with
each other rather than the planes descending into the
depth, or perspective inter-crossing of flat surfaces,
denoting depth. Movement and space, in this case,
are created through the contours of geometric planes
oriented parallel to the flat surface, their angle and
direction as well as the distribution of local colout,
which creates the movement on the flat surface. In

edition: KAKABADZE, D.: Khelovneba da Sivree [Art and
Space]. Thilisi 1983. p. 93

15 Ibidem. p. 78.

16 Ibidem, p. 130.



Kakabadze’s own words: “The art of painting is a
means of revitalizing the surface through lines and
colours™."”

Hence, one more feature gains importance —non-
existence of the specific intimate environment in
the picture. Kakabadze’s art seems to lack the niche
of depth within which the viewers start their trip
to search for deep internal interconnections in the
objects’ shapes. We do not really witness an intimate
and familiar contact established between the image
and the beholder. The image seeks to generalize
and offer viewers a generic constructive icon rather
than lure them into deeper labyrinths. Subsequently,
there is no specific environment, and so almost no
time; meaning the time that moves forward in a
linear pattern in the three-dimensional space. The
Western Cubism yielding existential-subjective icons
is confronted by the general and abstracted, eternal/
essential icons of Georgian Cubism in which time
shrinks at the expense of opening up the space and
covering its large area.

Representing rational and constructive thought,
Kakabadze described the process of creating and
perceiving a picture in the following way: “The
dynamism of each object is preconditioned by its
construction”;"® “The need dictates rejection of
the romantic method in artworks and its replace-
ment by the classical method”; “When you look at
a picture, it is lines and colours that impress you
in the first place, it is exactly lines and colours that
form your perception of shape accordingly. But we
should not forget that lines and colours must trans-
port the inherent and perpetual features of objects
disregarding random properties.”"” “A picture must
provide the complete and final icon of a form and
this depends solely on the image construction.”*’And
again: “If a human being’s range of vision is not
restricted by artificial boundaries, he can see objects
with their determinant total shape.” He compares
restriction by boundaries to photography, a field he
was engaged in, and says that photography depends
on the lens size and the film, and, therefore, when

17 Ibidem, p. 124.
'8 Tbidem, p. 124.

1 Ibidem, p. 74.

portraying reality, it always depicts its fragment. That
is why, he goes on explaining, photography always
invites us to dream and takes us outside the shot,
while our perception depends on how unrestricted
the flow of our imagination is.”’ Consequently, in
Kakabadze’s paintings (as opposed to photography)
all flat surfaces — lines and colours — turn into a sin-
gle fused icon against a dark, ostensibly enframing
background; this icon binds different fragments into
one “total” unity, it completes within itself without
taking us anywhere.

Incidentally, it is interesting that Kirill Zdanevich,
who created Cubo-Futuristic works, displays a similar
attitude toward shape. A few of his works, drawing
on markedly different principles, including A Futur-
istic Syndicate (1919), Woman (the 1920s), and Gub-
politprosvet (the 1920s) show no vibrating chiaroscuro
(provisional, of course) modelling of surface and
forms. Yet, all three works reveal the apparent influ-
ence of Synthetic Cubism, albeit to varying degrees.
However, if we compare them with, for instance,
the works of Fernand Leger, who had consider-
able influence on Cubo-Futurism, we will discover
a very interesting feature: in Kirill Zdanevich’s art,
the creative flatness is parallel to the surface (e. g.
Gubpolitprosvet, in which he uses musical notes, so
favoured by Cubism, and even fragments of instru-
ments - obvious irony for the title), and whenever he
resorts to the relief form, he does it the other way
round. Notionally, this could be described as follows:
the artist somewhat ejects a shape from the surface
towards the beholder with reverse movement from
the depth to the surface. A relief-like, somewhat
sculptural, shape, virtually propping against the flat
surface, seems to transcend the boundary of the
picture’s flatness and come outwards with its convex,
slightly whitened and provisionally illuminated parts.
What helps to intensify such an impression — coming
outside rather than directing inside towards the depth
— is, in fact, the inverse perspective arrangement of
colourful planes, bringing together the entire back-
ground, and their certain centripetal orientation. Flat

0 Ibidem, p. 69.

2 Ibidem, p. 75.
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4. Lado Gudzashvili: Self-portrait, 1919. Oil on canvas, §7x70. Georgian
National Museuns, Tbilist.

surfaces concentrated towards the centre merge in
the lower part of the picture, at the woman’s knee. A
movement is formed, quintessential to Cubo-Futur-
ism. However, this movement created by colourful
flatnesses and dynamism seems to be circulating,
moving in a circle and neither shifting towards the
corners of borders nor descending into the depth
but rather turning outwards in perception.

Thus, both David Kakabadze and Kirill Zdane-
vich reject the traditional method of picture-like
representation. As mentioned above, these works
lack the specific environment or niche; they do not
have the indentation, the depth, which a Cubist work
typically preserves, there is no chiaroscuro or light,
not even provisional, that would drive the image
towards the depth by modelling shapes or creating
relief. The depth in Cubism is totally conditional but
it exists through the relationship of the light and
dark, or provisionally lit/shaded segments of each
of the surfaces that actually cast or eject the depth.
So, what we have is the concavity and a relocation
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of the viewer from the surface to the depth, some-
thing we do not encounter in the Georgian version
of Cubism.

All this is likely to mean a new round, but still: any
classical Cubist work, whether analytical or synthetic,
is an assault of a “free and moving perspective”
on an object, and most importantly, on one object,
an individual object, meaning that it is characteristic
of Cubism to concentrate on an individual object
existing in reality and penetrate its depths. In such
work, the distance between the artist and the object
is erased; the artist begins to destroy it as a whole,
breaking it into tiny pieces, space-planes, and then
rearrange them in the same arbitrary fashion. Resort-
ing to Jose Ortega y Gasset’s metaphor, the artist
represents the object’s micro world as if examining
it through a magnifying lens, defragments it, makes
dramatic analysis of its peripheral regions, and then
re-assembles these fragments from mutually antithet-
ical, oppositional perspective points. This constitutes
a familiar attitude towards reality, or towards the
object, when the artist reaches into any depth of the
object/shape and overturns it. This is a somewhat
atomistic attitude: breaking up an object into pieces
to assemble a new model from those pieces. This
new model — an artistic whole — represents, in fact,
reflection of time by space/spaces through images.
Hence, as far as Cubism does not observe an object
from a distance, but begins to penetrate its depth
from various sides, it actually represents a journey in
time, a time that might have been transformed from
linear into complex time, but nevertheless, has been
granted a priority.

Georgian Cubist works depict a more holistic
approach to the form/space. They almost never
concentrate on an individual, single object to break
it up into particles and fragments and thus split its
internal space, turning its interior out; they do not
offer a journey in time within one form that, in
fact, deprives us of the ability to comprehend itas a
whole. Georgian Cubism creates a new spatial whole,
it assembles space in a Cubist manner not through
the destruction of a single object, but through
putting together essentially different objects, forms
or their parts, in other words different spaces or

2 KUSPIT 2006 (see in note 11).



5. David Kakabadze: from the Series Object with Mirror and Lenses,
1924. Wood, glass, metal, tempera, 75x59. David Kakabadze Musenm,
Thilis.

spatial zones, and then through representing them
on a flat surface as a single constructed whole, or
we could say epic (conventionally, of course) space.
Accordingly, what we see is a fusion of multiple
spaces and forms and objects existing in space into
one whole. Western Cubism dismantles one whole,
while Georgian Cubism constructs many and trans-
forms them into one whole.

Similar spatial interpretation can be seen in Lado
Gudiashvili’s paintings that bear apparent signs of
symbolism and expressionism. In a number of genre
paintings, it is a dynamic space, moving in a circle,
which also unfolds the image in a reverse perspective,
from the depths to the surface. This rather surface-
ward intense movement gives an impression of a
whirlpool that has come to a halt at the surface — this
is Gudiashvili’s peculiar method to give the picture
the utmost finitude. Stacking the shot with images

6. David Kakabadze: from the series Object with Mirror and Lenses.
Wood, foil, glass, metal, 65x50, 1924. David Kakabadze Museun,
Tbilisi.

and often (but not always) its vertical otientation is all
the more conducive to this impression. Such space,
on the one hand, is a space of objects and, on the
other hand, it is fairly symbolic (Fig. 4).

The Motion, brought into art by Futurism, is es-
sential for Synthetic Cubism. “Force took priority
over form, which became its expression.”* Logically
it, as the relationship between art and life, is essential
for Georgian Modernism as well, clearly expressed
in Ilya Zdanevich’s concept of “Vsiochestvo’. David
Kakabadze also writes about the importance of mo-
tion in modern art: “Machinism is a major factor in our
life; it defines our existence. At the same time, speed
and rapid pace have changed and deepened the sen-
sual perception of space. The past era demonstrated

2 Tbidem.
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7. David Kakabadze: Object with Mirror and Lenses. Glass, oil, metal,
50x35, 1924, Georgian National Museun.

a static contemplation of space, while our time gave
preference to a dynamic one. Expression of a dynamic
space requites other means and forms.” And a little
further on he adds: “Motion is the main factor for
extending space. Permanent contemplation of space
can be achieved only through binocular vision”.*

Here already, the difference between the ‘binocu-
lar vision” and Ortega y Gasset’s figurative ‘Magni-
fying Glass” comes to the surface. Describing the
method of movement creation, David Kakabadze
writes: “The expression of dynamic space (under
binocular vision — N. K.) is today rendered on a flat
surface in two ways: through adding lustre to the
surface and through colours. A lustred surface, which
reflects a wide variety of planes and images like a
mirror, is the best way to express dynamic space. |[...|
In the chromatic chart, only some colours possess
the power of expressing depth... “*

The seties of Kakabadze’s Objects with Lenses and
Mirrors (1924) can well illustrate his theory (Fig. 5

* KAKABADZE 1983 (see in note 14), p. 128.

# Ibidem, p. 127.
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— 7). In these works, Kakabadze introduces lenses
and mirrors into the constructions that create a solid
and simultaneously inherently dynamic surface. Mit-
rors, reflecting the physical space, produce depth,
sudden depth, bringing the viewer and surrounding
physical space inside the art-object. Thus the space
is constantly changing yielding different contexts,
different meanings, depending on where the art
objects are displayed and where the viewer is. Thus,
Kakabadze brings the very life into the object. It is
quite possible that space in his works might turn up-
side down. In other words, we can see the variability
and the three-dimensional physical space penetrate
the solid construction, we can witness what happens
to the space, and hence to the form itself. Although
the construction is dynamic, it is solid, completed,
and not ephemeral. Consequently, Kakabadze cre-
ates a dynamic surface, but he does not create the
unstable image. His images are full-fledged rather
than being in the process of balancing, like those of
the Western Cubists that Kuspit writes about.

Subsequently, if Cubism views motion not only as
a formal and expressive issue, but rather turns it into
a property of the image, for Kakabadze the essential
thing is the dynamism of the artistic surface created
through formal means which yields a completed,
done image instead of ephemeral, unstable, and
changeable ones. The same can be said about Kirill
Zdanevich’s Cubo-Futuristic works, Ilya Zdanevich’s
book design method, the Georgian Dadaist and Fu-
turist books in general, and, strange as it may sound,
even the set design.

As Georges Braque said, Cubists were not fac-
ing the question to start from the object; they went
in its direction and moved along the path that led
directly to the object.” This meant, in fact, a certain
assault of the “free and mobile perspective” on the
reality and on a specific object. As Hans Sedlmeier
remarked, “Today everything is imbued with an op-
posite of its own.”*’

According to Kakabadze’s concept, on the other
hand, which can be considered as the Weltanschaung
of Georgian Modernism, an event is seen not from

% KUSPIT 2006 (see in note 11).

27 SEDLMAYR, H.: Art in Crisis: The Lost Centre, London 1957,
p. 261.



“one particular side” towards the depth, but “with
the whole substance in the space..”” It is based on
certain peculiarities of world perception, which we
call panoramic vision of binocular sight, and this is what
shapes a relevant spatial and plastic language.

This language derives more from the spatial and
synchronic reflection of reality and less from tem-
poral and diachronic thought. Due to the nature of
Georgian culture, Georgian art still has ¢pic perception
of time and therefore considers space not as small
llusory spaces temporally divided into fragments,
segments, and processes, in an illusionist way, when
images are, in fact, temporal images or time-specific
images, but rather as a large simultaneous space in
which these spaces and consequently times unite.

This distinction can be defined in the following
way: For a Westerner reality is perceived in duration,
while a Georgian views it in a simultaneous (one-
time) space, to a greater or lesser degree, of course.
In other words, the Western Modernity differs from
the Georgian one just as the dramatic differs from
the epic.

Here we have arrived at the key characteristic of
Georgian Modernism — simultaneity that works in
two directions: (1) historical and (2) artistic. Without
this perception of simultaneity, the Georgian reality
might not have been able to develop the Graphic
Modernism at all (due to Sovietization).

Benjamin cites Joseph Joubert in one place:
time is found even in eternity; but it is not earthly,
worldly time; that time does not destroy; it merely
completes.” He also notes with regard to Marcel
Proust that we find rudiments of an enduring ideal-
ism, but, the eternity which Proust opens to view is
convoluted time, not boundless time. His true inter-
est is in the passage of time in its most real - that is,
space-bound-form...””

Georgian Modernism might partially stem from
this context: although it is not space — bound; it
strives to achieve a simultaneous fusion of time into
a spatial whole, into its finite artistic form; it strives
to embed time into a uniformly perceptible space,
something Zdanevich refers to in his Everythingness

* KAKABADZE 1983 (sce in note 14), p. 124

# BENJAMIN, W.: Iluminations. New Yotk 2007, chapter: On
Some Motifs of Baudelaire, p. 185.

and about which Kakabadze says “we should accept
all achievements in art from the prehistoric period
to our days,” adding further,’including the complete
rejection of retrospectivism and ethnography”.’!
Georgian Modernism is unwilling to weave/knit
time, to create it from its intricate loops, convolute
it, and succumb to it.

The above sufficiently illustrates that Georgian
Modernism is oriented towards modelling the
present and moving towards the future through it;
it focuses on innovation, on creating new faces of
visionaries. Titsian Tabidze writes: “Modernism is
the song of the visionaries.” If, for the Futurists,
the present is the beginning of the future, and the
future is determinant, meaning that the centre rests
in the future, for Georgian Modernism, the present
is both the outcome of the past and simultaneously
the beginning of the future, meaning that the centre
rests in the present.

The Georgian West-oriented and thus Western-
ized complicated consciousness, entirely shares West-
ern artistic goals, experiences itself as part of this
culture rather than receiving or absorbing modern
culture and Modernism from the outside, and sub-
sequently perceives the need to return to the bosom
of European culture. Therefore it cannot neglect its
quest to fuse time into space. It is simultaneity that
matters for it rather than linearity, it is characteristic of
the perception of the given stage in Georgian history,
the period from 1910 to 1920. On the other hand, it
represents the traditional artistic thought, which, due
to the changed historic context, became dominantin
Georgian culture from the end of the 1920s.

Within the Soviet-totalitarian cultural reality, within
the cultural policy established by Stalin, modernists
all over the USSR were forced to reject their own
aesthetic position and “switch to Soviet rails”. The
new cultural style, enforced by the Soviet state, namely
Socialist Realism, was actually altered by Georgian
modernist by classic principles of realism, which
seemed more acceptable to the Soviet regime. They
were not able to produce modernist works any more,
and by the end of the 1920s all traces of the avant-

* Ibidem, The Image of Proust, pp. 201-205.

' KAKABADZE 1983 (see in note 14), p. 78.
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garde, including Cubism, were erased from the cultural
reality, and, soon, also from the cultural memory.

After the annexation of Georgia by the Soviets
Ilya Zdanevich emigrated to France and continued
his avant-garde artistic activities. Kirill hopelessly
awaited the chance of reunion with his brother, but
had to spend rest of his life in the USSR. In 1922 — 36
he begins to work as a stage designer and especially as
a costume designer at the major theatres in Thilisi: the
Opera House, Marjanishvili and Rustaveli theatres.
Costume design had been an independent and one
of the most significant branches in his graphic art
since 1914, but the works of 1922 turned into real
“Costume Theatre”. In 1926 — 30 he left for Moscow
and worked at the “Modern Slapstick”, “Publishing
House” and “Music Hall” theatres. Until 1933 he
worked at the Agricultural National Commissariat
and as he himself ironically wrote to his brother,
took an active part in building the USSR by painting
agricultural pavilions and creating huge panels with
the method of photomontage. All this lasted until
the repressive period began in the Soviet Union and
almost the entire Agricultural Commissariat was
arrested. Some of its members were executed as
“enemies of the people” and counter-revolutionaries.
By this time Igor Terentiev had already been arrested
and exiled to Karelia. At the end of the 1930s he re-
turned to Thilisi, and in 1941 — 43 worked as a circus
stage designer. In 1943 he was in Moscow working
over the murals for café “National”. From the 1930s
the creative activities of Zdanevich changed accord-
ing to the political situation but in spite of this he
was arrested in 1948 and sent to Mordovia where he
served his sentence at Dubrava camp for 10 years.
He returned to Thilisi only in 1957. In 1964 he finally
received a French visa and left for Paris for a few
months to meet his brother Ilya after 34 years. Kirill
Zdanevich died in Thilisi in 1969.

David Kakabadze’s life seems less dramatic, but
still, it was spent under the Soviet pressure. In 1927,
after returning to Sovietized Georgia from Paris, he
became separated and isolated from the Western
artistic world and gradually fell into oblivion. In 1950

2 Georgian National Museum Dimitri Shevardnadze National
Gallery, Thilisi, presented David Kakabadzes retrospective
exhibition on May 18-July 10, 2013. This was a most complete
exhibition of David Kakabadze’s works. http://museum.
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in the catalogue of a collection published by Yale
University’s Catherine Drier discussed him as a post-
humous phenomenon, though Kakabadze outlived
this remark by two years. Simply no one knew him
by that time. Kakabadze’s biography on the website
of Yale University (Société Anonyme) states that his
statue Z: “became the icon for the Société Anonyme
collection appearing on the cover of numerous pub-
lications. In 1928 Kakabadze returned to Georgia,
where the government had outlawed abstract art, and
he was allowed to create only realistic works. Today Z
is his only surviving sculpture.” Indeed, after return-
ing to Georgia and mounting a one-man exhibition
at the “Orient Hotel” in 1928, he produced no art
until 1933. The artist himself called these years his
“silent period.” During this period he worked at the
Thilisi Art Academy, Kote Marjanishvili theatre and
became an art director for the important new work
emerging in Georgian cinema: Michael Chiaureli’s
film “Saba” (1929), Michael Kalatozishvili’s films
“Salt of Svaneti” (1931) and “Blind Woman” (1931),
and Chiaureli’s film “Khabarda,” the last in collabora-
tion with Lado Gudiashvili. All these films were later
banned. He worked as an artist for Davit Rondeli’s
film “Paradise Lost” (1937). In 1929 — 1931 he made
his own film, “Monuments of Material Culture in
Georgia,” which was at once labelled as ideologically
anti-Soviet. It was suppressed, as a result, and to
this day is considered lost. In the 1930s his works,
especially of the Parisian period are considered for-
malistic. He was forced to compromise and in 1933
created the graphic series “Rioni Power Station”
while in the 1940s and 1950s he created pictures on
industrial themes. In the 1940s, he completed the
work he had begun in Paris on Georgian ornaments.
From 1943, he served as professor of the Academy
of Art, and in 1933 — 1942 he became the head of
the studies of the same institution. On July 12, 1948
the order was issued to the Thbilisi Academy of Art
that he “could not instruct students according to the
socialist realist method and he was dismissed from
his position from the 1948 — 49 academic year.”
David Kakabadze died on 10 May, 1952.%

ge/index.phprlang_id=ENG&sec_id=105&info_id=12305
Paris MUSEE MAILLOL, France, held David Kakabadze’s
retrospective exhibition on September 17, 2014 — February 15,
2015. http:/ /www.museemaillol.com/expositions /kakabadze/



Vplyv kubizmu v Gruzinsku:
Kubofuturizmus, Kirill Zdanevi¢ a David Kakabadze

Resumé

V' Gruzinsku sa vplyv kubizmu najvyraznejsie
prejavil v tvorbe Kirilla Zdanevica a Davida Kaka-
badzeho. Na prelome prvého a druhého decénia
20. storocia zacal aj v tejto malej krajine juzného
Kaukazu narastat’ zdujem o moderné/avantgardné
umelecké hnutia, takze je logické, Zze sem prenikli
aj informacie o kubizme. Po pade Ruského impéria
bola vyhlasena nezavisla Gruzinska demokraticka
republika (1918 — 1921) s hlavnym mestom Thbilisi,
ktoré sa stalo novym kultirnym centrom a centrom
moderného/avantgardného umenia.

Basnici a vytvarnici vyvijali ¢ulé aktivity, ¢i uz
Gruzinci, alebo umelci, ktori v Thilisi nasli docasné
utocisko. Rozvijal sa tu symbolizmus, futurizmus,
dadaizmus, Zaum, kubofuturizmus, nadviazal sa dia-
l6g medzi roznymi kultdrami a umeleckymi smermi.
V avantgardnom prostredi Thilisi sa jednotlivé smery
a hnutia presadzovali v ramci r6znych umeleckych
projektov. Umelci sa stretavali na vecierkoch a v ka-
viarfiach, vasnivo diskutovali a vymienali si nazory.
Hoci sa spominaju viaceré vyostrené debaty medzi
rozli¢cnymi skupinami, vystavovali na tych istych
miestach, svoje diela a teoretické studie uverejnovali
na strankach tych istych ¢asopisov. Spajala ich snaha
o umelecké sebavyjadrenie a experimenty. Synteticky
ptistup k moderne/avantgarde sa neuplatiioval len
v praxi, ale v tbiliskej avantgardnej komunite nasiel
aj svoje teoretické zazemie. Kym gruzinska symbo-
listicka skupina Modré rohy poskytovala stru¢né dejiny
moderny, ako zd6raznil H. Ram, Ilja Zdanevi¢ prisiel
s koncepciou vsetkosti a medzinarodna futuristic-
ka/Zaum skupina 47° pod vedenim A. Krucenycha
trvala na zjednocujucom ,,orchestralnom® pristupe
k umeniu, ktory sa u Kirilla Zdanevica pretransfor-
moval na myslienku ,,orchestralnej mal’by*.

V dielach Kirilla Zdanevica a Davida Kakabadze-
ho najdeme zretel'né znaky kubizmu. Aj ked’ tieto
diela nevznikli priamo v ¢ase formovania kubizmu,

maju s nim spoloc¢ny jazyk. Gruzinsky kubizmus
vykazuje predovsetkym crty syntetického kubizmu,
co je tiez pochopitel'né. Pokial’ vsak ide o priciny
a vysledky, tie odrazaja vnutorné odlisnosti v gru-
zinskom modernom vedomi, ktoré sa v tom case
uz zacali értat’. Coho sme v skuto¢nosti svedkami
v gruzinskom kubizme, t. j. v dielach takych odlis-
nych umelcov ako David Kakabadze a Kirill Zda-
nevic? V dielach Kirilla Zdanevica prevazuji znaky
kubofuturizmu. Na druhej strane David Kakabadze
pretvara kubisticki metédu svojim vlastnym spo-
sobom a podriaduje ju konstruktivistickej logike,
pricom pouziva viaceré znaky neoplasticizmu. Obaja
vsak maja spolo¢nu istd vnutornu logiku: odmietanie
trojrozmerného priestoru, vyzdvihovanie plo§nosti
a jednoduchost’ vaimania.

V dosledku sovietizacie Gruzinska boli vsetky
aktivity v oblasti moderného a avantgardného ume-
nia v Thilisi po roku 1921 prerusené. Umelci, ktorf
tu nasli docasné utocisko, opustili krajinu. Niektorf
gruzinski umelci este isty ¢as pokracovali v zacatej
tvorbe, ale v totalitnhom kultirnom prostredi boli
v ramci Stalinom nastolenej kultarnej politiky mo-
derni umelci v celom ZSSR nuteni zavrhnut’ svoje
umelecké stanovisko a prejst’ na novy umelecky styl
presadzovany sovietskym §tatom — socialisticky re-
alizmus. Gruzinski modernisti svoju tvorbu upravili
podrla pravidiel klasického realizmu, ktory sa zdal so-
vietskemu rezimu prijatel'nejsi. Modernému umeniu
vsak odzvonilo a do konca dvadsiatych rokov minu-
lého storocia boli vsetky stopy avantgardy vratane
kubizmu vymazané z kultirnej reality a ¢oskoro aj
z kultarnej pamiti. Kirill Zdanevic¢ a David Kakaba-
dze pokracovali v tvorbe aj pod tvrdym ideologickym
tlakom, ale ich avantgardné diela boli celé desat’rocia
ignorované a vylucené z oficialneho kultarneho
priestoru. Zaujem o ich tvorbu opit’ vzrastol az po
rozpade Sovietskeho zvizu.
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Cubism, the Icon and the Ukrainian Legacy
of Alexis Gritchenko

Myroslava M. MUDRAK

“Le jeune coloriste ukrainien a conguis Paris.” (Louis Vauxcelles)

“Picasso is not the new creativity. He is the end of the old.” (Nikolai Berdyaev)

“Cold, gloomy, frightfull” ' That was how the
Kyiv-born philosopher, Nikolai Berdyaev (1874
— 1948) described the work of Pablo Picasso after
seeing the artist’s Cubist paintings hanging in the
Moscow mansion of collector Sergei I. Shchukin.?
Berdyaev’s reaction prompted an expulsive essay on
Picasso that incriminated the artist in “decimating
the foundations of the objective corporeal world”
and causing a crisis of “dematerialization” and
“disembodiment” in painting — a transgression at
the very core of the plastic arts. Despite the fact
that Berdyaev was not a neophyte in relation to
modern art and was willing to take a stance on his
experience of current developments, nonetheless,
as an an ascerbic independent thinker concerned
with existentialist issues and spirituality, Picasso’s
Cubism would, unsurprisingly, come across as rather
stark and aggressive. Berdyaev, for instance, was

! These are some of the words used by Nikolai Berdyaev in
his essay on Pablo Picasso. See BERDYAEV, N.: “Pikaso”.
In: Sophiya, 1914, No. 3, pp. 57-62. The article was thereafter
republished in Berdyaev’s 1918 collections of essays on art
entitled “Crisis of Art.” See BERDYAEV, N.: “Krizis Iskusstva,
Shornik stater” |*“The Crisis of Art. A Collection of Articles”]. Eds.
G. A. LEMAN - S. I. SAKHAROV. Moscow 1918, 47 pp.
All quotations from Berdyaev are derived from this 1918
publication.
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particularly fond of Gauguin and Cézanne whose
works he delighted in seeing in Shchukin’s home
gallery. He could appreciate, and, without hesitation,
even acknowledge the wayward anti-academism
of modern painting, which, taking the example of
Impressionism, he felt had gone “soft.” Berdyaev
could even understand how Cubism — “a searching
out of the geometric aspects of the objective world,
of the skeleton of things” — was a reaction against
this softening effect. Yet, notwithstanding his astute
awareness of contemporary painting, Berdyaev
insisted that Picasso, though a “genius,” (Berdyaev)
made a wrong turn by “stripping” everything down
to its core and creating a merciless illusion of an “em-
bodied, yet materially synthetic beauty.”” Berdyaev
ardently opposed Picasso’s Cubist wortk as détragué,’
an art gone haywire, lacking any relation to the “sub-
stance of the material world where the stability of

> The Picasso works owned by Sergei Shchukin at that time
included La fermiére (Peasant Woman, 1908), Maisonnette dans
un jardin (Little House in the Garden, 1908), Dawse a ['éventail
(Woman with a Fan, 1909), Brigueterie a Tortosa (Brick Factory
in Tortosa, 1909), Portrait d’Ambroise V'ollard (Pottrait of Vol-
lard, 1910) and VZolon (Violin, 1912) — the latter two probably
being the source of Berdyaev’s dismayed response.

> BERDYAEV 1918 (see in note 1), p. 33.



form and matter exist.” The influential philosopher
bemoaned the prospect that modern art, and most
especially Cubist work, could no longer attain beauty
because Picasso “is all transitional, all — crisis.”* In
a nutshell, Berdyaev, rather apocalyptically, blamed
the “profoundly agitating” Picasso for destroying
“the crystals of the old beauty” and “shattering the
cosmos.” In describing his own “subtle terror” upon
viewing the decomposition of the objective world of
things in Cubist painting, Berdyaev judged Cubism
harshly for having failed “to transform itself into a
culture of creative energy.’”

That was 1914, by which time Shchukin had
amassed a rich collection of contemporary French
painting unprecedented outside France. Among the
Nabis and Impressionists, as well as the Symbolists
and Post-Impressionists, Cubism was an unexpected
novelty for Muscovites to witness at Shchukin’s
home. At the very least, the fractured image was
shockingly different from the well-known and ap-
preciated entrepreneurial tastes of the merchant
collector. Yet, for a young generation of aspiring
artists, hungry to learn of the latest and newest in
painting, Cubism was a welcome revelation.

In 1917 Berdyaev’s position was made widely
known at a public lecture in Moscow. Titled “Crisis
of Art” the lecture was subsequently published as
the lead article in a publication of Berdyaev’s writ-

Berdyaev reveals his contradictory stance vis-a-vis Picasso
when, at the end of his essay, he claims: “[Standing] in front
of the pictures by Picasso revealed that something inharmo-
nious was taking place in the world. I felt sorrow and grief
that the old beauty of the world was perishing, but I also felt
joy that something new was about to be born. This is great
praise for the power of Picasso.”

In Berdyaev’s words: “A wintry cosmic wind has torn away
one veil [of nature] after another; all the blossoms have faded,
all the leaves, the skin of things has been stripped away, all
the coverings, all the flesh, manifest in forms of imperishable
beauty, has fallen away.”

Alexis Gritchenko is the French identity of Ukrainian painter
Oleksa Hryshchenko (also Grishchenko in a Russian trans-
literation). A student of biology, first at Kyiv University and
then in Moscow, Hryshchenko gravitated toward painting
after attending S. Svitoslavsky’s art studio in Kyiv and soon
was involved in the modernist movements of both Kyiv and
Moscow. His extensive travels, beginning with a prolonged
trip to Paris in 1911, shaped his approach to modernity. As

ings (including his eatlier derogatory comments on
Picasso), which circulated in a city all abuzz with
artists working through a new aesthetic for the
new revolutionary era. Notwithstanding Berdyaev’s
vehement stance against Cubism, Shchukin’s col-
lection was the single most important venue (along
with Ivan Morozov’s equally superb collection of
Gauguins and Cézannes) for modern art lovers and
their young practitioners in Moscow to get exposure
to the leading front of Western artistic accomplish-
ments face-en-face. From their visits to the Shchukin
and Morozov collections, the upcoming generation
of artists came into direct contact with the recent
work of important French painters and developed a
fairly sound grounding in modern French art, which
they then modified according to their own experi-
ences and circumstances. The views of the otherwise
widely respected philosopher were disconcerting to
those who found artistic purpose in Cubism. This
inspiration was backed up by a close encounter with
Cubist painting and not only from Shchukin’s col-
lection but by their travels to the West. Kyiv artists
Alexis Gritchenko (1883 — 1977),° and Alexandra
Exter (1882 — 1949) were in Paris to witness Cubism
in the making firsthand.” Their experience would
provide a sound grounding for defending the move-
ment against Berdyaev’s recriminations. Moreover,
their understanding of Cubism would grow in direc-

an educator in Moscow during the tumultuous revolutionary
years and as a self-trained art historian of a sort, his reputation
as a discriminating promoter of modernist paintingled to an
offer of the directorship of the Tretyakov Gallery, which he
declined. Hryshchenko escaped from Russia via Crimea and
on to Turkey during the revolutionary civil war, and spent
a productive two years (1919 — 1921) in Istanbul, where he
had a considerable influence on Turkey’s famous modernist,
Ibrahim Calli. In 1921 he moved to France, participated in the
artistic circles of Paris, and continued to make trips to Greece
(1921) and Crete (1923). He settled in Cagnes in southern
France in 1927 and exhibited his paintings in leading art gal-
leries. In the 1930s, Hryshchenko affiliated himself with the
Lviv art scene of Western Ukraine through the Association
of Independent Ukrainian Artists (ANUM). Some of his
paintings that belonged to the collection of the Lviv Art
Museum were willfully destroyed by the Soviet authorities in
the 1960s, along with the formalist works of other Ukrainian
avant-garde artists.

" See: EXTER, A.: “Novoe vo frantzuskoi zhivopisi.” In:
Iskusstvo, 1912, No. 1-2, p. 43.
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1. Alexandra Exter. The Bridge. Sevres. 1911. Oil on canvas. 145 x
115 em. National Art Musenm of Ukraine.

tions that would hardly appear “Cubist” at all — yet
were innately linked to the Paris phenomenon, which
Berdyaev apparently could not readily decipher.
Exter, for instance, who arrived in Paris in 1908
and exhibited two works at the influential La Section
d’07* in October 1912 explored spatial proximity and
distance in the way that Cézanne would view Mont
St. Victoire, yet the hard-edged, planimetric shapes
brought to the surface of the canvas and butted up
against the deep spatial chasms are delivered through
the controlled palette of transparent blues and greys
of Analytical Cubism as seen in the painting, The

For a survey of Ukrainian artists who participated in La Section
d’Or, see SUSAK, V.: Ukrainian Artists in Paris, 1900 — 1939.
Kyiv 2010, pp. 62-63.

The exhibition was sponsored by the newly-formed artistic
group called “Mystetstvo” (Art) and was held at the Kyiv
Polytechnical Institute. The affiliation with the Polytechni-
cal Institute was probably through Mykhailo Denisov, who
taught a course on colour at the Institute. As a preface to the
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2. Oleksa Hryshchenfko (seated) and Oleksandr Bohomazov (second right).
Kyiv, 1906 — 1908. Private archive of T. M. Popova, Kyiv.

Bridge. Sevres (#180 in the catalogue) [Fig. 1]. Exter’s
experience of Cubism (and her subsequent close
association with the Italian Futurists) had a direct
impact on her Kyiv protégé Oleksandr Bohomazov
(1880 — 1930), [Fig. 2] who, together with Exter in
1914, sponsored an avant-garde artistic exhibition
called “Kil’tse” (Ring) in Kyiv,” where Bohomazov’s

catalogue, Bohomazov had penned a credo on “The Essence
of the Four Elements,” which set the tone for the exhibition
and summarized the current aspirations of Kyiv’s avant-garde.
With an emphasis on the elements of Line, Form, Space and
the Picture Surface, Bohomazov established a painterly sys-
tem in the singular way that Gritchenko did. Over the period
1913-1914 Bohomazov wrote an important theoretical treatise
“Painting and Elements,” which later served as a guide for
teaching, It was never published in its totality and remains



3. The Kytv Studio of Serbij Svitoslavsky, March 1906. Bobomazov is
seen standing in back nexct to Gritehenko, on bis right, leaning inward.

eighty-eight oils, pastels, drawings and graphics that
dominated the exhibition'’ exposed the “materiality”
and “structurality” of Cubism'' while also operat-
ing handily within Cézanne’s system. As a result,
renowned theatre director, Nikolai Foregger and
painter-theorist Nikolai Kulbin described their art
as “paradoxically contemporary painting.”'?
Gritchenko would address this “contradiction” by
referring directly to Berdyaev’s lecture. In the preface
to his book “Crisis of Art” and Contemporary Painting,”
published in the summer of 1917, Gritchenko stated:
“I don’t want today’s painting not to have a voice,”
particularly since Berdyaev “exploits” the lack of

in manuscript form at the Central State Archive-Museum of
Literature and Art of Ukraine (Kyiv). A French translation of
extensive excerpts of Bohomazov’s text, however, appeared
in the catalogue to the first major exhibition of Bohomazov’s
art in the West. See Alexandre Bogomazov (Jampol 1880 — Kiev
7930). Musée d’Art Moderne, Réfectoire des Jacobins, Tou-
louse. Exposition du 21 juin au 28 aout 1991. There have
been subsequent translations in Ukrainian.

1" Exter submitted only two works — a still life and a city scene
(##304-305).

" KUL’BIN, N., FOREGGER, N.: “Vystavka ‘Kol'tsa’.” In:
Muzgy (Kiev), 1914, No. 5, pp. 5-8.

12 Ibidem, p. 6.

4. Oleksandr Bohomazov. Toys. 1913 — 14. Oil on canvas. 72 x 72 em.
Collection of K.1. Grigorishin, Moscow.

response to contemporary painting on the part of
thousands. Perhaps it was the lessons that he and Bo-
homazov learned as students at Serhij Svitoslavsky’s
informal art school in Kyiv [Fig. 3], namely to be
open to the possibilities already engendered within
painting’s elements, which sealed their friendship and
laid the foundation for a lifelong study of colour.™
Unlike Gritchenko, Bohomazov had never travelled
to Paris, so his self-styled understanding of Cubist
concepts such as “simultaneity of viewing” would be
expressed in a most unusual way, as in the painting
Toys (1913) [Fig, 4]. The restive environment and the
precarious position of the animal figures imbues the

Y I'pummenxo, A.: “Kpusncs nckycetsa” n cOBpeMEHHAs JKH-
Bomnuck. [To moBoay aekrin H. bepasesa. Borpocsr ZKuso-
rmcn. Mocksa 1917.

4 Both artists and close friends had met in their early years of
artistic training at the Kyiv studio and informal school of
Serhij Svitoslavsky (where Malevich was also first introduced
to art studies). Gritchenko biographer, Pavlo Kovzhun states
that Svitoslavsky gave Gritchenko his first professional art
lessons and his first artistic palette. A focus on the purity of
a hue captured by observation ez plein air rather than studio-
-painting became a dominant objective of the artists discove-
ring painting under Svitoslavsky’s influence. In his memoirs,
Gritchenko remembers how Svitoslavsky recommended
eliminating “half of the dubious colours of his palette,”
which set Bohomazov and Gritchenko on a path of mutual
discovery of the colourist aspects of Cubist painting.
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work with a “surreal” aura" anticipating Catl Ein-
stein’s observations about memory and psychology
in his “Notes sur le Cubisme (1929).”' Bohomazov
shows three carved animal figures —a lamb, a rabbit,
and a cow —abandoned in the folds of an overstuffed
settee pushed against a curtain-festooned corner of
the room. Though the environment is energized by
boldly pliated stretches of saturated colour, the toys
remain intact. The human expressions on the faces
of the inanimate playthings project bewilderment, a
bit of fear (a sensation reinforced by their huddled
position) and a hint of sad abandon, so much so,
that they temporarily divert our attention from the
paintetly energy that surrounds them."” One figure
(the rabbit) is in profile; the lamb, in a three-quarter
pose. The cow, positioned on its side, establishes a
strong lateral orientation that is contrasted by the
vertical faceting of background shapes immediately
above him. The axes of their differently-positioned
heads and opposing directional views initiate the
effect of swirling motion around them; yet like the
“eye” of a painterly storm, they remain quiet and
calm amidst a veritable vortex of colour.

Although no single item is spliced or fragmented
here, one senses an unexpected psychological dis-
junction between the innocent, albeit inanimate
figurines, and the colourful maelstrom that upsets
the serenity of the forms — a condition of simulta-
neity that “resembles the synthetic and rapid force
of dreams.”” Bohomazov’s unique factoring of
Cubist “simultaneity” into his composition appears
to entail a context outside the painting, the memory
of which is introduced into the physical work. On
the one hand, the work reminds us of the intimacy
of decorative Nabi interiors and zooms in on the
particular details of a bourgeois setting. Unlike the

!5 On the reverse side of this work is a painting entitled Gr/ with
a Hoop (1913), which reminds one somewhat of the menacing
urban threat to innocence taken up by painters such as Max
Ernst and Giorgio de Chirico.

16 EINSTEIN, C.: “Notes sur le Cubisme”. In : Documents, Vol.
1, 1929, No. 3, pp. 146-159.

7 This following passage by Carl Einstein seems appropriate
to the discussion: “Nous constatons une sorte d’animisme
formel, a cela pres que maintenant la force vivifiante ne vient
pas des esprits, mais de ’homme méme ,” (p. 155).
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stillness of a Vuillard, however, the image is not
“frozen” in time; instead, it sustains a Bergsonian
temporal continuity through the rotation of forms
and the swirl of the space. The repetition of arcs
recalls Georges Braque, though unlike Exter or
Gritchenko, Bohomazov would not be privy to see-
ing Braque’s work in person.

In contrast, since 1911 Gritchenko had the good
fortune of living in the midst of the furor and ex-
citement brought about by Picasso and Braque’s
unanticipated artistic project in Paris. Here, he
encountered the arguments that helped to clarify
the new phenomenon and its contradictions. Roger
Allard, one of the earliest supporters of Cubism,
found the movement refreshingly liberating from the
current insidiousness of painting’s “theatricality” and
“decorativism” and “all other surrogates that pass
under the name of impressionism.”"” In defending
the Cubists, Jean Metzinger wrote that, “because they
labour to elicit new plastic signs,” (i.e., “the simplest,
most complete and most logical forms”), the Cu-
bists have been accused of ”betraying tradition.””
Along with Metzinger, Gritchenko stood firm in his
own position that “in order to purge the ghost of
retrospectivism, aestheticism and decorative pollu-
tion” from painting, artists must “review the entire
arsenal of painting and disclose the sum of their
experience upon a single plane positioned between
the artist and the viewer.”” Gritchenko underscores
this important aspect of the Cubist viewing process,
which invites the beholder to become involved with
the work and render himself a self-conscious and
cognizant spectatof.

Gritchenko’s own work hardly appears to follow
any of the features of a recognizable Cubist canon:
there is no attempt at a “simultaneity” of viewing as

18 Thidem.

¥ Gritchenko is paraphrasing Roger Allard from “Sur quelques
peintres,” Les marches du Sud-Ounest (Patis), June 1911, pp. 57-
64, in FRY, E. F.: Cubism. New York — Toronto 1966, p. 64.

* METZINGER, J.: “Cubisme et Tradition”. In : Paris-Journal,
16 August 1911, in FRY 1966 (see in note 19), p. 66.

2! GRITCHENKO, A.: On the Relationship of Russian Painting with
Byzantinm and the West 13-20" Centuries. Thoughts of a Painter
Moscow 1913, pp. 83ff.



5. Alexis Gritchenko (Oleksa Hryshchenko). Landscape with Building.
1917. Formerly in the avant-garde collection of the Museum of Artistic
Culture.

such, although a plan and elevation is suggested by
the “division” of the picture surface along asymmet-
rical coordinates. This is evident in a painting such as
Landscape with Building (1917) [Fig. 5]. As in Analyti-
cal Cubism, the work is constructed along a vertical
orientation and the fragmentation of forms occurs
along split lines of heavy colour masses. Yet, instead
of flat planes, dense value gradations are employed
to imbue the forms with a volumetric thickness.
“Facture” — the corporeal surface of the canvas —is
affirmed by tactile, impastoed painting. Along with
Portrait of a Woman (1918) [Fig. 6], these works are
the culmination of Gritchenko’s long sojourn in Paris
and his subsequent travels (1913 — 1914) through
the Renaissance centres of Italy, where Gritchenko
came to know the masters of the Italo-Byzantine
style and affirm his experience of the ancient icon
— the primer of the painted image. Gritchenko’s
concentrated study of ancient icons, particularly

6. Alexis Gritchenko (Oleksa Hryshchenko). Portrait of a Woman.
1918. Formerly in the avant-garde collection of the Musenm of Artistic
Culture.

the collections of Ostroukhov and Morozov, as well
as the unique qualities of Galician Ukrainian icons
strengthened his appreciation for what Cubism had
accomplished. By scrutinizing the representational
qualities of icons such as Presentation in the Temple
[Fig. 7] — an icon that stylistically bridges the old
with a newer iconographic system. As is typical for
Galician icons of the first half of the 16™ century,
the traditional Byzantine-Rus’ model with its formu-
laic linear depiction of inherent movement through
rhythmic outlines, its fine proportions and restrained
colour is made more “contemporary” by an attempt
at greater plasticity. The iconographer models the
form through a subtle alternation of lights and darks.
Gritchenko meshes this iconographic shift with the
formalism of Cubism in the subdued colours and
architectonics of Landscape with Building. Here, as in
a Portrait of a Woman, ochres and umbers, typical for
iconography, bring a neutrality and balance to the
image, while also tempering the vivid primaries. The
red tends more toward the cinnabar of Novgorodian
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7. Ukrainian Icon. Presentation in the Temple. First half of the 16th
century. Tempera, silvering on gesso ground on limewood. 79,7 x 68 x
2,5 em. National Art Musenm of Ukraine, Kyir.

icons, the lapis blues to that of the Italo-Byzantine
school, specifically Giotto.

Gritchenko’s paintings brought ancient iconog-
raphy under the purview of modernism —a position
that differed considerably from the “primitivizing”
formulas of the icon-inspired art of Natalia Gon-
charova or Kazimir Malevich of ca. 1909 — 1913.
Rather, as demonstrated by Gritchenko’s S#// Life
with Agave (1915 — 1918) [Fig. 8], it entailed a nu-
anced understanding of the idea of “segmentation”
(pasmbinenne) by focusing mostly on the analysis of
colour. It was the “encounter, synthesis, and concen-
tration of colour,” that “creates and deepens colour
form,” which Gritchenko found liberating within
Cubism. And it is on this count that Gritchenko
censures Berdyaev for not fully understanding the
importance of colour as an element of pure painting:
“. .. the first steps toward the fracturing of form
had begun with Eugene Delacroix, for whom, just
as for the Impressionists, there was no consideration
whatsoever for the “astral” or, as Berdyaev putit: the
“cosmic.” Berdyaev, alas, viewed painting either as a
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8. Alexis Gritchenko (Oleksa Hryshehenko). Still Life with Agave.
1915 — 1918. Otl on canvas. 118 x 87 em. National Art Musenm
of Ukraine.

description of nature or as a narrative about material
form, but could not recognize it as an autonomous
ontological process. In response to such unfortunate
literalness, Gritchenko could only say that, “We have
lost our understanding of easel painting, (... ) From
its once great and significant status as the purveyor
of truth and beauty, it has devolved to a handmaiden
to the applied arts, slavishly copying form rather
than creating it.”’*

In restoring the values of pure painting by
supplanting mimetic realism, and by engaging in
a pictorial discourse about subduing illusionism,
Cubism reinstated the “reality” of a self-referential
pictorial world rendered on a flat surface in the way

* Ibidem, p. 65.



that an icon is a representation of a defined visual
context offered to the viewer on a simple panel
of wood. Gritchenko’s examination of this shared
phenomenon between ancient icons and Cubist
painting was summarized earlier in his art historical
treatise entitled On the Relationship of Russian Painting
with Byzantinm and the West 13 — 20" Centuries (1913)%
which he dedicated (in Russian and in French) with
“hommage respectueux de profond estime” to Ser-
gei Shchukin. Gritchenko begins his study with the
Novgorodian and Muscovite period of icon painting
(including Rublev and Ushakov) and ends with a
discussion of Cézanne’s and Picasso’s works (mostly
all taken from Shchukin’s collection) to define the
“Principles of Modern Painting” Picasso’s mask-
like Head (1908) graces the cover of Gritchenko’s
publication (marking a clear link with icons of the
Theotokos). His study ends with a didactic analysis
of Picasso’s Le Violon (1912) [Fig. 9].*

To counter Berdyaev’s position, Gritchenko
points out how Picasso, by fracturing the violin into
many parts as if to look inside of it. .. builds a [new]
whole” from the separate sections of the instru-
ment. By distributing those sections throughout the
canvas — not helter-skelter, but in a systematic way
— “he suggests a deeper mutual relationship of the
plastic masses in relation to the subject.””” Therefore,
through a new arrangement of the deck, the neck
and strings and the scroll head of the violin, Picasso
reveals, from all sides, the “plastic ‘inner’ life” of
the violin, its rhythm and dynamics (force dynamigue).
Movement plays a role in this new understanding.
Not only is it implicit in the “simultaneity” of view-
ing, but also in the relational combination of the
forms and masses: “Until now,” writes Gritchenko,
“movement was depicted as a static event — all seen
from one point of view and as a series of repeated
gestures.” Picasso, by contrast, gives the picture a real
sense of movement (sensation dynamiqgne).*

2 I'purtienko, A.: O cBA3AXD PyCCKOM KHBOINCH Cb BusanTieit
u 3arrapompb XIT-XX 8. Cp 23 BocriponsseacHiamu. MpicAn
skuBornnciia. Mocksa 1913,

# Pablo Picasso 7olon (1912). Oil on oval canvas. 55 x 46 cm.
Pushkin Museum, Moscow, formerly the S. I. Shchukin Col-
lection. Unfortunately, says Gritchenko, Shchukin’s gallery did
not have the finest examples of these mostly monochromatic
works of Picasso, so for his publication of Krizis iskusstva,

9. Pablo Picasso. Violin. 1912. Oil on canvas. 55 x 46 cn. Pushkin Mu-
seunt, Moscow. Formerly in the collection of Sergei Shebufkin, Moscor.

“Dynamic sensation” lies at the root of iconogra-
phy, where figures are never really static, but imbued
with an inner living spirit. It is for this reason that
the word “sensation” was co-opted so widely by mo-
dernist painters in search of the “spiritual” in art, as
Wassily Kandinsky did, while the Futurists adopted
the Bergsonian élan vital to defend their interest in
dynamism. Using Picasso’s [zokn as an example,
Gritchenko points out how Cubism seeks to capture
this very same “dynamic sensation” in mundane,
secular subjects. Hence, by breaking apart form,
by insisting on the “temporal” element inherent in

he chose Picasso’s Man with a Clarinet (1911 — 1912), Oil on
canvas. 106 x 69 cm. Museo Thyssen-Bornemisza, Madrid
INV. No. 710 (1982.35) [Fig.10], as his frontispiece, which he
found in the Wilhelm Uhde collection in Paris. GRITCHEN-
KO 1913 (see in note 21), p. 11.

» Ibidem, p. 87.

% Tbidem, p. 83.
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rendering an object from various viewpoints and by
taking into account the durational element implicit
in the simultaneity of viewing, the Cubist work is
never static, its parts always working in an animated
relation to other parts. The almost clinical dissection
of the object to expose all of its sides — both the
inside and out — allows the viewer to understand the
object in its full complement (avec complément).”” As
Gritchenko explains it: Picasso’s rendering of the
violin, therefore, establishes a new link in relation to
realism. Through an “irrepressibly increasing chain
of its forms” realism thus reaches a new level of
rejection, analogous to, and no less profound than
Cézanne’s, El Greco’s, or Giotto’s.®

There are few works executed by Gritchenko
that would allow us a glimpse into the way that his
observations of Cubism align with his study of icons,
yet one work, painted over a three-year span (as
openly indicated by Gritchenko in the signature of
Still Life with Agave (1915 — 1918) brings us closer to
an understanding of Gritchenko’s acknowledgement
of the mostimportant feature for both — the flatness
of the surface and the use of colour. Here, the artist
uses compositional “props” — a sliver of an agave
reed, inscrutable fruit-like and bottle-like objects, and
chiselled, flint-like mineral stone — to explore a wide
range of compositional issues, including tectonics.
Overall, the painting demonstrates the influence of
Cézanne’s preoccupation with volumetric shapes and
with the slippage of the back and middle grounds
of the picture space onto the foreground. As all
these spatial distances register themselves simulta-
neously on the frontal plane of the picture surface,
Gritchenko simultaneously engages in an illusionistic
display of depth by toying with the conventions of
scaling and dark-light values while also capitalizing
on the recessive properties of colour (here the
primaries are prominently displayed). Gritchenko’s
“staging” of objects invites the viewer’s eye to move
gradually from an open area in the foreground to a
narrow gap between large shapes in the distance. A
subtle arched passageway created by the edges of the

7 Ibidem, p. 83.
2 GRISHCHENKO, A.: “Krizis’ iskusstva” Sovremennaia zhi-

vopis: po povodu lektsii N. Berdiayeva. In: Voprosy Zhivopisi.
Vyp. 4. Moscow 1917, p. 11.
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clustered forms on the right leads the eye to a hard
horizontal edge. Beyond it one senses a spatial abyss,
wrest open by a narrow separation between the ob-
jects on either side. A palpable tension is introduced
in the work between the materiality of the paint on
top of the canvas and the illusion of an implied
abyss beyond. Gritchenko reasserts the surface of
the canvas by foiling perspective and stunting it with
imposing monochromatic planes that prohibit any
kind of controlled view into the distance. Instead,
the quickened brushwork scumbled throughout af-
firms the tactile literalness of the picture surface. Yet
another “surface” tension is created by the “frontal”
shadows surrounding the forms on the left, challeng-
ingidentification of a natural light source. Somehow
the shapes appear backlit, illuminated from within
the environment of the painting proper and emerg-
ing forward from behind. Indeed, for Gritchenko,
“the problem of values, namely the distribution of
darkness and light, (only) establishes a skeleton for
variously-coloured edges to address the density of
form.”* This lesson, along with the importance of
the “solidity” of the composition (i.e., the balance
of painterly masses), is picked up by Cubism via
Cézanne and the architectonics of an icon, which
Gritchenko describes in the third of his theoretical
essays, 1he Russian Icon as the Art of Painting (1917).

As to texture, Gritchenko’s understanding of
“facture” goes beyond the Cubists’ assertion of the
surface’s value, which propelled them to incorporate
papier collé and other external affixed materials onto
the flat plane of the canvas. Gritchenko’s working
of the surface is related to “icon writing” (ikonapys),
which brings about the “action of the painting” — by
using a process not dissimilar to the “silver ham-
mering, matte-golden light, the ‘assist’ (the reflective
gold on the vestments, altars and seat cushions), the
bone ground, and the /wkas (top coat of varnish) of
icons.”” Gritchenko’s layering of colours in varied
structures and textures, both tactile and smooth,
sometimes matte, sometimes transparent, also finds
resonance in ancient icons.”

» GRITCHENKO 1913 (see in note 21), p. 10.
 Tbidem, p. 20.

3 GRISHCHENKO 1917 (see in note 28), p. 20.



Above all, Gritchenko’s study, analysis, and un-
derstanding of Cubist form in conjunction with
iconography led to a profound discovery of colour,
which had been completely stunted in its develop-
ment by the browns and greys of nineteenth century
Realists — the Peredvizhniki. The renewal of colour as
an artistic element, and the union of colour and form
that Cubism emphasized was a welcome discovery
for the artist, whose approach to “building forms
based on the rules of colour instead of “colouring”
as part a previously drafted graphic system’ reached
its apogee in 1918. At that time, Gritchenko’s master-
ful knowledge of Cubist principles was delivered in
his own paintings according to the body (korpusnost))
and layout (verstatnost) of ancient iconography of
colour.” Indeed, Gritchenko called this his period
of “Colour dynamos” (fsvetodynamos).* By employing
the system of “Colour dynamos,” Gritchenko un-
derscored how Cubist colour is determined by new
relationships among hues, analogous to the way that
light blue, lilac, rose, lemon-yellow, blue, emerald-
green tones of atmospheric plenairism were replaced
by the Cubists by neutral blues, grey-greens, yellows,
including corporeal ruddy reds and steely black — the
very colours of ancient iconography.

To appreciate Cubism’s fundamental claim as
being a “true art” one must be willing to recognize,
as Gritchenko did, the central role played out by
Cézanne in the revolutionary rise of Cubism. This
becomes the point of contention between Berdyaev
and Gritchenko. Without a doubt, Berdyaev regarded
Cézanne as a formidable force in shaping modernity,
and even acknowledged him as a great innovator and
discoverer, yet Berdyaev could not accept any link
between Cézanne’s art and the artist’s singular role
in the historic evolution toward Cubism. Gritchenko
exposes this contradiction in Berdyaev’s thinking,
expressing his own fondness for Cézanne who

2 LOBANOV, V. M.: Khudozhestvennyie gruppirovki. Moskva
1930.

¥ GOLLERBAKH, S.: Istoriia iskusstv vsekh vremen i narodov.
Leningrad 1929.

3 KOWZUN, P: Gritchenko. Lviv 1934, p. 16.

“spent half a century working stubbornly to cleanse
the sticky dirt off of pure, beautiful and self-fulfill-
ing painting” and for “once again speaking with
the divine language of pure forms of painting.”>
Gritchenko places Cézanne’s genius on a par with
that of Giotto, Mantegna, Masaccio, Giorgione and
El Greco. Gritchenko’s long view of modern art
as being an extension, rather than a rupture in the
historical evolution of modernist painting positions
Cézanne as a “bridge-builder” between the genius of
the 13th, 14th, 15th and 16th centuties to modern
times in the Western tradition, to which he adds the
iconography of the East.

This viewpoint counters Berdyaev’s claim that
contemporary art has severed itself from antiquity,
from old painting. Gritchenko’s intimate familiarity
with contemporary French art as well as his own
personal quest to understand the “modern form”
through his native Ukrainian tradition gave him the
confidence to challenge Berdyaev’s assertions and
to shed light on a way of thinking among the young
vanguard of artists that had a difficult time break-
ing through the ingrained traditional orientations
of late nineteenth century Russian art. “Don’t we
realize that the perception of painting instantiates
recognizable processes, which are in no way like
those in the reception of poetry, music, or any other
arts?” he asks.” One must recognize that the percep-
tion of painting is a process that entails thoughts,
decisive actions, and something outside the sphere
of describing material reality. In the end, one does
not enter into the work of art through literature,
but through painting itself.” Gritchenko’s erudite
view on modernist painting could only expose the
narrowness of Berdyaev’s passionate condemna-
tion of Cubism. “There is no crisis of art per se,”
Gritchenko wrote; “the crisis lies in the approach
to a contemporary work of art.”’

» GRITCHENKO 1913 (sce in note 21), p. 69.
% Ibidem, p. 22.

% GRISHCHENKO 1917 (see in note 28), p. 6.
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Kubizmus, ikona a ukrajinsky odkaz Alexisa Gritchenka

Resumé

Myroslava M. Mudrak, emeritna profesorka de-
jin umenia na Ohio State University, sa zameriava
na chapanie, analyzu a interpretaciu parizskeho
kubizmu na Ukrajine prostrednictvom textov a diel
ukrajinského moderného maliara Oleksa Hrysc¢enka
(1883 —1977), znamejsicho pod franctuzskou verziou
svojho mena Alexis Gritchenko. Umelec stravil roz-
hodujice obdobie svojho umeleckého formovania
v Parizi v ¢ase vrcholiaceho nastupu kubizmu. Diela
moderného umenia, ktoré mal po navrate do Moskvy
moznost’ vidiet’ v zbierke obchodnika Sergeja Scu-
kina, ho utvrdili v nazore, ze kubizmus nie je len
vyraznou a bezprecedentnou stylistickou inovaciu,
ale ze hnutie predstavuje kI'dcovy moment pre obno-
venie zakladnych vlastnosti tvorby obrazov, tak ako
to robili staroveki Byzantinci a ako to mézeme vidiet’
v byzantskych a ruskych ikonach. Vo svojej kI'icove;j
stadii O wvztabu ruske malby s Byzancion a Zdpadom
v 13. — 20. storoci (O sviaziakh russkoi Zhivopisi s 1/i-
zantiei { Zapadom XIII-XX ), ktora vysla v Moskve
v roku 1913, Gritchenko skuma vyvoj tvorby ikon
aich dedic¢stvo od cias Kyjevskej Rusi. Vzhl'adom na
formalne vlastnosti ako rozkladanie predmetov na
jednoduché geometrické tvary, plosnost” obrazovej
plochy a clenenie predmetov Gritchenko poukazuje
na zretelné paralely medzi ikonami a kubizmom.
Jeho analyza Picassovho kubizmu vrha svetlo na ob-
razovu energiu kubistickej mal'by, ktora je obdobou
pocitu dynamiky vlastného ikone.

Ked Nikolaj Berd'ajev v roku 1914 kritizoval
Picassa a neskor, vo verejnej prednaske nazvanej
,,Kriza umenia® (1917), znevazoval aj samotny ku-

196

bizmus, Gritchenko reagoval obhajobou principov
cistej mal’by, ktord, ako bol presvedceny, kubizmus
vratil do moderného umenia. Berdajevovym nazo-
rom oponoval v eseji nazvanej ,,Kriza umenia*. Siiéasndi
malba: Pri prilegitosti predndsky N. Berdajeva® (,,Krizis
iskusstva”. Sovremennaia hivopis: po povedu lektsii IN.
Berdiayeva), ktora vysla v roku 1917 v Moskve, kde
maliarsky $tyl Paula Cézanna (ktorého si Berd'ajev
nesporne cenil) oznacil za priklad prechodu od
konvenéného iluzionizmu k synkretickym hodnotam
obsiahnutym v kubistickej absolatnej mal’be.

Gritchenkove diela a diela jeho kyjevskych kole-
gov Alexandry Exterovej a najmi Alexandra Bogo-
mazova su dokazom osvojenia si kubizmu, cézanov-
ského uzatvorenia priestoru do obrazu a rozlozenia
predmetov — vyjadrenia istej ,,simultannosti®, ktora
divakovi ponuka ikona. Pokial ide o jeho vlastnd
tvorbu, studium kompozi¢nych hodnot a ,,pravidiel
organizacie farby v starobylej ikonografii spolu s mo-
dernymi vydobytkami kubizmu ho priviedli k novym
objavom a ku koncepcii ,,farebného dynamizmu®
(tsvetodynamos) — obnove farby ako maliarskeho prvku.
Gritchenkova publikacia z roku 1917 nazvana Ruskd
tkona ako umenie mallby (Russkata ikona kak iskusstvo 2hi-
vopisi) presadzuje transubstanciaciu predmetu malby
na absoldtno, ktoré — rovnako ako ikona, vyzaduje
priamy kontakt divaka s umeleckym dielom. Divak
si musi v hlave roztriedit” a usporiadat’ jednotlivé
zlozky a az na zaklade bezprostredného zazitku si
odvodi vyznam umeleckého diela. Gritchenkove
teoretické texty tvoria dolezity, ale asto opominany
prispevok k teérii a dejinam kubizmu.
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Antonin Dufek:
Jaromir Funke. Mezi konstrukci a emoci

DUFEK, Antonin: Jaromir Funke. Mezi konstrukei a emoci. Kat. vyst. Brno a Praha : Moravska galerie v Brn¢
a nakladatelstvi KANT, 2013, 276 s. ISBN: 978-80-7437-106-6

Vyznamny cesky fotograf Eugen Wiskovsky si
v jednom zo svojich dobovych ¢lankov o fotografic-
kom motive zaspominal na svojho priatel’a Jaromira
Funkeho. Daval mu za pravdu, ked’ hovorieval, ze
sa ,,clovek nikdy nema vracat’ k svojim starym mo-
tivom, ono Vas to niekedy laka®, podotykal, ,,ale je
to zbytocné, uz to nikdy neurobite lepsie®." A mal
zrejme pravdu, pretoze islo o autentickd skisenost’
autora, ku ktorej mozno nedospel ihned’, ale dala
pritom volny priechod jeho vasni pre objavovanie
novych ciest vo fotografii. Rozsiahla monografia,
z pera historika umenia a kuratora Antonina Dufe-
ka, v ur¢itom slova zmysle reprezentuje jeho slova.
Funkeho tvorba je tu totiz predstavena v Sirokom
rozsahu nametov, fotografickych technik a teoretic-
kych postojow.

V roku 2013 usporiadala Moravska galéria v Brne
retrospektivnu vystavu vyznamného ceského foto-
grafa prvej polovice 20.storocia Jaromira Funkeho
(1896 — 1945) a pri tejto prilezitosti bola vydana aj
rozsiahla monografia o jeho Zivote a tvorbe. Aktiv-
ne sa na nej podielala aj dcéra Jaromira Funkeho
Miloslava Rupesova. Hadam nebudeme d'aleko od
pravdy ak skonstatujeme, Ze v ramci rozsiahleho
zoznamu minulych textov a publikacii o Funkem,
je prave tato monografia najrozsiahlejsou a naj-
komplexnejsou svojho druhu vobec. Pre Antonina
Dufeka, kuratora vystavy a autora publikacie, je tvor-
ba Jaromira Funkeho jednou z podstatnych, priam
celozivotnych badatelskych linif. Kniha je napisana
s mimoriadnou erudiciou postavenou na dokonalom
ovladani biografickych faktov, poznani fotografic-
kych suborov, kontaktov, negativov, celych albumoyv,

I WISKOVSKY, E.: Cesty k motivu. In: Forografie, roc. 4, 1948,
¢. 5, s 1.

ale aj na sirokych znalostiach umelecko-historickych
kontextov a chapani celkovej kultirno-spolocenskej
klimy danej doby. Lahkost’, s akou je text napisany,
je dokladom hlbokych znalosti Antonina Dufeka
o Jaromirovi Funkem.

Jaromir Funke, podobne ako mnoho inych vy-
znamnych fotografov eurépskeho vyznamu, v jed-
notlivych etapach svojej tvorby rozvijal podnety
viacerych avantgardnych smerovani. Takymto spo-
sobom posuval poznanie o fotografickom mysleni
a jeho podobich a to ako jeden z mala fotografov
v ceskoslovenskom prostredi. Mozno aj preto autor
monografie zvolil nazov svojej struktirovanej §tu-
die Profesor avantgardy. Nemyslel pritom na Funkeho
pedagogické vykony, ako skér na dosah Funkeho
tvorby, intelektualneho potencialu a organiza¢ného
zanietenia na celkové smerovanie ¢eskoslovenske;j
fotografie. Ovplyvnil tak podl'a Dufeka ,,snad’ vsetky
odbory, v ktorych fotografia prave v jeho dobe za-
sadne rozsirovala svoje kultarne poslanie a Gzitkové
funkcie®. Je presvedceny o tom, ze bez Funkeho
by ceska a slovenska fotografia vyzerala inak. A ma
pravdu, v dejinach ceskoslovenskej fotografie ne-
najdeme vel'a takych prikladov.

Ustredna $tadia Antonina Dufeka chronologicky
mapuje zivot a dielo Jaromira Funkeho a jednotlivé
podkapitoly su postavené na konkrétnych prob-
lémoch, ktoré reprezentuju urcité vyvojové etapy
fotografa. Pre rané obdobia st taziskové najma
analyzy rodinnych, kultirnych, umeleckych a spo-
locenskych vychodisk autora. Prirodzene vo svojej
tvorbe zacina tam, kde sa ceska fotografia ranych 20.
rokov nachadzala a to v prostredi piktorialistickych
tendencii a celkovych snah vyrovnat’ sa svojou ma-
lebnost’ou maliarskym predloham. V tomto obdob{
boli pre zacinajuceho fotografa dolezité aj kontakty

197



s Josefom Sudkom, maliarmi Rudolfom Mazuchom
a Zdenkom Rykrom a d’al$imi, ktori tvorili sucast’
umeleckého prostredia Kolina, odkial’ Funke pocha-
dzal. Zlomom vo fotografickom uvazovani, ktory
Dufek v texte pripomina, bola vystava fotografa
Drahomira Ruzicky usporiadana v Prahe v roku 1923
a zaroven bola doplnena o prace americkych foto-
grafov. Islo o akési ,,precitnutie® Funkeho a zaroven
pociatok postupnej emancipacie fotografie, ktora sa
opierala o svoju $pecifickost’ a nie maliarske efekty.
Podl'a Dufeka sa prostrednictvom Funkeho rodi tzv.
,moderna fotografia® v nasom prostredi. A zrejme
Funkemu nebolo viac treba, od tohto obdobia
sme svedkami jeho neustalych inovacii obsahov
a fotografickych postupov. Antonin Dufek kapitoly
o Funkeho zdtisi, Abstraktne fotografii, ¢i Fotografickom
poetizme doplia o citacie z jeho pomerne rozsiahlej
teoretickej prace, v ramci ktorej manifestoval nieco,
¢o by sme mohli nazvat’ ,,programom modernej
fotografie”. Obsahovy silad medzi interpretaciou
fotografif a uryvkami Funkeho textov je mimoriad-
ne dolezitym aspektom stadie. Autor monografie si
velmi spravne uvedomil, Ze pripadnou absenciou
jedného by obmedzil celistvost’ poznania fotogra-
fickej tvorby a myslenia Funkeho.

Hadam jednou z najpdsobivejsich kapitol je
Dufekova interpretacia abstraktnej fotografie, ktora
vznikala prostrednictvom hry svetla a tiena. Tien
totiz vnima ako odvratend stranu reality. Rezignacia
Funkeho na zobrazovanie predmetného sveta je jed-
nym z jeho vrcholov tvorby. Podl'a Dufeka dochadza
v subote Abstraktné foto (1927 — 1929) k ,,obnazeniu
média“ samotného. Fotografiu tu mozno vnimat’ ako
,kresbu svetlom bez obsahovej zat’azenosti“ a do
istej miery nim autor odkazuje k samotnej podstate
fotografického média, k jeho ontologickému zakladu.
Dufek v tomto pripade pripomenul aj Sirsie mozné
kontexty Funkeho tvorby s dielom Man Raya ale-
bo Laszlo Moholy-Nagya. Z pomerne racionalne;
konstruktivistickej etapy vyvoja sa Funke postupne
prepracoval k fotografickému poetizmu, respektive
k surrealistickym tendenciam reprezentovanym slav-
nym fotografickym cyklom Cas trvi (1930 — 1934).
V tomto obdobi sa Funke intenzivne zaoberal aj
formulovanim definicie tzv. emocnej fotografie, ktora
je svojim sposobom akymsi eklektickym spojenim
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predchadzajucich fotografickych skusenosti. Mozno
aj preto Antonin Dufek v tomto zmysle interpretuje
Funkeho cyklus Cas trvd cez ,ustrnutie, ohliadnutie
do minulosti, nelinearny ¢as, ‘'mentalny ¢as” surre-
alizmu®. K emocnej fotografii sa Funke prihlasil aj
v zavere svojej tvorby a to cyklom fotografii Zemé
nenasycend (1940 — 1944), ktora je ,,istou reakciou na
vojnu a zaroven surrealistickou viziou konecného
vitazstva prirody nad civilizaciou®.

Antonin Dufek v casti svojej studie venoval
priestor aj pedagogickému posobeniu Jaromira Fun-
keho na Skole umeleckych remesiel v Bratislave a ne-
skor na Statnej grafickej $kole v Prahe. Svoje vlastné
vizie o fotografickom médiu tak priamo integroval
do vyucovacich osnov a stal sa tak mienkotvornym
pedagbgom 30. rokov 20. storocia.

Rozsiahla obrazova priloha monografie je au-
torom knihy starostlivo zoradena, a to od ranych
Funkeho fotografii (neraz takmer neznamych) az
po jeho posledny stubor Zewé nenasycend. Publikacia
je hodnotna aj pre zaclenenie antologie textov Jaro-
mira Funkeho do jej §truktary. Citatel’ ma v podstate
prvykrat moznost’ zoznamit’ sa s jeho ucelenym teo-
retickym dielom, ktoré bolo roztratené v dobovych
casopisoch o fotografii, obrazkovych magazinoch,
alebo sa texty nachadzali v pozostalosti autora.
Podrobné bibliografické udaje, supisy vystavnych
aktivit Jaromira Funkeho uzatvaraju komplexny
pohlad na jeho pracu.

Nestava sa tak ¢asto, v dnesnej uponahlanej dobe,
aby clovek pri citani Funkeho monografie pocitil
pritomnost’ ¢asu. Akoby Funkeho cyklus Cas frvi
sa premietol 1 do obsahu publikacie. Nejde ani tak
o rytmus ¢i dlZku &tania, tito ¢asova os, ktord mame
na mysli, reprezentuje najmi mnohé roky badatel-
ského tsilia Antonina Dufeka. Cas vymedzeny $tadiu
Funkeho tvorby nie je nam tu okazalo prezentovany
v siahodlhych traktatoch, ¢i efektnych formulaciach.
Vébec nie. Pritomnost’ tohto ,,proustovského® ¢asu
stoji totiz na drobnostiach, na pohl'ad nenapadnych
detailoch, drobnych posunoch a spresneniach. Ten
cas je vel'mi vazny, pretoze sa za nim skryva jednak
hlboké poznanie Funkeho diela autorom monogra-
fie, ale sucasne sa nevieme akosi zbavit’ pocitu, Ze ide
o dialég, v ktorom i Funke ma ¢o povedat’ svojmu
priatelovi.



Publikacia vysla aj v anglickom preklade:

DUFEK, Antonin (ed.): Jaromir Funke. Between
Construction and Emotion. Exh. cat. Brno and Praha :
Moravian Gallery in Brno and KANT, 2013.

ISBN 978-80-7027-265-7 (MG)

ISBN 978-80-7437-107-3 (KANT)

Bohunka Koklesova
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Za Ivou Mojzisovou
(4. april 1939, Bratislava — 26. januar 2014, Bratislava)

Zuzana BARTOSOVA

Smrt’ou Ivy Mojzisovej stratila slovenska umelec-
kohistoricka obec jednu z najvyraznejsich osobnosti
posledného polstorocia. Odbornicka na umenie 20.
storocia mala niekolko okruhov tém, ktorym sa
hlbsie a zanietene venovala. Predovsetkym to bolo
aktualne vytvarné dianie Sest’desiatych rokov, jeho

¢

Termin , kultirna zotrvacnost’ pouzivam vo svojich textoch,
ktoré sa vzt’ahuju k slovenskému vytvarnému umeniu rokov
1968 az 1972: napriek nicktorym zasadnym negativoym
ideologicky motivovanym zdsahom do kultury a umenia,
este stale bolo mozné zverejfiovat’ diela, ktoré neakceptovali
oficialnymi $truktdrami deklarovany priklon k socialistickému
realizmu.

> O predpokladoch osobnosti vedca/vedkyne, historika/his-
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tendencie i osobnosti, a to rovnako slovenské, ako
svetové. Obdobie liberalnej politickej atmosféry,
kedy aj ona vstupila svojimi aktivitami do verejného
priestoru, ju formovalo nielen k otvorenosti voci
novym myslienkam a novym umeleckym postupom
1 koncepciam, ale aj otvorenosti voci svetu, pricom
sloboda a demokracia bola predpokladom tuto otvo-
renost’ zit’. Po invazii vojsk Varsavského paktu do
Ceskoslovenska (august 1968) sa zmenila politicka
atmosféra a o ¢osi neskor, po 2. zjazde slovenskych
vytvarnych umelcov (november 1972), sa radikalne
obmedzila sloboda prejavu vo vytvarnom umeni. Iva
Mojzisova reagovala tym, ze dlhodobo zamerala svo-
ju pozornost’ na oblasti, kam nezasahovala ideoldgia:
intenzivnejsie sa venovala scénografii, ktora jej aj
predtym bola blizka a medzivojnovému umeniu, ne-
skor aj fotografii. Po Neznej revolucii zurocila svoju
pracu v tychto sférach vydanim zasadnych publikacii
1 kolektivnych monografii. UvaZzovanie o vytvarnej
kritike, jej dejinach i aktualnosti, dominovalo u Ivy
Mojzisovej najma v prechodnom obdobi , kultiurne;j
zotrvacnosti! rokov 1968 az 1972.

Iva MojziSova mala vsetky predpoklady stat’
sa mienkotvornou historickou umenia.> Poché-
dzala z rodiny vzdelancov. Jej otec bol vyznamny
lekar-ortopéd, Jan Cerveniansky’, matka Nuta bola

toricky umenia blizsie: MOXEY, K.: Dejiny umenia po smrti
wsmrti autora. In: Minulost’ v pritomnosti. Siicasné umenie a unme-
leckobistorické myty. Ed. ]. BAKOS. Bratislava 2002, s. 9-27, cit.
s. 19-20.

3 Prof. Jan Cervenansky (1905 — 1977). PodVa: Jan Cerveriansky.
Osobny fond. 1925 — 1977 (2006). Inventdr. Sprac. L. KAMEN-
COVA. I’Jstredn)'f archiv Slovenskej akdémie vied. Bratislava
2008. www.archiv.sav.sk.



priekopnickou v odbore histérie mediciny.* Obaja
boli milovnikmi vytvarného umenia a zberatelmi.
Iva MojzisSova Studovala na Filozofickej fakulte
Univerzity Komenského v Bratislave dejiny umenia
a histériu (1956 — 1961). Diplomovt pracu, pri ktore;
ju viedla docentka Alzbeta Giintherova-Mayerova,
venovala scénografii.

Este pocas stadia kratko posobila v Galérii mesta
Bratislavy, po jeho ukonceni vo vydavatelstve Slo-
venského fondu vytvarnych umeni — vtedy spolupra-
covala s casopisom Acta scaenografica v Prahe. Roku
1963 ziskala miesto odbornej asistentky v Kabinete
tedrie a dejin umenia Slovenskej akadémie vied.®
Na rovnakom pracovisku, ktoré v priebehu rokov
viackrat zmenilo svoj nazov i zaradenie v $truktd-
re Slovenskej akadémie vied, bola Iva Mojzisova
zamestnana az do svojho odchodu do déchodku
(1997). Popri tom, na zaciatku devit’desiatych rokov,
kratko externe prednasala na Katedre dejin umenia
Filozofickej fakulty Univerzity Komenského v Bra-
tislave. Po roku 2000 pésobila niekolko rokov aj
v Slovenskej narodnej galérii.

Prvé publikované texty zo zaciatku Sest’desiatych
rokov venovala Iva Mojzisova scénografii a tvorbe
scénografov.” V polovici desat’rocia zacala pravidelne
prispievat’ do literarnych casopisov Shvenské pohlady
a nasledne aj do Rewvue svetovey literatiiry monograficky
koncipovanymi esejami o tvorbe sucasnych umelcov
euroamerickej vytvarnej scény. O aktualnych pre-
hliadkach tvorby mladych progresivne otientovanych

* Nuta Cervefianskd, rod. Stuchlikova (1913 — 2006) absol-
vovala Filozoficku fakultu odbor histéria — dejiny umenia
— anglistika. Podla: Nuta Cerverianskd — Osobny fond. 1918
— 2006. Tnventar. Sprac. L. KAMENCOVA. Ustredny archiy
Slovenskej akadémie vied. Bratislava 2008. www.archiv.sav.sk.

Podl'a osobného rozhovoru so zosnulou, na Fullovom obraze
Deti v lese (1945) dve postavy stojacich dievcatiek predstavuja
Ivu a jej sestra Danu. Deti v lese, 1945, olej na platne, 45 x
56,5 cm. In: MATUSTIK, R.: Ludovit Fulla. Bratislava 1966,
¢ k. 75.

Udaje vztahujice sa k pracovnym poziciam Ivy Mojzisovej
cerpam z internych materialov Ustredného archivu Slovenskej
akadémie vied a z V§roénych sprav archivovanych v Ustave
dejin umenia Slovenskej akadémie vied v Bratislave.

Zatial' najaplnejsiu bibliografiu Ivy Mojzisovej priniesol
zbornik 1 bladani prameriov. Zbornik 3 konferencie konanej v diioch
24. a 25. septembra 2009 pri prilegitosti Sivotného jubilea bistoriiky,

domacich autorov pisala do odbornych ¢asopisov,
Viyitvarného Zivota a prazskej Vytvarne prdce, i do
kultarnych rubrik dennikov a pripravila aj niekol-
ko samostatnych vystav s katalbgmi. Bola c¢lenkou
organiza¢ného komitétu i sekretariatu Danuvins 68,
vystavy, ktora upozornila medzinarodnu kultarnu ve-
rejnost’ na mladé slovenské vytvarné umenie: obstalo
v konfrontacii s tvorbou umelcov nielen socialistic-
kych krajin, ale i krajin tzv. zdpadnej Eur6py.®

Bola spoluautorkou Shwnika sitasného slovenského
vtvarného umenia, do ktorého pripravila medailény
o tvorbe dvoch desiatok umelcov, najma scénickych
vytvarnikov — spomedzi nich najzavaznejsi o La-
dislavovi Vychodilovi’— a o tvorbe autorov svojej,
nastupujicej generacie (Miry Haberernovej, Vladi-
mira Popovic¢a, Michala Studeného, Milana Mravca.
Stefana Pruknera) i o Cosi starsicho Rudolfa Filu.
Cieleny zaujem prejavila o tvorbu autorov Skupiny
Mikulasa Galandu, Vladimira Kompanka, Milana
Laluhu, Andreja Barcika'’, spomedzi nich vsak pre-
dovsetkym o tvorbu Milana Pastéku, a to v obdobi,
kedy sa uz rozisiel so skupinovou poetikou.

Stadia Mzlan Pastéka uverejnena v revue Ars bola
svojim hlbokym porozumenim pre tvorivy proces
intepretovaného autora nevsednym cinom v kon-
texte dobového pisania o si¢asnom umeni."" Este
pred nou vsak Iva Mojzisova publikovala v tom
istom periodiku rovnako zavaznu $tadiu o umelcovi
svetovej vytvarnej scény, Albertovi Giacomettim'
Obidva texty zasadnym sposobom determinovali

teoretitky a kriticky umenia Iny MojZisove. Ed. B. KOKLESOVA.
Bratislava 2010, s. 169-174.

Dannvins 1968. Medzindrodné niendle mladych vitvarnikov | Bienale
iﬂterﬂal{ona/e des jeunes artistes. Red. katalégu: 1. MOJZISOVA
— I’. KARA. Bratislava 1968.

? MO (Mojzisova, Iva): Ladislav Vychodil. In: Slovnik siicasného
slovenského vytvarnébo umenia. EA. M. VAROSS a kol. Bratislava
1967, nepag,

Eseje o tvorbe uvedenych autorov si sucast'ou knizného
vyberu textov Ivy Mojzisovej. Pozri MOJZISOVA, L.: Gia-

comettiho oko a iné texty 0 Sestdesiatych rokov. Bratislava 1994.

" MOJZISOVA, L: Milan Pastéka. In: Ars, 4, 1970, & 1-2,
s. 159-258.

2 MOJZISOVA, L: Giacomettiho oko (Alberto Giacometti
#1901 + 1966). In: Ars, 5,1971, ¢ 1-2, 5. 191-204.
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sposob nazerania na umelecké snahy konkrétneho
umelca. Mali spolo¢ného menovatela vo filozofii
povojnového existencializmu, ktora vyznaval od jeho
zrodu Giacometti a s ktorou zacala rezonovat’ tesne
pred polovicou Sest’desiatych rokov tvorba Milana
Pastéku. V uvedenych studiach Iva Mojzisova uplat-
nila svoju vzdelanost’, literarnu i vizualnu s¢itanost’
a kultarny rozhlad. Danosti, ktoré bez zbytocného
psychologizovania, ale empaticky, ponukla ¢itatel'ovi
a otvorila mu tak cestu k porozumeniu vytvarnej
tvorbe interpretované¢ho autora inspirovana mys-
lienkovym svetom Metleau-Pontyho."

Zéaroven Iva Mojzisova prehlibila svoj vedecky
vyskum v dvoch oblastiach. Bola to scénografia'*
a zabtdané dejiny Skoly umeleckych remesiel v Bra-
tislave, ktoré vsak spolu vnutorne suviseli: avant-
gardy vnimali discipliny tzv. uzitkového umenia ako
integralnu sucast’ vytvarnej tvorby, coho si bola Iva
Mojzisova vedoma od zaciatku svojej publicisticke;j
drdhy.”” Roku 1968 sa zucastnila medzinirodne;j
konferencie [ytvarné avantgardy a dnesok, usporiada-
nej k vyrociam vzniku a zaniku Skoly umeleckych
remesiel v Bratislave (1928 — 1938), nasledne svoj
ptispevok publikovala.'® O vysledkoch svojho vysku-
mu sporadicky prednasala a publikovala'’, aby ho na-
pokon na sklonku svojho zivota zavféila relevantnou
a viac nez potrebnou monografiou Skala moderného
videnia. Bratislavskd SUR 1928 — 1939." Rovnako sa
jej podarilo zavfsit’ celozivotny zaujem o scénogra-
fiu. Ako spoluautorka publikacie Shwvenskd divadelnd
scénografia 1920 — 2000 napisala jej tvod a dejiny zvo-

13 Tva MojziSova sa v §tudii Giacomettibo oko odvoliva na Mauri-
cea Merelau-Pontyho, v stadii Milan Pastéka uprestivje zdroj,
jeho text Filozofia vnimania.

4 Casom sa Iva Mojzisova venovala aj historickym formam
scénografie. Vid KNIESOVA, M. - MOJZISOVA, I. — ZA-
VADOVA, K: Cap/ow‘fom knignica. Navrby divadelnych dekordcit
a grafika. Martin 1989.

15 MO]ZIgOVA, 1.: Scénick4 tvorba Bauhausu. In: Acta scaeno-
grafica, 4, 1964, ¢. 10, s. 185-192.

16 MOJZISOVA, L: Skola umeleckych remesiel v Bratislave. In:
Ars, 3,1969, & 2, 5. 7-23.

7 Napriklad MOJZISOVA, 1.: Avant-garde Repercussions

and the School of Applied Arts in Bratislava, 1928 -1939.
In: Journal of Design History, 5, 1992, ¢. 4, s. 273-279; MO]J-
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lenej discipliny prvej polovice dvadsiateho storoéia.”
Badanie o Skole umeleckych remesiel prebudilo v Ive
Mojzisovej aj zaujem o fotografiu.”

Umeleckohistorické dielo Ivy Mojzisovej je po-
merne rozptylené a donedavna sa vnimalo, napriek
jej bohatej publicistickej ¢innosti v Sest’desiatych
rokoch a zasadnych stadiach, ktoré vysli zaciatkom
d’alSieho desat’rocia v revue Ars, ako nie vel'mi roz-
siahle. Pricin bolo viacero, medzi nimi vystupuje do
popredia skutocnost’, ze Iva MojziSova odmietala
spolupracovat’ s ideologizovanym umeleckohistoric-
kym badanim a pisanim, radsej sa v tstran{ venovala
scénografii a viskumu dejin Skoly umeleckych reme-
siel v Bratislave a jej dobovému kontextu.

Situacia v nazerani na publikacnu c¢innost’ Ivy
MojziSovej sa zmenila po Neznej revolucii: vysli
dve jej vyznamné, uz spomenuté monografie, jedna
z nich v spoluautorstve s mlad$ou kolegynou. Roz-
ptylenost’ jej aktivit sa pokusili prekonat’ tri sumari-
zujuce publikacie vyberom z relevantnych, zverejne-
nych i nezverejnenych kritik, eseji a $tadif.” Na ich
zaklade a s odstupom casu vchadza Iva Mojzisova
do povedomia odbornej obce a ¢itatel'skej verejnosti,
ktora ju vnimala predovsetkym ako $pecialistku na
bratislavskd Skolu umeleckych remesiel a slovenska
scénografiu dvadsiateho storocia, aj ako osobnost’,
ktora pocas sest’desiatych rokov intenzivne zila
problematikou sicasného svetového a domaceho
vytvarného diania, pricom sa nevyhybala diskusiam
a polemikam. V nich branila umelecké hodnoty, etic-
ké 1 svetonazorové postoje a ¢iny, ktorym verila.

ZISOVA, 1.: Zakladatel’ SUR. In: Artschool SUR + SUP +
SUV = 75. Histéria najstarsej vitvarnej skoly na Slovenska. Ed. 1.
P. MELUZIN. Bratislava 2007, s. 28-31; tiez Vydrova nova
$kola, ibidem, s. 32-81.

3

MOJZISOVA, L: Skola moderného videnia. Bratislavska SUR
1928 — 1939. Bratislava 2013.

MOJZISOVA, 1: — POLACKOVA, D.: Shwenska divadelni
seénografia | Slovak Stage Design 1920 — 2000. Bratislava 2004.

2

S

MACEK, V.- MOJZISOVA, 1. - SKVARNA, D: Irena Bliiho-
va. Martin 1991; MOJZISOVA, L.: Fotografické etudy 1adislava
Foltyna. Bratislava 2003.

2

MOJZISOVA 1994, c. d. (v pozn. 10); Taze: Giacomettiho
smiech? Bratislava 2009; Taze: Kritika porogumeénim. Zost. M.
MOJZIS. Praha 2011.



Osobnostné zameranie na strazenie hodnot ako
takych, Iva MojziSova prejavila uz v zavere Sest’de-
siatych rokov, kedy upriamila svoju pozornost’ na
vytvarnd kritiku. V novinovom clanku Coho sa ndm
nedostava™ poukazuje na priemernost’ ako taku, kto-
ra u nas ,,rozhoduje o celkovej atmosfére.. a udava
ton“.” Kritizuje aktualnost’ za kazdu cenu, ktorej
vysledkom su ,,prace zmitené... alebo vypocitavé,
bravirne, no prazdne.. bez vitality.“ Kritizuje aran-
zovanie namiesto ,,nepomenovatelného, tajomného,
dobrodruzného, (toho), co robi umenie umenim®
a vola po poctivosti (umenia 1 kritiky), po mravnosti
ako takej. V tvorbe ocenuje autenticitu a v kritike
,vrucny a laskavy pomer k umeniu, osobne prezity
vzt'ah“** k interpretovanému umeleckému dielu ¢i
téme. Tieto naroky mozno vnimat’ v rovine vy-
znania osobnostného kréda svojho povolania ako
poslania.

Eticky rozmer umeleckohistorického pisania
hladala a nachadzala Iva Mojzisova prostrednictvom
svojich d’alsich textov, v ktorych sa venovala dejinim
vytvarnej kritiky* a tlohim dejepisu umenia 20. sto-
rocia, u nas — podla nej, zaciatkom sedemdesiatych
rokov — zanedbavanych®, ked’ uz predtym poukazala
na negativny prienik ideoldgie socializmu do Zivota,
zivotného prostredia i umenia. V eseji Politika je
moderny osud® prekrocila hranice umenovedy. Kritizo-
vala etatizmus spolocenského zriadenia, ktoré zrusilo
sukromné vlastnictvo, je pri¢inou znicenia tradi¢nej
krajiny, namiesto ktorej vnutilo 'ud'om Zivot v pro-
vizoriu panelakov, umenie zotrocilo propagandou,
pricom o fiom i o d'alsich rozhoduju politici, ktori
mu nerozumejd, ¢oho vysledkom je ,,socialisticka
maniera“®, ktord prenikla do vsetkych sfér Zivota.

2 MO]ZISOVA, I.: Coho sa nam nedostava. In: Swmena, 25. 6.
1967.

2 Tbidem. Citované z kniznej reedicie ¢lanku, in: MOJZISOVA
1994, c. d. (v pozn. 10), s. 178-182, cit. s. 179.

2+ Tbidem, s. 181.

» MO]ZISOVA, I.: O pociatkoch umeleckej kritiky. In: Ars,
9-10, 1975-1976, ¢. 1-4, s. 239-258.

2 MOJZISOVA, 1.: Trampoty s dejepisom moderného ume-
nia. In: MOJZISOVA 1994, c. d. (v pozn. 10), s. 211-218.

V suzneni s obrodnym procesom liberalizacie spo-
lo¢nosti druhej polovice Sest’desiatych rokov vola
po slobode a spravodlivosti.

Napokon, cela aktivitu Ivy Mojzisovej mozno
vnimat’ ako snahu o etickd umenovedu. Pisala
o vciteni sa do umeleckého cinu, o jeho pochopent,
ktorému — ked’ ju presvedcil — pritakala a svoje po-
znanie odovzdavala prostrednictvom svojich stadii,
esejf a glos citatelom-divakom. Z jej kultivovanych
textov necitit’ upornu snahu presvedcit’, ani tuzbu
po neomylnosti. Avsak prave I'ahkost’, s akou im
rozumieme, diava odbornikovi moznost’ ocenit’,
kolko poctivej namahy sa za ich napfsanim skryva.
Vyznacuju sa rozvaznost'ou, Cistymi myslienkami,
studnost’ou, kultivovanym jazykom, jasnym videnim.
Iva MojziSova mala zaroven vnimavé oko, neomyl-
ny vkus a srdce otvorené k suzneniu, plné empatie
k umeniu. Odmietala kalkul a svoju vzdelanost’,
rozhl'adenost’ a profesionalitu davala do sluzby po-
rozumeniu umeleckym snaham, co stalo u nej vzdy
v popredi. Uznavala historickd pamit’ a vedela jasne
definovat’ suvislosti vzniku umeleckého diela i jeho
pozadia , ukotvit’ ich v konkrétnom case a na kon-
krétnom mieste. Tvorbu, dielo, udalost’, osobnost’
autora, dokazala interpretovat’ s pozitivnou zauja-
tost’ou v tom najlepsom zmysle slova a s vyuzitim
vsetkych potrebnych realif i faktov, ktoré ich ramovali
v dobovom kontexte i $irsich horizontoch.

Iva MojziSova ziskala za umeleckohistoricku ¢in-
nost’ na mimoriadnej Grovni viacero oceneni, okrem
inych hodnost” Doctor honoris causa od Vysokej
skoly vytvarnych umeni v Bratislave (2011) a pre-
stiznu Cena Nadacie Vaclava a Dagmar Havlovcov
VIZE "97 (2011).”

Variant pévodného textu: MOJZISOVA, 1.: Nie¢o o histo-
rickom pristupe k modernému umeniu. In: Usaha o genéze.
Zbornik BRD MRKP. Zost. H. RULISEK. Hluboka 1972.
Samizdat.

7 MOJZISOVA, L: Politika je moderny osud. In: Ssikromné listy
Skupiny Mikulisa Galandu. Red. ]. MOJZIS. 1968, ¢. 1, s. 3.

* Ibidem. Citované podla reedicie MO]ZISOVA, I.: Politika
je moderni osud. In: MOJZISOVA 2011, c. d. (v pozn. 22),
s. 152.

2 Tbidem, s. 157.

203






PRISPIEVATELIA / CONTRIBUTORS ARS 47, 2014, 2

Zuzana BARTOSOVA, Ustav dejin umenia, Slovenska akadémia vied, Dubravska cesta 9, SK-841 04 Bra-
tislava 4, Slovak Republic, zuzana.bartosova@savba.sk

Helena CAPKOVA, School of International Liberal Studies, Waseda University 4F, Building 11, 1-6-1
Nishi-Waseda, Shinjuku-ku, Tokyo 169-8050 Japan, helena.capkova@gmail.com

Lidia GLUCHOWSKA, Pracownia Historii 1 Teorii Sztuki, Instytut Sztuk Wizualnych, ul. Wisniowa 10,
PL-65-517 Zielona Goéra, Poland, ligl@wp.pl

Timo HUUSKO, The Ateneum Art Museum, Finnish National Gallery, Kaivokatu 2, FI-00100 Helsinki,
Finland, timo.huusko@ateneum.fi

Erwin KESSLER, Departamentul de filosofie, Institutul de filosofie si psihologie Constantin Radulescu-
-Motru, Academia Romand, Calea 13 Septembrie nr. 13, sector 5, 050711, POB 1-137, Bucuresti, Ro-
mania, kesslererwin@yahoo.com

Nana KIPIANI, Department of Modern Art, George Chubinashvili National Research Centre for Georgian
Art History and Heritage Preservation, 49, Dzm. Zubalashvilis str., 0108 Tbilisi, Georgia, iliazd@aitl.

gc

Bohunka KOKLESOVA, Katedra teérie a dejin umenia, Vysoka kola vytvarnjch umeni, Hviezdoslavovo
nam. 18, SK-814 37 Bratislava, Slovak Republic, koklesova@yvsvu.sk

Vojtech LAHODA, Ustav d¢jin umeni Akademie ved Ceské republiky, v. v. i., Husova 4, CZ-110 00 Praha
1, Czech Republic, lahoda@udu.cas.cz

Dace LAMBERGA, Latvijas Nacionalais makslas muzejs, K.Valdemara iela 10a, LV-1010 Riga, Latvia,
dacelamberga@lnmm.lv

Myroslava M. MUDRAK, Department of History of Art, The Ohio State University, 217 Pomerene Hall,
1760 Neil Avenue, Columbus, OH 43210, USA, mudrak.1@osu.edu

Bela TSIPURIA, Institute of Comparative Literature, School of Arts and Sciences, Ilia State University,
Ilia Chavchavadze Ave 32, Thilisi 380079, Geotgia, bela_tsipuria@iliauni.edu.ge

205



ars 2014

Rocnik | Volume 47
Cislo | Number 2

Casopis Ustavu dejin umenia Slovenskej akadémie vied
Journal of the Institute of Art History of the Slovak Academy of Sciences

Casopis ARS je umeleckohistoricky ¢asopis, vydavany Slovenskou akadémiou vied v Bratislave od roku
1967. Venuje sa dejinam vytvarného umenia a architektiry strednej Eurdpy a ich eurépskemu kontextu
od raného stredoveku az do sicasnosti. Mimoriadne vitané si studie o umeni na Slovensku a slovenskom
umeni. ARS sluzi zaroven ako forum pre reflektovanie teérie, metodolégie a dejin historiografie umenia.
Prispevky o svetovom umeni su tiez vitané.

V stucasnosti ARS vychadza dvakrat rocne a prinasa studie v slovenskom alebo anglickom, nemeckom a
franctzskom jazyku so slovenskymi resumé.

The journal ARS is an art historical journal that has been published by the Slovak Academy of Sciences in
Bratislava since 1967. It is devoted to the history of the visual arts and architecture in Central Europe and
their European context from the early Middle Ages to the present. Papers on art in Slovakia and Slovak
art are particularly welcome. ARS also provides a forum for articles that focus on the theory, methodology
and the history of art history. Contributions about world art are also invited.

At the present time ARS is published twice a year, presenting papers in Slovak or in English, German and
French with summaries in Slovak.

Vychadza dva razy do roka. Datum vydania: december 2014.
Rozsiruje, objednavky a predplatné prijima SAP — Slovak Academic Press, spol. s 1. o.,
Bazova 2, SK-821 08 Bratislava 2, Slovak Republic, e-mail: sap@sappress.sk

Published two times a year. Date of issue: December 2014.

Otrders and subscriptions from foreign countries through SAP — Slovak Academic Press Ltd.,
Bazova 2, SK-821 08 Bratislava 2, Slovak Republic, e-mail: sap@sappress.sk

Orders from abroad could also be addressed to Slovart G. T. G. Ltd., Krupinska 4,

P. O. BOX 152, SK-852 99 Bratislava 5, Slovak Republic, e-mail: info@slovart-gtg.sk

Registr. ¢.: EV 3849/09 MIC 49019 © SAP — Slovak Academic Press 2013

Casopis je evidovany v databazach / The journal is indexed in Avery Index to Architectural Periodicals,
Bibliography of the History of Art, EBSCO, ERIH, Ulrich’s Periodicals Directory.

206



