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PRESS RELEASE
CHAGALL, LISSITZKY, MALEVITCH...
THE RUSSIAN AVANT-GARDE IN VITEBSK
1918 - 1922
28 MARCH - 16 JULY 2018
GALERIE 2, LEVEL 6

The Centre Pompidou is offering audiences a chance to explore a chapter in the history
of modernity and the Russian avant-garde: the period of the people’s art school (1918 - 1922)
founded by Marc Chagall in his native city of Vitebsk, which now lies in Belorussia.

2018 marks the one hundredth anniversary of Chagall’s appointment as Fine Arts Commissioner 
for the Vitebsk region: a position that enabled him to carry out his project for an art institute open
to everyone. El Lissitzky and Kazimir Malevitch, leading exponents of the Russian and Soviet avant-
garde, were two of the artists Chagall invited to teach at the school. A period of feverish artistic activity 
followed, turning the school into a revolutionary laboratory. The exhibition retraces these fascinating
post-revolutionary years when the history of art was shaped in Vitebsk, far from Russia’s main cities.

Through 250 works and documents loaned by the Tretyakov Gallery in Moscow, the State Russian
Museum in St Petersburg, museums in Vitebsk and Minsk and major American and European 
collections, the exhibition presents the output of three iconic figures – Marc Chagall, El Lissitzky 
and Kazimir Malevitch – as well as works by students and teachers of the Vitebsk school, 
like Vera Ermolayeva, Nikolai Suetin and Ilya Chashnik.

A catalogue of 288 pages and some 250 illustrations, edited by Angela Lampe, the exhibition 
curator, is being published by the Centre Pompidou. This major publication includes essays 
by international experts (including Aleksandra Shatskikh and Jean-Claude Marcadé), a compilation 
of French translations of hitherto unpublished Russian texts, and a detailed chronology.

Media partnership with
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The exhibition is being produced in collaboration with the Van Abbemuseum in Eindhoven.
After the Centre Pompidou, it will be on show in a modified version at the Jewish Museum in New York,
from 14 September 2018 to 2 January 2019. 

INTRODUCTION TO THE EXHIBITION
Living in Petrograd at the time, Marc Chagall was a first-hand witness of the Bolshevik revolution that 
turned Russia upside down in 1917. The passing of a law that did away with all national and religious 
discrimination gave him, as a Jewish artist, the status of full Russian citizenship for the first time.
He then entered an ecstatic period of creativity, producing a series of monumental masterpieces.
Each of these large paintings seems like a hymn to the Chagalls’ happiness, such as «The Double Portrait
with a Glass of Wine» of 1917, and «Above the City» of 1918, showing the two lovers, Chagall and his wife 
Bella, flying off into the clouds, free as air. Everything exudes his euphoria at the time. As the months went 
by, however, Chagall felt compelled to help young residents of Vitebsk lacking an artistic education, 
and to support other Jews from humble backgrounds, like himself. He then conceived the idea of creating 
a revolutionary art school in his city, open to everyone, free of charge and with no age restriction. 
His project, which also included the creation of a museum, was the perfect embodiment of Bolshevik 
values, and was approved in August 1918 by Anatoly Lunacharsky, head of the People’s Commissariat 
for Education. A month later, he appointed Chagall as Fine Arts Commissioner, initially tasking him with 
organising the festivities for the first anniversary of the October Revolution. Chagall invited all the artists 
of Vitebsk to make panelsand flags based on preparatory drawings, several of which have survived. 
In his autobiography, «My Life», Chagall later wrote: «All over the city my multicoloured beasts swayed 
in the air, swollen with revolution. The workers moved forward, singing the International. Seeing their 
smiles, I was sure they understood me. The Communist leaders didn’t seem so happy. Why was the cow 
green? Why was the horse flying in the sky? Why? What did this have to do with Marx and Lenin?»

After the celebrations, the Commissioner poured his entire energy into creating his school, and it was 
officially inaugurated on 28 January 1919. Chagall, though admired by his students, had to struggle 
somewhat to get his establishment up and running. The first teachers began to leave, like Ivan Puni; 
meanwhile others arrived, like Vera Ermolayeva, the future director, and most importantly, El Lissitzky, 
who took charge of the printing, graphic design and architecture workshops. He pushed his friend 
Chagall to bring in the leader of the abstract movement, Kazimir Malevitch, founder of Suprematism. 
It did not take long for this extraordinary, charismatic theorist to galvanise the young students after 
his arrival in November 1919. He rapidly formed a group with teachers who sympathised with the new 
movement: Unovis («champions of new art»). One of their slogans was «Long live the Unovis party, 
which asserts new forms of Suprematist utilitarianism.» The collective began to design posters, 
magazines, streamers, signs and ration cards. Suprematism infiltrated every sphere of social life. 
Its members became involved in the presentation of festivities, and their work decorated trams, façades 
and speakers’ rostrums. Colourful squares, circles and rectangles invaded the city’s walls and streets.
Suprematist abstraction became the new paradigm of not only the school but the world in general. 
Lissitzky, as a trained architect, played a crucial role in all this. With his extraordinary Proun series 
(projects for asserting the new in art), he was the first to extend architectural volume to the pictorial 
plane of the Suprematists, considering the series as «stations where one changes from painting to 
architecture». Meanwhile, during his years in Vitebsk, Malevitch began to abandon painting – 
an exception being his magisterial Suprematism of the Spirit – in favour of his main theoretical writings 
and education. A methodical and stimulating teacher, he attracted ever more students, while Chagall 
found himself increasingly isolated.. 
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His dream was to develop a revolutionary art independent of style: the dual principle that had guided 
him in filling his museum and organising the first public exhibition in December 1919, where paintings 
by Vassily Kandinsky and Mikhail Larionov were seen alongside the abstract works of Olga Rozanova.
But this dream came to an end in the spring of 1920. With his classes slowly emptying of students, 
Chagall decided to leave Vitebsk in June and went to live in Moscow, where he worked for the Jewish 
theatre. Deeply upset by this setback, he held a grudge against Malevitch, believing that he had plotted 
against him. 
After Chagall’s departure, Malevitch and the Unovis collective, now in sole command, worked at «buil-
ding a new world». Collective exhibitions were staged in Vitebsk and major Russian cities, and local 
committees were set up all through the country, like the Unovis groups in Smolensk with Vladislav 
Streminsky and Katarzyna Kobro, Orenburg with Ivan Kudriashov, and Moscow with Gustav Klutsis and 
Sergei Senkin.The latter were joined by Lissitzky, who became part of the new Constructivist movement 
in the winter of 1920. With the end of the civil war in 1921/1922, the political climate changed. The Soviet 
authorities decided to impose order in the ideological and social sphere, and this involved eliminating 
artistic movements that did not directly serve the interests of the Bolshevik party. In May 1922, the first 
batch of students graduating from the school was also the last. During 
the summer, Malevitch left for Petrograd with several of his students, where he continued to develop 
his ideas on volumetric Suprematism, building models of Utopian architecture, called Architectones, 
and designing porcelain tableware. Over the years, Chagall’s people’s art school gradually became 
a revolutionary laboratory for rethinking the world.

THE ARTISTS 
Marc Chagall ; David Chterenberg ; Mstislav Doboujinski ; Vera Ermolaeva ; Robert Falk ; 
Guerman Fedorov ; Natalia Gontcharova ; David Iakerson ; Lev Ioudine ; Anna Kagan ; Vassily Kandinsky ; 
Lazar Khidekel ; Gustav Klucis ; Katarzyna Kobro ; Nina Kogan ; Ivan Koudriachov ; Mikhaïl Kounine ; 
Mikhaïl Larionov ; El Lissitzky ; Evgenia Magaril ; Kazimir Malévitch ; Iouri Pen ; Ivan Pouni ; Efim Roïak ; 
Aleksandr Romm ; Olga Rozanova ; Sergueï Senkine ; Nikolaï Souiétine ; Włladysłav Strzemiski ; 
Ilia Tchachnik ; Janis Tilbergs ; Boris Tsetline ; Mikhaïl Weksler.
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PLAN OF THE EXHIBITION
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EXHIBITION CIRCUIT 

INTRODUCTION
The exhibition circuit is divided into seven main sections:
I. POST-REVOLUTIONARY FERVOUR IN VITEBSK
II. THE PEOPLE’S ART SCHOOL
III. LEFTIST ART ACCORDING TO CHAGALL
IV. «NEW SYSTEMS IN ART»: LISSITZKY AND MALEVITCH
V. A COLLECTIVE UTOPIA
VI. AN ART COLLECTION AS MODEL
VII. AFTER VITEBSK

I. POST-REVOLUTIONARY FERVOUR IN VITEBSK
«And though it’s true that it is only now […] that we talk about Humanity with a capital H, art can also, 
and even more so, be written with a capital A, but only if it is revolutionary to the core.»
Marc Chagall, «Art at the time of the October anniversary», 7 November 1918

The revolution that turned Russia upside down in 1917 profoundly marked Chagall. In March, the passing 
of a law that did away with all national and religious discrimination gave him, as a Jewish artist, the status 
of full Russian citizenship for the first time. He began to produce a series of monumental masterpieces, 
each one exuding his euphoria at that time. But as the months went by, Chagall felt compelled to do more 
for his city, Vitebsk. He then conceived the idea of creating a revolutionary art school, open to everyone, 
free of charge and with no age restriction. The project was approved by the new government, and Chagall 
was appointed Fine Arts Commissioner for his town in September 1918. His first assignment was to 
mobilise all the artists of Vitebsk to celebrate the first anniversary of the Bolshevik victory. As a result, 
the streets of Vitebsk were flooded with colourful banners and panels. Chagall later wrote: «All over the 
city, my multicoloured beasts swayed in the air, swollen with revolution.» With the opening of the school 
and the arrival of the first teachers in Vitebsk, debates on revolutionary art – abstract and figurative – 
intensified among the artists of the Left. 

II. THE PEOPLE’S ART SCHOOL
«We are convinced that new proletarian artists will soon emerge from the working classes […] Hey, you! 
Revolutionary painters! Leave the capital and come to the provinces! To our city! But how can we entice you?»
Marc Chagall, «Letter from Vitebsk», December 1918

The People’s Art School opened officially on 28 January 1919 in a private mansion confiscated from 
a banker. Determined to provide top-quality teaching covering all styles, Chagall had called upon artists 
as wide-ranging as the traditionalist Mstislav Dobuzhinsky, the first director of the school, and Ivan Puni, 
a major figure in the Futurist movement. When it opened, the establishment had 120 pupils, mainly 
Jewish boys from working-class families. While the first teachers began to leave the school in the spring, 
others arrived, like Vera Ermolayeva end El Lissitzky, soon joined by the academic painter Yuri Pen, 
Chagall’s former teacher, and the young David Yakerson, who took charge of the sculpture section. Some 
students, like Lazar Khidekel, started off in Chagall’s classes before joining the Suprematist classes 
of Kazimir Malevitch in the winter of 1919-1920. The creation in August 1920 of the «Cézanne studio», 
run by the figurative painter Robert Falk, also illustrated this desire to present as broad a stylistic 
spectrum as possible: a positioning that continued after Chagall’s departure in June 1920 and the grip 
established by abstract movements on the school.
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III. LEFTIST ART ACCORDING TO CHAGALL 
«As Fine Arts Commissioner of the Province of Vitebsk, and director and teacher at the Academy, I would tell 
them that a square on the canvas is no more or less of an object as a chair or a chest of drawers. They thought 
that if they could take possession of my school and all the students, a black square on a white canvas could 
become a symbol of victory… But a victory over what? I personally found none of the enchantment of colour 
in this black square on its drab canvas background.»
Marc Chagall, «Memories», c. 1970.

Just as he had stood apart from Cubist artists in Paris through his profound attachment to figuration, 
Chagall continued with his individualistic, metaphor-imbued art, while remaining unmoved by the 
Suprematist doxa that took root in his school during the winter of 1919-1920. Distrusting the system 
introduced by Malevitch and his UNOVIS group, he took pleasure in subverting the grammar of this 
non-objective art, which was totally foreign to him. While the tenets of Suprematism promoted collective 
work, eliminating any excessively personal aspect, Chagall liked to mark his presence in a painting, boldly 
inserting his name, and producing many self-portraits. His up-ended figures – a recurrent motif in his 
work – echoed the convulsive movements of revolutionary Russia: «Lenin turned the country upside down, 
just as I do with my paintings,» he wrote in his autobiography My Life.

IV. NEW SYSTEMS IN ART: LISSITZKY AND MALEVITCH
«Suprematism will liberate all those involved in creative activity and make the world a genuine model 
of perfection. This is the model we expect from Kazimir Malevitch. After the Old Testament came the New. After 
the New Testament came the Communist Testament, and after the Communist, the Suprematist Testament.»
El Lissitzky, UNOVIS Almanac no. 1, 1920.

Invited by his friend Chagall to teach in his school, El Lissitzky took on the printing, graphic arts and architec-
ture section when the new academic year began in 1919. Shortly afterwards, he persuaded Kazimir Malevitch, 
the founder of Suprematism, to join him. Focusing on collective work, Malevitch, a charismatic figure and 
unclassifiable theorist, inspired a devoted following among not only the young students but also the teachers. 
Suprematism became the paradigm of a non-objective, utopian world. A qualified architect, Lissitzky played 
a crucial role in the transmission of these new ideas. With his Proun series (projects for asserting the new in 
art), he was the first, through his paintings and drawings, to unfold the architectural volume to adapt it to the 
pictorial plane. However, in the winter of 1920, he left Vitebsk to join the emerging Constructivist movement. 
Meanwhile, Malevitch abandoned painting, then considering it outmoded, in favour of his major theoretical 
writings and their dissemination in the form of books and lectures.

V. A COLLECTIVE UTOPIA
«All together, under the single flag of UNOVIS, we will clothe the earth in a new form and meaning.»
The UNOVIS Artistic Committee, 1920

In February 1920, spurred on by Malevitch, teachers and students of the school formed a collective, which took 
the name UNOVIS – meaning «champions of new art». Endeavouring to realise one of Malevitch’s dreams – he 
wanted to found a «Suprematist party» – the members of the group, recognisable from the black square sewn 
onto their jacket sleeves, worked on disseminating Suprematism in every sphere of social life. Bursting with 
energy, these artists produced posters, reviews, banners, shop signs and ration cards, created decors for 
popular festivities and stage shows, decorated the tramways, built speakers’ rostrums and painted all kinds of 
motifs on house façades. Colourful squares, circles and rectangles invaded the city’s walls and streets, giving 
shape to one of the UNOVIS refrains: «The squares become our palettes.» Vitebsk turned into a laboratory of 
the utopian Suprematist world. After Chagall’s departure, UNOVIS reigned supreme over the school, and its 
ambition continued to grow. As well as staging collective exhibitions in Vitebsk and Moscow, it opened local 
sections in several oblasts, notably in Smolensk, Orenburg and Moscow. The UNOVIS collective’s final exhibition 
took place in Petrograd in 1923. 
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VI. AN ART COLLECTION AS MODEL 
«The city’s first museum should be attached to the art school, and temporarily installed in the same building. 
It should also provide material for students, to show them what art is, as well as conveying an overall history 
of Russian art to the public in one way or another.»
Marc Chagall, «Report on the People’s Art School», August 1918.

In his mind, the cultural project Chagall devised for his native city had two parts: alongside the People’s 
Art School, he planned to create an art museum. To build up a collection, the painter appealed to the State 
art collection. In August 1919 pictures in highly varied styles by contemporary artists began being sent 
from Moscow. In December, Chagall staged the «First State Exhibition of Local and Muscovite painters», 
with the aim of fine-tuning the selection criteria and preparing the public to welcome the future museum. 
Bringing together 241 works by 41 artists, this event was intended as an introduction to the main 
Russian movements, from Realism to abstract art via Impressionism, Cézannism and Cubism. As well 
as local artists like Pen and Lissitzky, it featured works by Wassily Kandinsky and Olga Rozanova (who had 
recently died), whose eleven paintings retraced her exemplary artistic path. In the summer of 1920, 
the new museum, which had recently acquired works by Natalia Goncharova and Mikhail Larionov, 
opened in the building of the People’s Art School. Its teachers began to introduce the collections into their 
teaching projects, particularly Malevitch.

VII. AFTER VITEBSK
«To conclude, it must be said that the school suffered from extremely tough economic conditions during 1921 
and 1922. The teachers were dying of hunger. […]. The school was abandoned to the whims of fate. As there 
was no hope that living conditions would improve, the directors of the school – Kogan, Noskov, Malevitch 
and Ermolayeva – left for Petrograd.»
Ivan Gavris, «School director’s practical report on artistic studies in Vitebsk», 5 April 1923.

After 1921, the tempest of the Russian Civil War died down. The political climate gradually changed, 
and the Soviet authorities decided to impose the order they required in the ideological and social sphere. 
This involved eliminating artistic movements that did not directly serve the interests of the Bolshevik 
Party. In Vitebsk, the local government constantly criticised the new abstract art, and finished by axing 
subsidies to the school. In May 1922, the first batch of students graduating from the school was also the 
last. During the summer, Malevitch left for Petrograd with several of his students, where he continued to 
develop his ideas on volumetric Suprematism. At this period, he began building models of non-objective 
architecture, called Arkhitektons, as well as designing models for porcelain tableware. Lissitzky, who 
began living in Germany in 1922, introduced the third dimension into his Prouns series, and set up an 
installation in an exhibition area. Meanwhile, Chagall quietly settled his scores with the Suprematist 
masters through veiled references in his work for the Jewish Kamerny Theatre in Moscow, where he lived 
after his precipitate departure from Vitebsk until he said farewell to Russia in 1922.
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IN CONNECTION WITH THE EXHIBITION 
AT THE CENTRE POMPIDOU 
IN CONNECTION WITH THE «RUSSIAN CHRONICLES»

23 MAY 2018
7:00 P.M. - 8:30 P.M., PETITE SALLE
Marc Chagall and Kazimir Malevitch in Vitebsk: the story of their relationship
A talk by art historian Aleksandra Shatskikh, Malevitch specialist and author of the reference book 
Vitebsk. The life of Art, Yale University Press, 2007
For a long time, the relationship between Marc Chagall and Kazimir Malevitch, who lived not only in the 
same town but also under the same roof for seven months, was only seen from Chagall’s point of view. 
The study of archive documents has proved the one-sidedness of this interpretation; the actual circumstances 
of the relationship were far more complex. This talk sheds light on the story of Chagall and Malevitch. 

20 JUNE 2018
7:00 P.M. – 8:30 P.M., PETITE SALLE
Talk by Elitza Dulguerova, INHA
The affirmation of new spaces for art: experiences and limits 
(UNOVIS, Lissitzky, Malevitch)
While the collective created in Vitebsk around Kazimir Malevitch promoted «the affirmation of new art 
systems», one of their challenges was to integrate space as an essential part of the work: not only 
the three-dimensional space of the exhibition room, but the public, inhabitable space of the city. To do this, 
they first had to free themselves of objects’ material constraints and the illusionistic weight of images, 
which would remain an obstacle for many projects created by UNOVIS. El Lissitzky made this search 
fora new experience of space his personal concern, expressing it in different forms in his Prouns, 
«demonstration rooms» and writings, while indirectly encouraging Malevitch to invent theories on the 
conditions for a non-objective architecture, a few years after Vitebsk.

IN PARIS
INSTITUT NATIONAL D’HISTOIRE DE L’ART
29 MARCH 2018
7:30 - 9:30 P.M.
Conversation about the exhibition catalogue with its editor, Angela Lampe, and Jean-Claude Marcadé, 
CNRS, part of the “dans la Salle Labrouste” series.
Event moderated by Elitza Dulguerova

Musée d’art et d’histoire du Judaïsme
16 MAY 2018
7:00 - 8:00 P.M.
Sikhes Khulin by El Lissitzky (1917): a manifesto for a new Jewish art
An event in the museum rooms, part of the «Le Temps d’une rencontre» series, when a work is brought 
out of the reserves for the evening and analysed. 
By Nathalie Hazan, former curator at the mahJ

24 MAY 2018
7:30 P.M.
Chagall, Lissitzky, Ryback. Popular Jewish art and the Russian avant-garde
With Claire Le Foll, University of Southampton, author of The Vitebsk School (1897-1923): its birth and 
golden age in the days of Pen, Chagall and Malevitch (L’Harmattan, 2002), and Jean-Claude Marcadé
Conversation moderated by Ada Ackerman, CNRS.
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CATALOGUE 
Chagall, Lissitzky, Malevitch| L’avant-garde russe à 
Vitebsk (The Russian avant-garde in Vitebsk) (1918 - 
1922) /exhibition catalogue
Edited by Angela Lampe
Price: €44.90
Format : 24,5 cm x 24,5 cm 
288 pages 
250 illustrations 

CONTENTS
Foreword
Serge Lasvignes

Preface 
Bernard Blistène

Introduction: a revolutionary laboratory
Angela Lampe

I. Post-revolutionary fervour
Chagall’s work for the Revolution
Angela Lampe
Revolutionary art under discussion, 1918-1919 
Aleksandr Lisov

II. The People’s Art School
The artistic laboratories of Vitebsk: rebuilding 
the world
Maria Kokkori

III. Leftist art according to Chagall
Chagall and Suprematism
Tamara Karandasheva

IV. «New systems in art»: Lissitzky and Malevitch
Vitebsk: a turning point in the life of Lissitzky 
Willem Jan Renders
Teaching, writing, experimenting: Malevitch in 
Vitebsk, 1919-1922 
Aleksandra Shatskikh

V. A collective utopia as model
UNOVIS: organisation and ideology
Tatiana Goriatcheva

VI. An art collection as model
The Vitebsk Contemporary Art Museum
Irina Karasik

VII. After Vitebsk
Ornament/mass: the third dimension 
of Suprematism
Samuel Johnson
UNOVIS in the history of the Russian avant-garde 
Jean-Claude Marcadé 

Appendices
Anthology of texts 
Chagall, Lissitzky, Malevitch, UNOVIS
Chronology 
Biographies 
List of works
Bibliography

CENTRE POMPIDOU PUBLICATIONS
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ALBUM
Edited by Angela Lampe and Sofiya Glukhova
Chagall, Lissitzky, Malevitch / exhibition album
Format: 27 x 27 cm
60 pages
60 illustrations
Price: €9.50

MONOGRAPH
Chagall / Collection of short monographs 
by Angela Lampe
Format : 18 x 18 cm
96 pages, 60 illustrations
Price : €12

Mon Chagall à moi
A book of fun, educational activities for exploring 
the work of Marc Chagall. «Mon Artiste à Moi» 
Collection for children aged 4 to 8.
24 pages -  8 pages of stickers. 
Format: 22 x 29 cm
Price: €8

SPIN-OFF PRODUCTS – VITEBSK RANGE
To go with the exhibition, the Centre Pompidou 
Publications is offering a range of spin-off products 
paying tribute to Chagall and the Russian 
Suprematists. 
With tote bags, notebooks, iPhone cases, magnets, 
postcards and more, you can find iconic works from 
this exhibition-event on highly original media. 

In collaboration with the Centre Pompidou, 
the designer Alicia Andrei has produced a limited 
series of jewellery inspired by the graphic world 
of the exhibition. 
These spin-off products are available 
in the Centre Pompidou sales outlets 
and on www.boutique.centrepompidou.fr

L ’ E X P O S I T I O N  |  T H E  E X H I B I T I O N

L’AVA N T- G A R D E  R U S S E  À  V I T E B S K 
1 91 8 -1 9 2 2

CHAGALL 
LISSITZKY 
MALEVITCH 
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CATALOGUE TEXTS  
A REVOLUTIONARY LABORATORY
Angela Lampe

«In the chronotope […] spatial and temporal indexes are merged in an intelligible, concrete whole.»
Mikhaïl Bakhtine

When the historian and literary theorist Mikhail Bakhtin came up with the idea of the chronotope in 1937, 
his period in Vitebsk – where he taught between 1920 and 1924 and ran a philosophical discussion group 
(the Bakhtin Circle) – was already a distant memory. However, his meeting with Kazimir Malevitch and the 
creativity proliferating in the provincial town at that time made a deep impression on him. 1 It was in this 
town (now in Belarus) far from the big cities that the revolutionary period seemed to take physical shape. 
In the streets of Vitebsk, embellished with Suprematist decorations, the upending of Russian society 
became tangible, and time and place indistinguishable. For the short period following the Bolsheviks 
takeover of power, the town became a revolutionary laboratory for the new world.
The upheavals of 1917 (the February events toppling Tsarism even more than Lenin’s coup d’état 
in October) spawned great hopes, particularly among Jewish artists, finally Russian citizens by right. 
In March, freed from institutional paternalism and censure, Petrograd’s artists, including Chagall, formed 
an association to fight for the independence of art and the management of schools by artists themselves, 
while calling for the abolition of academies and the decentralisation of artistic life.2. After their victory, 
the Bolsheviks adopted some of these claims for themselves. Under the impetus of Anatoly Lunacharsky, 
director of the Narkompros [People’s Commissariat for Education], the artists of the Left began 
to contribute to building the new Russian society, questioning the purpose of their art. As those in power 
made educating the population an absolute priority, it thus fell to the painters to introduce the people 
to the history, codes and practice of art. 3 Taking advantage of the freedom granted by a government then 
facing civil war, Lunacharsky and the man in charge of the visual arts opened the first SVOMAS in Moscow 
in the autumn of 1918: a «free art studio» governed independently by artist-teachers and students alike.
On the strength of these experiments, Marc Chagall seized the opportunity to do something for his native 
city, Vitebsk, well known for its Jewish art school founded by Yuri Pen. His idea of opening a People’s Art 
School open to everyone was instantly welcomed. There were several reasons for this enthusiasm. 
Appointed Fine Arts Commissioner for Vitebsk, Chagall, a painter flushed with success from his stay 
in Paris, rapidly fired up all those who joined him, particularly the younger generation – as witness 
the mobilisation of all the town’s painters for the celebrations commemorating the Revolution. In addition, 
his idea was to call on major artists whose various stylistic approaches would nourish an eclectic teaching 
content. To this end, he invited figures as dissimilar as the traditionalist Mstislav Dobuzhinsky and 
the Futurist Ivan Puni, who arrived soon after the school opened; later, his friend El Lissitzky and then 
the leader of the abstract movement, Kazimir Malevitch, made their way to Vitebsk in turn. In addition, 
the city’s location made it relatively easy to get supplies during the famine then rife in the big cities – 
a considerable argument in convincing the artists concerned. Lastly, the distance from Moscow and the 
fact that the students were all in a single building – a situation echoing that of the Bauhaus, which opened 
in Weimar the same year, 1919 – encouraged dialogue and the conception of collective projects.



14

However, unlike Bauhaus founder Walter Gropius, Chagall did not base his free school on a visionary 
manifesto promoting the combination of art, craftsmanship and architecture so passionately sought by his 
German colleague, and there was not even a curriculum constraining students to attend compulsory 
classes. Eager to offer them as broad a stylistic range as possible, he was the fearless head of an 
establishment bringing together very different and even antagonistic personalities. «We can allow 
ourselves the luxury of ‘playing with fire’, and within our walls, departments and studios of all movements 
are represented and function freely – those of the Left and Right alike,4» said Chagall confidently at the 
end of the first semester. The students, often very young, were allowed to choose the class they liked. With 
the arrival of Malevitch in November 1919, tensions began to mount. In a very short time, the charismatic 
Suprematist electrified not only students but the teachers as well. Lissitzky, who had brought him from 
Moscow, was fascinated. With the creation of the group UNOVIS [champions of the new art] in February 
1920, a second chapter began in the life of the school, then under the sway of a singular collective utopia: 
the creation of a Suprematist, non-objective world. To quote Lissitzky: «It was our most creative period. 
The school was on fire with enthusiasm, the young students frenetically seized on every fresh undertaking 
and took it still further. It was the real beginning of the collectivist era. We contributed actively to filling 
this little town with colour. Factories, tramways and rostrums bloomed under our paintings. The first 
exhibition in 1920 in Moscow showed that we were at the very forefront of artistic life in the Soviet Union.»5 
A qualified architect, Lissitzky played a crucial role in extending Suprematism into the spatial and 
utilitarian spheres, illustrated by his series of Prouns [projects for asserting the new in art].
The members of UNOVIS created so much agitation that the school finally split into two groups during the 
spring of 1920. «Part of the young artists came together around Malevitch, the other part around me,» 
said Chagall in a letter to a friend. He adds this detail: «Both of us had the same aspirations towards an 
art of the Left, but we saw neither the means nor the goals with the same eye.»6 As director, he promoted 
this multiplicity of artistic movements, which he had himself called for, and went as far as to present the 
works of UNOVIS with a certain pride. For his part, Malevitch treated his colleague with respect, even 
requesting permission in writing to speak to Chagall’s class, as Chagall had asked him to give them some 
theoretical explanations about Cubism.7 For the festivities of 1st May, the two rival groups worked together 
to produce Chagallian figures mingled with Suprematist decorations, as they did for the anniversary of the 
Commission to Combat Unemployment in December 1919. But this cohabitation was not to last. As the 
weeks went by, the students deserted Chagall’s studio for the Suprematist clan. Exhausted and 
disillusioned, the director left Vitebsk in June and went to live in Moscow. He long held a grudge against 
Lissitzky (a traitor) and Malevitch (a usurper), and made it known. This subsequently led many 
commentators to see the Vitebsk period through the romantic prism of a personal conflict.
At the very time Chagall took his distance, Malevitch and his UNOVIS collective received national acclaim 
at the «First Russian Conference of Art Teachers and Students», held in Moscow in June 1920. The Vitebsk 
SVOMAS became a yardstick for arts education in Russia. A third phase then began for the school, then 
led by Vera Ermolayeva: the spread of UNOVIS throughout the country. Offshoots of the collective were set 
up, notably in Smolensk, Orenburg and Moscow, and group exhibitions were staged in big cities. 
After Lissitzky’s departure in the winter of 1920, Malevitch, while continuing to publish his theoretical 
writings, oversaw the school’s studios, assisted by deeply loyal colleagues and students like Nikolai 
Suyetin and Ilya Chashnik. But in 1921, the school’s situation began to deteriorate. In an attempt to remedy 
the general exhaustion caused by the civil war, the Bolshevik leaders introduced a new economic policy. 
They also wanted to regain control of the cultural policy, which led them to interfere more in artistic 
practices, requiring them to comply more closely with socialist and proletarian values. Exposed to 
repeated criticism and then facing massive reductions in funding for the school, Malevitch left Vitebsk 
with a group of students during the summer of 1922, and went to continue his work in St Petersburg. 
Vitebsk’s brief period of liberty was at an end. 
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«Chagall, Lissitzky, Malevitch. L’avant-garde russe à Vitebsk, 1918-1922» is the first large-scale exhibition 
on this little-known subject. Based on in-depth research carried out by Aleksandra Shatskikh, this project 
retraces the high points of a period when history genuinely took shape in a provincial town. Apart from the 
various activities of the three protagonists, their colleagues and students, it covers the build-up of the 
contemporary art museum collection – a museum Chagall introduced to nourish the students’ artistic 
studies – and the series of Suprematist experiments begun in Vitebsk. For several years, Chagall, Lissitzky 
and Malevitch enabled a little town to capitalise on its isolation by making it one of the rare communities 
supported by the hard work of artists.
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UNOVIS: ORGANISATION AND IDEOLOGY 
Tatiana Goriatcheva

«We bring new cities. We bring the new things to the world – we call them something different.»
UNOVIS1

The UNOVIS Utopia «Nothing old – neither the forms, nor the life.»2

«WE WANT! We want, we want, we want.» This was the exclamation that opened one of the gazettes 
of UNOVIS, the group of Kazimir Malevitch’s followers whose utopian programme involved nothing less than 
changing the world. «We are young and pure; the new art will develop through us; we will not be 
a shadow on the new world – we will be the driving force giving life to the new,»3 they declared.
Created in Vitebsk in 1920, this utopian group, who supported Malevitch’s dream of founding the 
«Suprematist party»,4 consisted of teachers and students from the Vitebsk People’s Art School. This was 
founded in 1918 by Marc Chagall, newly appointed the city’s Fine Arts Commissioner. In May, Chagall 
offered a teaching post to Lazar Lissitzky (known as El Lissitzky after 1920), who ran the drawing,
painting and architecture classes. Lissitzky in turn invited Malevitch, who took up his post in the autumn 
of 1919. Malevitch’s arrival radically changed the life of the school. Within a short time, most of Chagall’s 
students moved over to his classes, and the teachers Nina Kogan, Lissitzky and Vera Ermolayeva became 
followers of the Suprematist art system. In January 1920, Malevitch’s partisans founded the association 
Molposnovis [young partisans of the new art]. A few days later, then with older members in its ranks, 
the name changed to Posnovis [partisans of the new art]. On 14 February, the Posnovis group was renamed 
UNOVIS [champions of the new art]. The core of UNOVIS, headed by Malevitch, consisted of forty people, 
including the brothers Mikhail and Abram Veksler, Ivan Gavris, Emma Gurovich, Vera Ermolayeva, Lazar 
Zuperman, Natalia Ivanova, Nina Kogan, El Lissitzky, Yevgenia Magaril, the Noskov brothers 
Georgy, Mikhail, and one V.), Efim Royak, Dmitri Sannikov, Nikolai Suyetin, Lazar Khidekel, Mikhail Tsetlin, 
Lev Tsiperson, Ilya Chashnik, Ivan Chervinko and Lev Yudin.
In June 1920, Chagall left Vitebsk, and Ermolayeva took over the running of the school. UNOVIS rapidly 
began to stand out, becoming its most influential structure in terms of educational and cultural initiative. In 
line with the curriculum devised by Malevitch for artists receiving the new training, the course started with 
Cubism, seen as the basis for the visual thinking of the non-objective. Students studied all its stages before 
moving on to Futurism and Cubo-futurism. By exploring the Cubist methods of fragmenting form and 
constructing space, then the principles of the Futurist dynamic, they gradually advanced towards 
an assimilation of non-objective Suprematism.
The oldest members of UNOVIS – Kogan, Ermolayeva and Lissitzky – were simultaneously students 
and teachers: while teaching the other students, they endeavoured to grasp the Suprematist approach 
more effectively. Malevitch supervised all the classes, as well as teaching the one on Suprematism. 
However,  the group’s actions went far beyond the educational aspect, because UNOVIS was intended 
as a reforming movement that would unite all Suprematists. These were called on to defend not only 
an artistic movement, but also the utopia of an ideal world founded on aesthetic laws. «It is the first 
avant-garde of the global, creative, armed future of the new art,» declared the UNOVIS almanac 
published in 1920. A new city, a new music, a new theatre – all the utilitarian things of the new life 
must be created by this army. Nothing old – neither the forms, nor the life» 5.
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Central to the ideology of UNOVIS was the idea of collectivism and collective work: a popular idea at the 
time, to which Malevitch gave a singular philosophical interpretation, whereby all artists saw themselves 
not as individuals but as creative units of UNOVIS. The collective’s members brought the Suprematist 
truth to the world as a body; this pre-eminence of the group over creative individualism was expressed 
in the Unovists’ activities. Their work on giving a Suprematist form to the city was carried out collectively; 
at exhibitions, the group’s pieces were presented anonymously as one body of work, under the UNOVIS 
banner. Yudin wrote in his diary: «Together, we will triumph. Individually, probably not.»6

UNOVIS welcomed all those who wanted to join, even if it acted like a community of initiates at the same 
time, with its rules, programme and tvorkom. This was an artistic committee, to which, alongside the 
permanent members (Malevitch, Ermolayeva and Kogan), the group’s most active members were elected 
in turn (including Khidekel, Chashnik, Suyetin and Chervinko). The group also created special emblems: 
black squares, sewn onto jacket sleeves, and a special seal, again in the form of a black square. Lastly, 
applicants had to fill in a special form. In 1920-1921, UNOVIS announced the creation of sections 
in Oren¬burg, Samara, Smolensk, Perm, Yekaterinburg, Saratov and Odessa. In announcing the opening 
of these establishments, the group overreached itself; the art studios were little attended. Although 
Leftist art was largely promoted, these regional outposts were not constrained to comply with the UNOVIS 
programme of Vitebsk. This educational freedom was immediately granted by Malevitch to several 
of these schools, even though they only had one or two followers. In fact, we can only really talk about 
those of Moscow, Smolensk and Orenburg, which were in close contact with Malevitch and followed his 
rules, but had very few members. 
The Samara section was represented by Georgy Riazhsky, who was fascinated by Suprematism at this 
period; the Orenburg section by Ivan Koudryashov, and the one in Smolensk by Władysław Strzemiski. 
In Moscow, the representatives of UNOVIS were Gustav Klutsis and Sergei Senkin for a while. Malevitch 
also suggested that Aleksei Kruchonykh should create an UNOVIS section in Baku, but the poet, though 
he felt in tune with Malevitch’s ideas, preferred to promote his own.
The leaders of the Vitebsk UNOVIS were the fervently pro-Suprematist Nikolai Suyetin and Ilya Chachnik, 
Malevitch’s closest companions. Their collaboration continued in Petrograd (Leningrad) after Vitebsk. 
The influence of some on the fate of others was considerable. While the participation of such talented 
students was important for Malevitch, the feeling was mutual: Chachnik and Suyetin were delighted 
to join a school where a master of his calibre was teaching. The group needed gifted followers who could 
develop the Suprematist system independently, and their activity made the school an intellectual 
phenomenon of astonishing scope. It was mainly through the work of Suyetin and Chachnik that Malevitch 
could consider himself the flag bearer of the Suprematist movement, which took root in not only painting 
but also design and architecture. Another extraordinarily talented UNOVIS member should also be 
mentioned: Lazar Khidekel, who subsequently became an architect and developed Malevitch’s 
architectural concept.
Lissitzky occupied a very singular place in Malevitch’s circle, and was rapidly acknowledged as a central 
figure in UNOVIS. Starting in December 1919, his work, under the influence of Suprematism, began to 
evince a process of crystallisation around a new artistic system, which soon took on the name of Prouns 
[projects for asserting the new in art]. Lissitzky invented this term in the autumn of 1920, feeling that it 
resonated with the name of the UNOVIS group. Promoting the Prouns as an independent movement, 
he moved away from UNOVIS and Suprematism after moving to Moscow in 1921. In the autumn of the 
same year, he left for Berlin, and in the mid-1920s became a figurehead of European Constructivism. 
Although he never denied Malevitch’s colossal influence on him, Lissitzky refused to consider his work 
a mere version of Suprematism: he believed the Prouns equally important in the global history 
of avant-garde art. In any event, during the period from 1919-1921, he took an active part in all UNOVIS 
undertakings. The utopian program put forward by Malevitch and his followers was highly ambitious.
It involved a wide range of projects, from cosmic sputniks, town planning projects and the creation 
of a radically new aesthetic environment to altering the state of consciousness in an endeavour
to establish «the supremacy of the mind». «All things, our entire world, should take on Suprematist 
forms. Fabrics, wallpapers, pots, plates, furniture, signs – in short everything – should be made with 
Suprematist designs, which are the new form of harmony,»7 proclaimed the Unovists. The first step on 
this road was to be the extension of UNOVIS art to every area of daily life. 
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This approach turned Vitebsk into a kind of experimental model – a fragment of the Suprematist world. 
Between 1919 and 1922, at the request of the local authorities, the Unovists produced panels to decorate 
building façades, festival banners and speakers’ rostrums, while Suprematist paintings embellished 
the tramways. UNOVIS also designed the set for the Grand Theatre of Vitebsk (which hosted the 
convention of delegates and workers from the local Commission to Combat Unemployment), and the city 
decorations for 1 May 1920. In addition, supervised by Malevitch, experimental models for Suprematist 
fabrics were created. Lastly, commissions for posters and covers for the brochures published on site 
gave UNOVIS a chance to carry out typographical experiments.
The artistic activity of UNOVIS transformed Vitebsk. Visitors were greatly struck by the look of the place. 
Sergei Eisenstein though it «a strange provincial town. Red brick, like many cities in the West; smoky 
and drab. But this city was particularly strange. In the main streets, the red bricks were covered in white 
paint, and the white background was dotted with green circles, orange squares, blue rectangles. 
This was the Vitebsk of 1920. Kazimir Malevitch’s brush had passed over these brick walls.»8 In her 
memoirs, Sofia Dymchits-Tolstaya said: «I found myself in Vitebsk when the great October celebrations 
were over, but the city was still glowing with Malevitch’s work: circles, squares, dots and lines in a riot 
of colours […]. I felt I was in an enchanted town – at that time everything was possible and wonderful, 
and at that moment the residents of Vitebsk had become Suprematists. In fact, they probably saw it as 
a kind of fresh invasion, incomprehensible yet interesting, which they had to survive.»9

UNOVIS’s goals at that point consisted of expressing an art based on a «collective» style, «common 
to UNOVIS « (a unified Suprematism that could respond to the challenges of design, shored up by genuine 
stylistic explorations), and on experiments in easel painting, which were more of a reflection of the group 
members’ individual work. As an artists’ association, UNOVIS organised exhibitions in Vitebsk and 
Moscow, and presented the work of some of its members at the First Exhibition of Russian art in Berlin 
in 1922.
UNOVIS considered it a duty to intervene in the public space and create propaganda for the new forms 
of art at meetings, talks and shows. With this in view, the collective organised a meeting and two shows 
on 6 February 1920: Victory Over the Sun, and a «Suprematist Ballet». The former was staged with sets 
and costumes by Vera Ermolayeva, and Nina Kogan choreographed and produced the latter. Between 
1920 and 1921, Lissitzky produced an electromechanical version of Victory Over the Sun, but in the end 
the project came to nothing. The Vitebsk UNOVIS continue to exist until the summer of 1922. 
The authorities frowned upon its hegemonic claims in terms of contemporary art, and barred it from 
public events. In the summer of 1922, Malevitch and most of his followers left for Petrograd. 
The members of UNOVIS made their last appearance as a united collective in 1923 at the Exhibition 
of Paintings by Artists of All Movements in Petrograd. During 1923 and 1924, UNOVIS gave the impression 
that it was still alive; it was a question of publishing a review and consolidating the group’s status 
in Petrograd. But actually, the force of inertia meant that UNOVIS survived almost in spite of itself. 
Some of its members stopped taking part in its activities, while others declared themselves in favour 
of more temperate reforms in art. Nonetheless, these dissensions did not affect the relationship between 
Malevitch and his students. The joint work of former members of the group continued with the GHIN-
kHUK, thus opening a new chapter in Malevitch’s life as an artist and teacher. 

     Translated from Russian into French by Marina Sheptitsky.



19

Notes
1 Listovka “Ot Ounovissa”», sheet: «On behalf of UNOVIS «, Vitebsk, 1920.
2. Ibid. 3. Ibid.
4. On this subject, see Tatiana Goriacheva, «The UNOVIS party. History of the publication of Malevitch’s article “On the party in art”, 

Questions of art history, 1996, no. 1; idem, «UNOVIS, the party of Malevitch», in Maria Stavrinaki, Maddalena Carli (ed.), Artists and 

parties. Aesthetics and politics (1900-1945), Dijon, Les Presses du Réel, 2012.
5. «Ounovis i ego obchtchestvennoié tvortchestvo» [UNOVIS and its creation in the public space], Unovis Almanac no. 1 (1920), facsimile, 

publication, comments and introduction by T. Goriacheva, Moscow, Skanrus, 2003, p. 86.
6. Lev Ludin, Diary, 29 October 1921, St Petersburg, manuscript development of the Russian Museum, collection 205, conservation 

unit 1, sheet 14.
7. Mikhail Kunin, «Ob Ounovissié» [about UNOVIS ], Iskousstvo [L’Art], no. 2-3, 1921, p. 16. Kunin’s article is extremely critical of UNOVIS. 

The phrase quoted is a free paraphrase of the Unovist watchwords; it gives a very accurate idea of the group’s programme.
8. Sergei Eisenstein, cited in Nadezhda Reformatskaya (ed.), Vladimir Mayakovsky v vospominaniyakh sovrémennikov [Vladimir 

Mayakovsky remembered by his contemporaries], Moscow, Goslitizdat, 1963, p. 279.
9. Sofia Dymchits-Tolstaya, cited in Irina Arskaya, Yelena Basner (ed.), Kazimir Malevitch v Rousskom mouzéié [Kazimir Malevitch in the 

Russian Museum], St Petersburg, Palace Publications, 2000, pp. 414-415.



20

TEACHING, WRITING, EXPERIMENTING: MALEVITCH IN VITEBSK, 1919-1922
Aleksandra Shatskikh 

Kazimir Malevitch arrived in Vitebsk on 5 November 1919. His decision to leave Moscow and live in this 
provincial town was unexpected, to say the least. To understand it, we need to understand the context. 
In late 1918, Marc Chagall, a native of Vitebsk, reached out to all the artists of Petrograd and Moscow, 
asking them to come and work in the school he had founded: the first art school in the capital of the 
province of Vitebsk, which was part of the Russian Federation (until 1924).
(…)
In late 1918, Kazimir Malevitch was appointed Professor of Painting at the Second State Free Art Studios 
in Moscow. In the summer of 1919, he developed a study programme for his students, which he sub-
sequently used for his teaching modules at Vitebsk. During the autumn of 1919, he prepared for his first 
solo exhibition, which took place at Klavdia Mikhailova’s Art Salon at 11 Bolshaya Dmitrovka Street. 
Entitled «Kazimir Malevitch. Ego pout’ ot impressionizma k souprématizmou» [Kazimir Malevitch: his 
career from Impressionism to Suprematism], this opened with his early figurative works, and moved 
on to his Neo-Primitivist, Cubist and Cubo-Futurist paintings. Suprematism was presented in three 
stages: black and white, colour and white on white. The hang ended with a blank white canvas, 
which marked the end of painting for Malevitch.1 (…)
(…)
In May 1919, at Chagall’s invitation a new teacher arrived at the People’s School of Vitebsk: Lazar 
Lissitzky (aka El Lissitzky). An architect by training, he set up not only an architecture class but also 
a drawing and painting studio. He long remained under the spell of Chagallian poetics, and worked 
at establishing and developing Jewish professional art.
Lissitzky met Malevitch in late 1917 in the art education section of the soldiers’ deputies’ Soviet in 
Moscow, where they worked together. At that time, abstract painting had begun to influence the young 
artist considerably. After he moved to Vitebsk, he began a regular correspondence with Malevitch.
In mid-October 1919, Lissitzky was sent to Moscow to collect technical equipment and supplies for the 
drawing class. He met Malevitch again, finding him in an extremely critical situation: famine had begun 
to affect Moscow, and the painter, who was living with his pregnant wife in an unheated summer dacha 
in Nemchinovka, could only reach the centre of the capital on foot. 
At that time, Vitebsk was still receiving plentiful food supplies. Lissitzky successfully persuaded Malevitch 
of the advantage of moving to the provinces, where there would be excellent conditions for him to 
continue his creative work. His young follower did not content himself with taking the initiative, but also 
helped his master to move. They arrived together in Vitebsk after a long and arduous train journey.
The director, Marc Chagall, welcomed Malevitch on his arrival at the school. A room was allocated to him in the 

building at 10 Bukharin Street, and his class was opened for students to sign up.

(…)

A charismatic creator full of new ideas, Malevitch gathered a crowd of loyal sympathisers around him. 
Furthermore, propaganda and organisation were familiar territory to him. In the first weeks following his 
arrival in Vitebsk, he got down to publishing his treatise New systems in art: his first major work on 
theory, which he wrote in July 1919 in Nemchinovka. On 15 November, he finished the draft of Code A, 
a collection of precepts for new students, of which 1,000 copies were printed a month later in the 
Lithography department of the People’s School, supervised by Lissitzky. The Suprematist artist took part 
in the First Exhibition of Local and Moscow Painters (8 November-22 December 1919), and played an 
active part in conferences and debates organised in this context.  
Malevitch’s disciples rallied together for a commission from the Commission to Combat Unemployment, 
created after the Revolution, which mobilised all the craftsmen of Vitebsk. On 17 December 1919, 
according to the new calendar (4 December according to the old one), the Commission celebrated its 
second anniversary. The celebrations took place in grand style, with craftsmen parading through the 
streets of Vitebsk carrying banners, on which were painted non-objective compositions. The marchers 
ended up at the municipal theatre, where a solemn gathering was held. 
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The Commission’s management team were lined up on a stage sporting Suprematist decorations. The 
buildings of the White Barracks, which housed the studios, were decorated with a plethora of Suprematist 
panels. When the anniversary came around, a report was published on the work carried out over the 
previous two years. Lissitzky decided to illustrate the cover of this brochure with a lithograph of a 
Suprematist composition. In a street, he also set up an agitprop poster panel on which was written: 
«The tool machines of the warehouse; mills and factories await you.»
The students of the People’s School took part in the festivities, rapidly producing a major commission 
that brought the projects of Malevitch and Lissitzky to life. This practical work immediately immersed the 
young artists in the stylistics of abstract painting. Far more than a simple introduction to the new art,
it enabled them to integrate it into daily life.
In the early 1920s, the students of Malevitch’s class, the classes of teachers who supported the new 
movement and some of the teachers themselves (Lissitzky, Vera Ermolayeva, Nina Kogan and the 
sculptor David Yakerson) formed a group which was eventually called Outverditeli novogo iskousstva 
[champions of the new art] – shortened to UNOVIS. This name, which was decided on 14 February 1920, 
pleased Malevitch so much that he baptised his daughter, born 20 April, Una in its honour.
Convinced of the sound footing of the new art system, which began with the «zero point of painting» 
(the Black Square), Malevitch wrote from Vitebsk to the Moscow critic Pavel Ettinger: «Suprematism 
has attained the non-objective in order to construct a new spiritual and utilitarian world. In this respect 
we can write an extraordinary narrative, and it should be created, because it contains the development 
of the world’s New Testament.»2

The creation and expression of the «utilitarian world» aimed to broaden the sphere of the daily life 
of Suprematism, which moved from the stage of «laboratory research» into the real world. A phenomenon 
creating a total style, Suprematism resulted from the collective work of UNOVIS, one of whose watchwords 
proclaimed: «Long live the UNOVIS party, which asserts new forms of Suprematism’s utilitarianism.» 
Collective work was one of the most prominent socio-artistic ideas of the 20th century, and the UNOVIS 
of Vitebsk was one of its most convincing embodiments. The collective was described in various ways – in 
turn a studio, factory, association, group, party or community. It was headed by the Creation Committee. 
Members’ affiliation was expressed by a small black square sewn onto their jacket sleeves or lapels. 
Works were signed with the group’s name, «UNOVIS». Lissitzky also conceived his Prouns as «UNOVIS 
projects».
The combined activity of Malevitch and UNOVIS spawned a huge number of innovative ideas, which proved 
productive not only for Russia’s culture, but beyond its borders as well.
(…)
In the mid-1920s, the development of Malevitch’s personal work led him to create the Arkhitektons: 
three-dimensional architectural models based on an extrapolation from Suprematist painting. UNOVIS 
played an undeniable role as catalyst in this respect, having previously introduced Suprematism into 
reality. The stylistics of abstract art, in the way this was expressed in Vitebsk between 1919 and 1922, 
extended to the construction of forms and the decoration of objects in everyday surroundings. UNOVIS 
produced posters, banners, signs, ration cards and printing plates for fabrics, and Suprematism imbued 
every sphere of social life. The members of UNOVIS organised the look of festivals, decorated tramways, 
built and painted speakers’ rostrums. Here, Lenin’s Rostrum (1924), Lissitzky’s masterpiece, certainly 
had a link with the collective work of UNOVIS.

(…)
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Malevitch’s teaching at the People’s School adhered closely to the main lines of his system. The «UNOVIS 
collective’s unified painting class programme» aimed to teach students to create completely new forms, 
which began by assimilating basic knowledge of physical reality: space, planes, line and colour, volume 
and weight. This highly original form of teaching, which Malevitch tried out for the first time in Vitebsk, 
gained momentum through numerous classes, reports and discussions devoted to revolutionary move-
ments in art. It consisted of giving budding creators a precise method for them to think up and construct 
a totally new life. The existence of this method, combined with absolute faith in its efficacy, won over 
nearly all the students who wanted to be involved in this rapid utopian reconstruction of the world. 
On 25 May 1920, the students in Chagall’s class asked to be transferred to UNOVIS. The valiant son 
of Vitebsk found himself with no partisans.
Chagall had finally regained his liberty, having tried three times to leave and each time been entreated 
to stay by the students. He left Vitebsk for ever, and went to Moscow in early June 1920. But even though 
the students had freed him from his obligations to the school by abandoning his class for UNOVIS, 
Chagall held a deep grudge for the rest of his life against Malevitch, whom he suspected of manipulating 
the students and driving him from his native town. After Chagall’s departure, the School officially changed 
its name to the National Higher Art Studios of Vitebsk, and a year later, in 1921, was renamed the Vitebsk 
Practical Art School. Malevitch headed the teachers’ Soviet.

This period of the great avant-garde artist’s life in Vitebsk was also marked by the intensive conception 
of the philosophical theory underlying absolute geometric abstraction. One of the members of the 
UNOVIS Creation Committee left a striking description of Malevitch’s everyday life at this time: «He was 
a robust man of medium height, with a face pitted by smallpox, who talked with a Belorussian or Polish 
accent. He would be seated at his table for days at a time, writing, writing, writing… There were mountains 
of papers covered in writing on his desk, and piles of papers under his desk and on the shelves as well. 
He wore a white overall over his suit, and a little white hat. His professorial look and somewhat dry voice, 
in which he expressed himself unemphatically but with extreme assurance, gave him considerable 
charisma. We other members of the UNOVIS Creation Committee were completely under his sway. 
We would sit there listening to him talk, as though hypnotised.» 3

Malevitch the thinker wrote his major works at Vitebsk. An important role in building up this enormous 
body of texts was played by the Moscow philosopher and literature teacher Mikhail Guershenzon, who 
encouraged him to set down his thoughts on paper. The long third part of his principal treatise, 
Suprematism: the non-objective world, and Eternal Rest, completed in Vitebsk on 11 February 1922, 
is in fact dedicated to Guershenzon.4 He used the text of this chapter as the basis of the instalment God 
is not cast down. Art, Church and Factory, published in 1922 in Vitebsk. It was one of the five pamphlets 
Malevitch put out during his years at the People’s School, during an intensive period of publication never 
subsequently equalled.5

The album of lithographs entitled Suprematism. 34 Drawings, a compendium of Suprematist subjects, 
occupied a special place in the Vitebsk publications. In the preface, Malevitch describes his break with 
painting, and indicates the fields where non-objective work could be influential: firstly, the new creation 
of forms in architecture; secondly, the transformation of pictorial Suprematism into the philosophy 
of Suprematism. «There can be no question of painting in Suprematism,» he wrote. «Painting has been 
outdated for a long time, and the artist himself is a bias of the past. […] I have drawn up precise plans 
of the Suprematist system; meanwhile, as regards the development of architectural Suprematism in the 
future, I will leave that to young architects in the broadest sense, because I can only see the era of the 
new architectural system in these terms./As concerns myself, I have withdrawn into a region of thinking 
that is new to me, and I will express what I see within the infinite space of the human skull to the best 
of my ability./Long live the united system of global architecture on Earth./Long live UNOVIS, which creates 
and asserts the new in the UNOVIS world/K. Malevitch. Vitebsk, 15 December 1920.»6
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UNOVIS staged exhibitions, published its members’ articles and work (as well as Malevitch’s own), 
organised meetings and conferences. After the triumphant action of the Vitebsk artists in Moscow 
at the art teachers’ and students’ conference, in June 1920, UNOVIS opened other sections in several 
provincial towns, notably Smolensk, Perm and Orenburg.
The driving force of this productive activism was above all the enthusiasm and determination of the 
UNOVIS members. At the end of the Civil War, the Soviet authorities began to impose the order they 
required in the ideological and social sphere, which involved the planned abolition of artistic movements
that did not meet the demands of propaganda or serve the interests of the Bolshevik party.
In May 1922, the first batch of students graduating from the school was also the last. Of the ten gra-
duates, eight were members of UNOVIS: Ivan Gavris, Miklhail Veksler, Nina Kogan7, Georgy Noskov, 
Nikolai Suyetin, Lazar Khidekel, Ilya Chashnik and Lev Yudin. In the summer, most of them left 
for Petrograd with Malevitch. 

                                                                            Translated into French from the Russian by Marina Cheptitsky
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BIOGRAPHIES 
MARC CHAGALL
1887, VITEBSK – 1985, SAINT-PAUL-DE-VENCE (FRANCE)
In September 1918, Chagall was appointed Fine Arts Commissioner for Vitebsk. His first assignment was 
to organise the celebrations for the first anniversary of the Revolution. He later founded the People’s Art 
School, which opened in January 1919. He headed the Painting section and became the school’s director 
in April 1919, additionally publishing articles in the local press on revolutionary art. He also had the idea 
for a Vitebsk Museum of Modern Art and worked at the Theatre of Satire (Terevsat). In June 1920, after 
his students abandoned him for Malevitch’s class, Chagall left the school and settled in Moscow.

DAVID CHTERENBERG
1881, ZHYTOMYR (UKRAINE) – 1948, MOSCOW
Painter, graphic artist and book illustrator. In 1906, he studied painting in Odessa. In 1907, he attended 
the École des Beaux Arts in Paris, exhibited his work, and met Chagall. On his return to Russia in 1917, 
he became the first director of the Fine Arts department of the Narkompros (1918). He acted as a special 
intermediary for artists in Vitebsk. In 1919, his painting The Work Table entered the Vitebsk Museum 
of Modern Art. In 1922, he helped to organise the “First Russian art exhibition” at the Van Diemen Gallery 
in Berlin. In 1924, his work was exhibited in Venice, and then in Paris in 1925.

MSTISLAV DOBOUJINSKI
1875, NOVGOROD (OBLAST DE NOVGOROD) – 1957, NEW YORK
Painter, graphic artist and stage designer. Known for his watercolour cityscapes, Dobuzhinsky was also 
a pillar of the St Petersburg group The World of Art. From 1906 to 1911, he taught at the art school 
of Zvantseva, with Chagall as a student. In December 1918, Chagall asked him to be the first director 
of the People’s Art School. He headed the decorative arts section and created a variety of stage designs 
for the city’s theatres and the future Museum of Modern Art. On 15 March 1919, he left Vitebsk to resume 
his work as a stage designer in Petrograd, before emigrating to Lithuania and then France (1925-1929). 

VÉRA ERMOLAÉVA
1893, KLIOUTCHI (OBLAST DE SARATOV) – 1937, KARAGANDA (KAZAKHSTAN)
Painter, graphic artist and illustrator. She studied painting in St Petersburg until 1915, a period 
interrupted in 1914 by a stay in Paris. In 1919, the IZO department of the Narkompros sent her to Vitebsk 
assist in directing the People’s Art School. She ran a painting class on Cubo-Futurism. After Chagall’s 
departure in June 1920, she became the school’s new director. As a founding member of UNOVIS, 
she designed the sets for the futurist opera Victory over the Sun with Malevitch in February 1920. In 1922, 
she left for Petrograd and worked at the GINKhUK with Malevitch before focusing on book illustration.

ROBERT FALK
1886, MOSCOW – 1958, idem
Painter, stage designer and cofounder of the Jack of Diamonds group. Falk taught painting at the 
SVOMAS and then the VKhUTEMAS in Moscow between 1918 and 1928. His figurative Cézanne-style 
paintings were exhibited in Vitebsk in 1919, and four of them entered the city’s Museum of Modern art. 
In July 1921, he was invited to teach at the People’s Art School, where he ran a “Cézanne studio” while 
continuing to teach in Moscow. He was simultaneously appointed director for the Vitebsk Museum 
of Contemporary Art, which he visited regularly. He spent time in France between 1928 and 1938.
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GUERMAN FEDOROV
1885, DIAKOVO (OBLAST DE MOSCOU) – 1976, MOSCOU
Painter and graphic artist. Following his studies in Moscow (at the School of Painting, Sculpture and 
Architecture and Mashkov’s studio), Fedorov joined the Jack of Diamonds group. Known for his Cézannesque 
landscapes and still-lifes, he was in the moderate wing of this avant-garde movement. He took part in 
many of the group’s exhibitions, including the one staged in 1919 in Vitebsk, dedicated to works 
by local and Moscow artists. The two paintings he exhibited (Samovar and a landscape) were acquired 
by the future museum. From 1920 to 1929, he taught painting at the VKhUTEMAS in Moscow. 

NATALIA GONTCHAROVA
1881, NAGAIÉVO (OBLAST DE TOULA) – 1962, PARIS
After studying sculpture and painting in Moscow, she and her companion Larionov founded the 
Jack of Diamonds (1910) and Donkey’s Tail (1911) groups. Inspired by Russian folk art and icon painting, 
her art belonged to the Neo-primitivism movement, later combining dynamic elements from Cubo-Futurism 
and Rayonism (1912-1913). In 1914, Goncharova began to work with Diaghilev’s Ballets Russes. She left 
Russia with Larionov in 1915 and finally settled in Paris in 1919. In 1920, three of her works were 
acquired by the Vitebsk Museum of Modern Art.

ANNA KAGAN
1902, VITEBSK – 1974, LÉNINGRAD (SAINT-PÉTERSBOURG)
Painter and designer. Kagan studied from 1919 to 1922 at the People’s Art School in Vitebsk, where she 
became a follower of Malevitch. In 1920, she joined UNOVIS and took part in decorating the city for the 
revolutionary celebrations of 1 May and 7 November. Her works featured in each of the group’s exhibitions 
in Vitebsk, Moscow and Petrograd, where she followed Malevitch in 1922. She worked with him between 
1924 and 1926 at the GINKhUK and took part in the construction of his Arkhitektons. She also created 
designs for textiles and ceramics before ceasing to work as an artist in the 1930s. 

VASSILY KANDINSKY
1866, MOSCOU – 1944, NEUILLY-SUR-SEINE
A pioneer of abstract art, Kandinsky returned to Moscow from Germany in 1914. He was invited by Tatlin 
to join the Narkompros in 1918, where he directed the theatre and cinema sections. He also began 
directing the SVOMAS (Free State Art Studios). In 1919, he became the director of the Museum of Artistic 
Culture and, with Rodchenko, began to set up twenty-two museums in the provinces. From 1919 to 1921, 
he chaired the acquisitions committee for the IZO (Narkompros Visual Arts section). In 1920, he began 
directing the INKhUK’s Monumental Art section, which he left when his programme was rejected. In late 
1921, he went to live in Germany. Seven of his works featured in the “First State Exhibition of Moscow 
and Local Artists” staged in Vitebsk in 1919, four of which were acquired by the museum.

LAZAR KHIDEKEL
1904, VITEBSK – 1986, LÉNINGRAD (SAINT-PÉTERSBOURG)
Architect and painter. In 1918, Chagall invited him to study with him at the People’s Art School. Arriving in 
autumn of 1919, he attended Malevitch’s classes and joined UNOVIS. As a member of the group’s exclusive 
committee, he took part in their exhibitions, debates and conferences. He published the magazine Aero (1920) 
with Chashnik. In 1922, he accompanied Malevitch to Petrograd, where he trained as an architect and engineer 
and worked at the INKhUK. From 1925, he designed innovative architectural plans inspired by Suprematism 
and Futurism. From 1930 to 1985, he taught at the Institute of Engineering in Leningrad, where he designed 
several buildings.



26

GUSTAV KLUCIS
1895, RUJIENA (LETTONIE) – 1938, MOSCOU
Painter and designer. Klutsis studied in Riga and then Petrograd (1913-1917). From 1918, he attended 
the classes of Korovin, Malevitch and Pevsner at the SVOMAS in Moscow, and later at the VKhUTEMAS, 
where he graduated in Painting in 1921. With Senkin, he represented UNOVIS in Moscow, taking part 
in the first UNOVIS exhibition in June 1920 before going to Vitebsk. His Axonometric Composition featured 
in the UNOVIS exhibition staged in December 1921 at the INKhUK, of which he was a member until 1923. 
He began moving towards Constructivism at this time. He produced a “Radio Orator” and took up 
photomontage. From 1924 to 1930, he taught colour theory at the VKhUTEMAS.

KATARZYNA KOBRO
1898, MOSCOU –1951, ŁÓDZ$ (POLOGNE)
Sculptor and graphic artist. She studied at the Moscow School of Painting, Sculpture and Architecture 
in 1917. In 1918, she became a member of the Union of Russian Artists’s Federation of the Left in Moscow, 
and joined the SVOMAS, headed by Tatlin, Malevitch and Pevsner. In 1920, she settled in Smolensk and 
married the painter Strzemiski, with whom she founded a branch of UNOVIS. In late 1921 [or early 1922], 
the couple went, via Riga, to Łód, where they started the Constructivist groups Blok (1924), Praesens (1926) 
and A.R. (1929). In 1931, Kobro published a book on her theory of spatial composition.

NINA KOGAN
1889, MOSCOU – 1942, LÉNINGRAD (AUJ. SAINT-PÉTERSBOURG)
Painter and illustrator. Kogan studied painting in St Petersburg and Moscow. She worked with Ermolayeva 
at the Petrograd City Museum. As Deputy Director of the People’s Art School, Ermolayeva brought her 
to Vitebsk to lead the Preparatory section for the younger students. She joined UNOVIS, becoming a member 
of its executive committee. She staged the Suprematist Ballet, published writings in the group’s almanac, 
and designed urban decoration for 1 May 1920. She was called to Moscow in August 1922. Throughout 
the 1930s, she dedicated herself to book illustration.

IVAN KOUDRIACHOV
1896, TROÏTSKOIÉ (OBLAST DE KALOUGA) – 1972, MOSCOU
Painter and graphic artist. He studied at the Moscow School of Painting, Sculpture and Architecture 
(1912-1917), and then at the SVOMAS (1918-1919), attending Malevitch’s classes in his last semester. 
For the anniversary of the Revolution (1918), he designed propaganda panels for automobiles. In 1920 
and 1921, he taught at the SVOMAS in Orenburg and collaborated with Malevitch to start a branch 
of UNOVIS. He created frescoes for the Orenburg Theatre, before leaving for Smolensk. He returned 
to Moscow in 1921, and in 1925 became a founding member of the Society of Easel Painters.

MIKHAÏL KOUNINE (ALIAS MOISEI KOUNINE)
1897, VITEBSK – 1972, LÉNINGRAD (SAINT-PÉTERSBOURG)
Painter and actor. Following his business studies in Moscow and a period at Pen’s studio (1918), 
Kunin studied at the People’s Art School with Chagall. Highly active at the school and a member of the 
Communist section, he was drawn to UNOVIS and became a member while retaining a figurative style 
and publishing critiques. He took part in several of the school’s group exhibitions between 1919 and 1921. 
In 1921, he joined the class of the Cézannist Falk, whom he later followed to Moscow to enter 
the VKhUTEMAS. From the mid-1920s, he travelled Russia and Europe with circus and variety show 
groups.   
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MIKHAÏL LARIONOV
1881, TIRASPOL (OBLAST DE KHERSON) – 1964, FONTENAY-AUX-ROSES (FRANCE)
From 1898 to 1910, Larionov studied at the Moscow School of Painting, Sculpture and Architecture, 
where he met Goncharova, his future partner. After an Impressionist phase, he started the Neo-primitivist 
movement in 1909, inspired by folk culture. He formed the Jack of Diamonds group (1910), and later that 
of the Donkey’s Tail (1911). He was also the inventor of Rayonism, which triumphed in 1913. He left Russia 
in 1915 to work for Diaghilev’s Ballets Russes with Goncharova. In 1919, the couple settled in Paris 
for good. His painting Venus (1912) was acquired for the Vitebsk Museum of Modern Art in 1920.

EL LISSITZKY (ALIAS LAZAR LISSITZKY)
1890, POTCHINOK (OBLAST DE SMOLENSK) – 1941, MOSCOU
Lissitzky studied under Pen in Vitebsk (1909), then studied Architecture in Germany (1909-1914). 
Between 1916 and 1919, he illustrated books for the Jewish community, before returning to Vitebsk 
in early May 1919, to teach Graphics, Printing and Architecture at the People’s Art School. He invited 
Malevitch to join them in October 1919 and took part in the Suprematist decoration of the city. He desig-
ned abstract compositions, which he entitled Prouns. In February 1920, he took part in creating UNOVIS, 
publishing the group’s almanac (UNOVIS no. 1) in May. In October, he moved to Moscow to teach 
at the VKhUTEMAS. In late 1921, he settled in Berlin, where he created his Proun Space (1923), 
published magazines and books, and explored photography. He returned to the Soviet Union in 1925.

EVGENIA MAGARIL
1902, VITEBSK – 1987, LÉNINGRAD (SAINT-PÉTERSBOURG)
Painter, graphic artist and textile maker. She trained at the People’s Art School in Vitebsk under Kseniya 
Boguslavskaya, Vera Ermolayeva and Kazimir Malevitch (1919-1922) and became a member of UNOVIS 
(1920-1921). In 1922, she studied at Mikhail Matyushin’s Department of Organic Culture in Petrograd. 
Magaril worked as a textile decorator from 1927 to 1929 and taught drawing in Leningrad and Blysk, 
in Altai Krai (1929-1951). A member of the Leningrad Artists’ Union, she was later excluded over her 
rejection of Socialist Realism (1952), before being reintegrated (1966). 

KAZIMIR MALEVITCH
1879, KIEV – 1935, LÉNINGRAD (SAINT-PÉTERSBOURG)
The founder of Suprematism, Malevitch arrived in Vitebsk in early November, 1919, where he directed 
a studio at the People’s Art School and took part in the revolutionary celebrations with his abstract 
decorations. He then dedicated himself mainly to theoretical work, establishing the idea of an ideal world 
governed by Suprematist laws. His major writings at the time include On New Systems of Art (November 
1919), Suprematism: 34 Drawings (1920) and God Is Not Cast Down: Art, Church and Factory (April 1922). 
In February 1920, Malevitch started the UNOVIS group, which strove to put his theories into practice 
in Vitebsk and other Russian cities. During the summer of 1922, he left Vitebsk with a group of students 
for Petrograd, where he headed the INKhUK and created his first Arkhitektons.

IOURI PEN (ALIAS YEHOUDA PEN)
1854, NOVOALEXANDROVSK (ZARASAI, LITUANIE) – 1937, VITEBSK
A painter who trained many artists of the avant-garde, often with Jewish origins, including Marc Chagall, 
El Lissitzky and Ossip Zadkine. After studying at the Imperial Academy of Fine Arts in St Petersburg 
(1881-1886), Pen moved to Vitebsk, where he started his own establishment (1897-1918): the first art 
school in Belarus, whose academic education focused on Jewish culture. In June 1919, Chagall invited 
him to head the Painting and Drawing sections of the People’s Art School. Pen continued to teach 
privately after leaving the school in 1923.
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IVAN PUNI
1892, KUOKKALA (REPINO) – 1956, PARIS
Painter, graphic artist, stage designer and illustrator. In 1909, Puni studied under Ilya Repin, then 
in 1910-1911 at the Académie Julian in Paris. In 1913, he married the artist Kseniya Boguslavskaya. 
In Petrograd, he organised exhibitions (1915-1916), including the “Last Futurist Exhibition of Paintings 
0,10” (1915) and taught for a time (1918). In January 1919, he went to Vitebsk with his wife, where he 
headed the Agitprop section of the People’s Art School until May. He published the brochure Revolution 
in Art and led discussions on Futurism considered as proletarian art. He emigrated to Finland (late 1919), 
then lived in Berlin (1920) and Paris (1924-1956).

EFIM ROÏAK
1906, VITEBSK – 1987, MOSCOU
Painter, graphic artist, architect and designer. A tailor’s son discovered by Chagall, he studied at the 
People’s Art School in Vitebsk from 1919 to 1922. In 1921 he took part in the exhibitions staged by UNOVIS, 
having been a member since 1920. He followed Malevitch to Petrograd in 1922 and took part in the 
“First Russian Art Exhibition” at the Van Diemen Gallery in Berlin (1922), and the “Exhibition of Paintings 
of All Styles” in Petrograd (1923). He was also a member of the INKhUK (1924-1926). In 1927, he went 
to Moscow and worked at the Vesnin brothers’ architecture studio (1934-1941 and 1948-1954).  

ALEXANDRE ROMM 
1886, SAINT-PÉTERSBOURG – 1952, BAKHTCHISSARAÏ (CRIMÉE)
Romm studied at Elizaveta Nikolayevna Zvantseva’s art school in St Petersburg with Chagall, 
then in Paris and Italy. Arriving in Vitebsk in 1918, he taught drawing and art history at the People’s Art 
School, and took part in the debate on new art, the constitution of the Vitebsk Museum of Modern Art 
collection and the organisation of the “First State Exhibition of Moscow and Local Artists”, writing the 
introduction to its catalogue (1919). He became a major art historian and critic in the Soviet Union. 

OLGA ROZANOVA
1886, MELENKI (OBLAST DE VLADIMIR) – 1918, MOSCOU
Painter and book illustrator. After studying in Moscow and St Petersburg (1906-1911), she became an active 
member of the Youth Union group, for which she wrote articles on theory. She illustrated books by Aleksei 
Kruchonykh and Velimir Khlebnikov. In 1916 she joined the group Supremus and exhibited her work 
alongside Malevitch’s in 1917. She was much admired by Chagall, and eleven of her figurative works were 
shown at the “First State Exhibition of Moscow and Local Artists” in Vitebsk in December 1919 (she was 
the best-represented artist, with Yuri Pen). Fifteen of her paintings entered the museum founded by Chagall 
in Vitebsk, including two Suprematist compositions.

SERGUEÏ SENKINE
1894, POKROVSKOÏE-STRECHNEVO (OBLAST DE MOSCOU) – 1963, MOSCOU
Painter, graphic artist and designer. Senkin studied at the Moscow School of Painting, Sculpture and Architecture 
(1914-1915), then in 1918-1919 at the Second Free State Art Studios, under Malevitch’s aegis, where he met 
Gustav Klutsis. He took part in UNOVIS exhibitions, and founded its Moscow branch, with Klutsis. In 1921, 
he moved to Vitebsk. After 1923, he took part in LEF, a Constructivist avant-garde magazine, and produced 
photomontages and exhibition stage designs.

NIKOLAI SOUIETINE
1897, MIATLEVSKAÏA (OBLAST DE KALOUGA) – 1954, LÉNINGRAD (SAINT-PÉTERSBOURG)
Painter, graphic artist, designer. From 1919 to 1922 he studied under Puni and Malevitch at the People’s 
Art School in Vitebsk. A member of UNOVIS, he took part in the Vitebsk and Moscow exhibitions (1920-
1922). He also participated in the city’s decoration, including for 1 May 1920. A loyal pupil of Malevitch, 
he followed him to Petrograd in 1922 and worked at the State Porcelain Factory. In 1935, he designed 
Malevitch’s tombstone. As a member of the INKhUK (1923-1926), he created the Soviet pavilions 
for the Universal Exhibitions of Paris (1937) and New York (1939).
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WŁADYSŁAW STRZEMIN& SKI
1893, MINSK (BIÉLORUSSIE) – 1952, ŁÓD (POLOGNE)
Polish self-taught painter and theorist. In 1917, he worked at the Narkompros. From 1918 to 1919, he 
studied at the Free State Art Studios in Moscow, under the guidance of Malevitch. In 1919, he took part 
in the “First State Exhibition of Moscow and Local Artists” in Vitebsk, presenting a portrait. In 1919 and 
1920, with his wife Katarzyna Kobro, he started a branch of UNOVIS in Smolensk, which Malevitch visited 
on several occasions. In 1922, Strzemiski moved to Poland, where he published Unism in Painting in 1928. 
In 1931, he founded the Museum of Modern Art in Łód. 

ILIA TCHACHNIK
1902, LUDZA (LETTONIE) – 1929, LÉNINGRAD (SAINT-PÉTERSBOURG)
Painter and graphic artist. Chashnik studied with Pen in Vitebsk, then for a time in Moscow in 1919, 
where he met Malevitch, before returning to Vitebsk to join the People’s Art School. He was a student 
of Malevitch’s and joined UNOVIS in 1920, becoming a member of the group’s executive committee. 
The same year, he published the magazine Aero with Lazar Khidekel. He designed an orator’s rostrum 
for a square in Smolensk, on which Lissitzky based his Lenin’s Rostrum of 1924. In 1922, he followed 
Malevitch to Petrograd, where he collaborated on the Arkhitektons and worked, with Suyetin, 
at the State Porcelain Factory.

JÃNIS TILBERGS
1880, RIGA – 1972, ID.
Latvian painter, graphic artist and sculptor. He studied at the Imperial Academy of Arts in St Petersburg 
(1901-1908), before teaching at the Riga Art Academy from 1911 to 1915. After the October Revolution, 
Tilbergs became involved with the activities of the local section of the Narkompros. He returned to St 
Petersburg during the German occupation. He arrived in Vitebsk in 1918, headed the Sculpture section 
at the People’s Art School from January to the summer of 1919, and was in charge of urban propaganda. 
He went back to Riga in 1920. 

BORIS TSETLINE
[DATE AND PLACE OF BIRTH UNKNOWN] – 1920, VITEBSK
Painter and graphic artist. He studied Applied Arts at the People’s Art School in Vitebsk under Kseniya 
Boguslavskaya and El Lissitzky between 1919 and 1920. He featured in the two student exhibitions 
in Vitebsk of 1919 and 1920. A member of UNOVIS, he took part in the Vitebsk decorations for 1 May 1920: 
his sketches for tram designs and a project for a ration book were reproduced in the UNOVIS no. 1 
almanac (1920).

MIKHAÏL VEKSLER
1898, VITEBSK – 1976, LENINGRAD (ST PETERSBURG)
Painter and graphic artist. Before contributing to the decoration of Vitebsk for the first anniversary of 
the Revolution (1918), Veksler was a house painter. Invited by Chagall to study at the People’s Art School, 
he took classes with Pen and Chagall, then Malevich between 1919 and 1922. He featured in the “First 
State Exhibition of Moscow and Local Artists” (1919). A member of UNOVIS (1920), he went with the 
group to Petrograd in 1922. He spent the rest of his life designing posters and theatre and film sets.

DAVID YAKERSON
1896, VITEBSK – 1947, MOSCOW
Painter, graphic artist and sculptor. He studied under Yuri Pen, then between 1916 and 1918 at the Faculty 
of Architecture in Riga, transferred to Moscow at the time. There he exhibited his first sculptures, during 
the war. In Vitebsk, Yakerson took part in the celebrations of the first anniversary of the Revolution 
in November 1918. He taught sculpture at the People’s Art School from September 1919, designed 
monuments to Karl Liebknecht and Karl Marx (1920), and became a member of UNOVIS (1920-1921). 
He left Vitebsk in 1921 to study at the VKhUTEMAS in Moscow, and contributed to the exhibitions of the 
Russian Sculptors’ Society (1926-1931).
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LEV YUDINE
1903, VITEBSK – 1941, LENINGRAD AREA (ST PETERSBURG)
Illustrator and painter. He first studied sculpture under Tilbergs and Yakerson, then under Ermolayeva 
and Malevitch in Vitebsk (1919-1922). An active member of UNOVIS, he took part in the group’s exhibi-
tions, where he presented his Cubist compositions (1920-1922). Yudin kept a diary from 1921 to 1938: 
an important source of information on the teaching and personality of Malevitch, and the evolution 
of non-figurative art in the 1920s and 1930s. Yudin worked with Malevitch at the INKhUK from 1923. 
He was a member of the informal group of Pictorial Realism (1928-1934) and the Artists’ Union (1932).
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LIST OF WORKS EXHIBITED  

Celebrations in Vitebsk, 1918

Documentary film chronicle, black and white, silent, 

32 mm, 12 min

Belarus State Archives of cinematographic 

and photographic documents, Dzyarzhynsk

ANONYMOUS

Untitled,1920-1921

Watercolour, gouache and graphite on paper 

37.9 × 57.8 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

Untitled, 1920-1921

Watercolour, gouache and graphite on paper 

37.5 × 28.7 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki 

Untitled, 1920-1921

Gouache and graphite on paper, 37.49 × 57.7 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

Untitled, 1920-1921

Watercolour and graphite on paper, 37.5 × 57.6 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

ANONYMOUS (SCHOOL OF VITEBSK)

Composition, 1920-1921

Graphite on paper, 12.3 × 9.1 cm

National Tretyakov Gallery, Moscow

Composition, 1920-1921

Graphite on paper, 13 × 10.9 cm

National Tretyakov Gallery, Moscow

Composition, 1920-1921

Graphite on paper, 13?2 × 8,7 cm

National Tretyakov Gallery, Moscow

MARC CHAGALL
In the vicinity of Vitebsk, 1914

Study for the painting Over Vitebsk, 1915-1920

Watercolour and graphite on paper, 23 × 33.6 cm

National Tretyakov Gallery, Moscow

Over the City, 1914-1918

Oil on canvas, 139 × 197 cm

National Tretyakov Gallery, Moscow

Anywhere in the world, 1915-1919

Oil on card mounted on canvas, 61 × 47.3 cm

The Museum of Modern Art, Gunma (Japan)

Extended Loan from the Bureau of Public Utilities, 

Gunma Prefectural Government

A Over Vitebsk, 1915-1920, after a painting of 1914

Oil on canvas, 67 × 92.7 cm

The Museum of Modern Art, New York

Acquired through the Lillie P. Bliss Bequest (by exchange), 1949

Behind the village, 1916

Page from sketchbook; ink on paper, 31.1 × 22.3 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Sketch for Purim, 1916-1917

Ink and watercolour on paper, 46 × 62 cm

Private collection

The Painter to the Moon, 1916-1917

Gouache, watercolour and ink on paper, 32 × 30 cm

Private collection

Bella with a White Collar, 1917

Oil on canvas, 149 × 72 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Composition with Goat, 1917

Oil, ink, black graphite and gum arabic on heavyweight 

paper, 16.5 × 24 cm

Private collection

Double Portrait with Wineglass, 1917

Graphite on squared-up paper, 35.3 × 20.1 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Study for «Double Portrait with Wineglass», 1917

Graphite and watercolour on the back of a printed 

document in Cyrillic, 27.8 × 15.6 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Homage to Gogol (drawing for a curtain [never produced] 

designed for the Gogol Festival, Hermitage Theatre, 

St Petersburg, 1919), dated 1917

Gouache, watercolour and graphite on paper- 39.4 × 50.2 cm

The Museum of Modern Art, New York

Acquired through the Lillie P. Bliss Bequest (by exchange), 1944
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Double Portrait with Wineglass, [1917-1918]

Oil on canvas, 235 × 137 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Donated by the artist in 1949

Self-portrait, 1918

Gouache on paper, 12.4 × 10.6 cm

Private collection

The Horseman Blowing a Horn, 1918

Watercolour, graphite and gouache on paper - 23 × 30 cm

Private collection

Chaga (one step forward), 1918

Graphite, ink, gouache and lace prints on paper, 47.6 × 34 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Onward, Onward without End, 1918

Study for the first anniversary of the October Revolution

Graphite and gouache on squared up paper

23.4 × 33.7 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

The Walking Man, [1918], dated 1914

Gouache on dark paper and black ink, 20 × 18 cm

Private collection

The Wedding, 1918

Oil on canvas, 102.5 × 120.7 cm

National Tretyakov Gallery, Moscow

Peace in the cottages – war in the castles, 1918

Sketch of a decorative panel for Vitebsk, for the first 

anniversary of the October Revolution

Watercolour and graphite on paper, 33.5 × 23.2 cm

National Tretyakov Gallery, Moscow

Profile at the Window, 1918

Graphite, gouache and ink on card, 22 × 16.8 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Visit with self-portrait, 1918

Ink and graphite on paper painted white - 60 × 50 cm

Private collection

Self-portrait with Easel, 1919

Gouache on paper, 18.5 × 22.5 cm

Private collection

The Embroidered Shirt, 1919

Page from sketchbook; coloured inks, lace print on paper, 

47.2 × 34 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Model of costume for the actor Solomon Mikhoels in «The 

Lie», 1919

Graphite, ink and watercolour on beige paper - 27 × 27 cm

Private collection

Model for the main set of «Mazeltov» by Sholem Aleikhem, 1919

Oil, gouache and graphite on paper glued on card 

mounted on Japanese paper, 47.5 × 63.5 cm

Private collection

Cubist landscape, 1919

Oil, tempera, graphite and plaster on canvas - 100 × 59 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Donated by Mrs Ida Chagall in 1984

The Walk, 1919-1920

New study for the 1917 theme, sketch for a banner 

and an engraving for My Life

Graphite and ink on squared up paper - 12.6 × 12.2 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

How will this crystalline clarity serve me? (The walking 

village) Illustration for Mourning by David Hofstein, 1920

Ink on vellum paper, 32.6 × 29 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Composition with Circles and Goat (Kamerny Jewish 

Theatre), 1920

Oil on card mounted on chipboard - 37 × 49.6 cm

Private collection

The Abduction, 1920

Page from sketchbook; ink and lace prints on grey paper, 

34 × 47.1 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Study for «Introduction to the Kamerny Jewish Theatre» 

(National Tretyakov Gallery, Moscow), 1920

Graphite, ink, gouache and watercolour on paper fixed 

to green paper, 17.3 × 49 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Study for a panel of the Kamerny Jewish Theatre: 

«Music» (National Tretyakov Gallery, Moscow), 1920 

Graphite, gouache and watercolour on squared-up paper, 

glued to paper, 24.7 × 13.5 cm -On the back, rough sketch in pencil

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Do you remember how this little fox dies? 1920

Attributed title: The man with a gun

Graphite and ink on paper, 36.2 × 24.1 cm
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Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

A Gentleman, 1920

Page from sketchbook; ink on paper, 46.9 × 32.4 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

The Old Man with Glasses, 1920

Gouache, 23.5 × 24 cm

Private collection

The Worker [1920-1921]

Costume model for the play Comrade Khlestakov 

by Dmitri Smolin, formerly linked with The Government 

Inspector by Nikolai Gogol

Graphite, ink and gouache on grey paper

35.8 × 26.6 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Figure with Two Hoops, 1920-1921

Gouache on paper, 32 × 22 cm

Private collection

The Little Train, 1920-1921

Set model for the play Comrade Khlestakov by Dmitri 

Smolin, formerly linked with The Government Inspector 

by Nikolai Gogol

Graphite, ink, gouache and watercolour on paper

 25.5 × 34.4 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

The Agents, 1921

Sketch for the set of The Agents by Sholem Aleikhem

Graphite, gouache and ink on paper

25.6 × 34.2 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Collage, 1921

Glued papers, graphite and ink on paper

34.2 × 27.9 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

Payment in kind in 1988

Movement, 1921

Page from sketchbook; ink on paper, 47 × 34 cm

Centre Pompidou, Musée National d’Art Moderne, Paris

DAVID CHTERENBERG
The Work Table, mid-1910s

Oil on card, 28 × 35.5 cm

Vitebsk Regional Museum of Local History

MSTISLAV DOBOUJINSKI
Vitebsk, 1919

Ink and watercolour on paper, 47.5 x 57.7 cm

State Russian Museum, St Petersburg

VERA ERMOLAEVA
Sketch for festive decorations in Vitebsk. Suprematist 

construction, 1920

Graphite, gouache, ink on paper, 13.5 x 20.7 cm

State Russian Museum, St Petersburg

Sketch for festive decorations in Vitebsk. Suprematist 

construction, 1920

Graphite and gouache on paper, 20.7 x 11 cm

State Russian Museum, St Petersburg

Sketch for festive decorations in Vitebsk. Suprematist 

construction, 1920

Graphite and gouache on paper, 20.8 x 11.1 cm

State Russian Museum, St Petersburg

Sketch for festive decorations in Vitebsk. Suprematist 

construction, 1920

Graphite and gouache on paper, 27.4 x 16.7 cm

State Russian Museum, St Petersburg

Sketch for festive decorations in Vitebsk. Suprematist 

construction, 1920

Graphite and gouache on paper, 20.5 x 11.4 cm

State Russian Museum, St Petersburg

Sketch for festive decorations in Vitebsk. Suprematist 

construction, 1920

Graphite and gouache on paper, 17.4 x 11.4 cm

State Russian Museum, St Petersburg

Sketch for the set of the opera «Victory over the Sun», 1920

Linocut and gouache on card, 14 × 8.2 cm

National Tretyakov Gallery, Moscow

Sketch for the set of the opera «Victory over the Sun», 1920

Linocut and gouache on card, 17 × 20.5 cm

National Tretyakov Gallery, Moscow

Sketch for the set of the opera «Victory over the Sun», 1920

Ink on paper, 13.8 × 11.5 cm

National Tretyakov Gallery, Moscow

ROBERT FALK

Vitebsk, 1921

Oil on canvas, 87 × 98.8 cm

Pushkin State Museum of Fine Arts

Donated by Sviatoslav Richter, 2000
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GUERMAN FEDOROV
Still Life with Samovar, 1917

Oil on canvas, 83.8 × 75.6 cm

Republic of Belarus Ministry of Culture, Republic of 

Belarus National Art Museum, Minsk

NATALIA GONTCHAROVA
Wrestlers, 1909-1910

Oil on canvas, 118.5 × 103.5 cm

Centre Pompidou, musée national d’art moderne, Paris

Donated by the Soviet State, 1988

DAVID IAKERSON

Cubo-futurist figure (model for a monument), 1920 

Painted plaster, 37.5 × 16.5 × 22.6 cm

Vladimir Tsarenkov collection, London

Sketch for the composition «Construction of the Palace 

of Labour», 1918

Pen, watercolour and crayon on paper, 26 × 36 cm

Vitebsk Regional Museum of Local History

Sketch for the composition «Panel with figure of workman», 

1918

Paper, watercolour, ink, 47 × 34 cm

Vitebsk Regional Museum of Local History

Soldiers of the Red Guard, 1918

Paper, watercolour, ink, 58 x 42 cm

Vitebsk Regional Museum of Local History

Suprematist composition, 1920

Paper, graphite and ink, 35.7 × 22.5 cm

Vitebsk Regional Museum of Local History

Suprematist composition, 1920

Watercolour, gouache, ink and graphite on paper

23 × 17.5 cm

Vitebsk Regional Museum of Local History

Suprematist composition (walking robot), 1920

Paper, pencil and ink, 34.5 × 22 cm

Vitebsk Regional Museum of Local History

Suprematist study, 1920

Watercolour and ink on paper, 27.8 × 22 cm

Vitebsk Regional Museum of Local History

Suprematist study, 1920

Watercolour and ink on paper, 27.7 × 22 cm

Vitebsk Regional Museum of Local History

Suprematist study, 1920

Watercolour and ink on paper, 27.8 × 22 cm

Vitebsk Regional Museum of Local History

GUERMAN FEDOROV
Still Life with Samovar, 1917

Oil on canvas, 83.8 × 75.6 cm

Republic of Belarus Ministry of Culture, Republic of 

Belarus National Art Museum, Minsk

NATALIA GONTCHAROVA
Wrestlers, 1909-1910

Oil on canvas, 118.5 × 103.5 cm

Centre Pompidou, musée national d’art moderne, Paris

Donated by the Soviet State, 1988

Suprematist study, 1920

Watercolour and ink on paper, 33.7 × 22 cm

Vitebsk Regional Museum of Local History

Suprematist study, 1920

Watercolour and ink on paper, 34 × 22 cm

Vitebsk Regional Museum of Local History

Suprematist study, 1920

Watercolour and ink on paper, 33.6 × 22 cm

Vitebsk Regional Museum of Local History

Suprematist study, 1920

Watercolour and ink on paper, 32.3 × 22 cm

Vitebsk Regional Museum of Local History

Suprematist study, 1920

Watercolour and ink on paper, 33.6 × 22 cm

Vitebsk Regional Museum of Local History

Suprematist study, 1920

Watercolour and ink on paper, 33.8 × 22 cm

Vitebsk Regional Museum of Local History

Model for the monument to Karl Liebknecht, 1920

Plaster, 51 × 24 × 29 cm

Vladimir Tsarenkov collection, London

LEV IOUDINE

Composition, 1920

Graphite on paper, 21.9 × 9.6 cm

National Tretyakov Gallery, Moscow

Cubism, early 1920s

Oil on canvas, 120 × 85 cm

[On the back of Konstantin Rozhdestvensky’s Dawn, 

early 1930s]

Oil on canvas, 85 × 120 cm

National Tretyakov Gallery, Moscow

Composition, 1920-1921

Graphite, gouache and ink on paper

21.1 × 12.8 cm

National Tretyakov Gallery, Moscow
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Composition (Old Man), 1920-1921

Graphite on paper, 21.1 × 15 cm

National Tretyakov Gallery, Moscow

Composition, 1920-1921

Graphite and gouache on paper, 9.8 × 7.2 cm

National Tretyakov Gallery, Moscow

Composition, 1920-1921

Graphite and gouache on paper, 11 × 8.3 cm

National Tretyakov Gallery, Moscow

Composition, 1920-1921

Graphite and gouache on paper, 11 × 8.3 cm

National Tretyakov Gallery, Moscow

Composition, 1920-1921

Graphite on paper, 17 × 12.8 cm

National Tretyakov Gallery, Moscow

Composition. A Head, 1921

Graphite on paper, 18.5 × 11 cm

National Tretyakov Gallery, Moscow

ANNA KAGAN

Composition, 1920-1921

Graphite on paper, 10.9 × 5 cm

National Tretyakov Gallery, Moscow

Composition, 1920-1921

Graphite on paper, 12 × 4.7 cm

National Tretyakov Gallery, Moscow

Composition (sketch), 1920-1921

Graphite on paper, two drawings, 10 x 6 cm each

National Tretyakov Gallery, Moscow

VASSILY KANDINSKY

Moscow. Zubovsky Square, c. 1916

Oil on canvas mounted on card, 34.4 × 37.7 cm

National Tretyakov Gallery, Moscow

Moscow. Red Square, 1916

Oil on canvas, 51.5 × 49.5 cm

National Tretyakov Gallery, Moscow

Donated by G. Kostakis in 1977

LAZAR KHIDEKEL
Backyard in Vitebsk, 1919

Gouache on card, 17.8 × 24.2 cm

Lazar Khidekel Family Archives and Art Collection

Design for a cosmic dwelling, 1920

Ink, watercolour and graphite on paper

12.2 × 9.6 cm

Lazar Khidekel Family Archives and Art Collection

Kinetic elements of Suprematism: circular movement, 1920

Ink and graphite on paper, 16.5 × 16.5 cm

Lazar Khidekel Family Archives and Art Collection

Intersecting lines, 1920

Ink on paper, 16 × 12 cm

Lazar Khidekel Family Archives and Art Collection

Street in Vitebsk, 1920

Dry brush on card, 21.8 × 15.1 cm

Lazar Khidekel Family Archives and Art Collection

Linear Suprematism, 1920

Ink on paper, 22 × 14.3 cm

Lazar Khidekel Family Archives and Art Collection

Roofs of Vitebsk, 1920

Dry brush on card, 21.8 × 15.1 cm

Lazar Khidekel Family Archives and Art Collection

Suprematist composition with blue square, 1921

Ink, watercolour and graphite on paper

18.4 × 18.4 cm

Lazar Khidekel Family Archives and Art Collection

Dynamic equilibrium, 1921

Ink, watercolour and graphite on paper -16.5 × 21.5 cm

Lazar Khidekel Family Archives and Art Collection

Suprematist space, 1921

Ink and silver on paper, 15.4 × 20 cm

Lazar Khidekel Family Archives and Art Collection

Volumetric exploration of the cross: Suprematist axonometric 

drawing, 1921

Graphite on paper, 20.5 × 12.6 cm

Lazar Khidekel Family Archives and Art Collection

Design for a horizontal Suprematist Arkhitekton: axonometric 

drawing, 1922

Graphite on paper, 12.9 × 8.5 cm

Lazar Khidekel Family Archives and Art Collection

UNOVIS stamp, 1924

Ink on paper, 3 × 2 cm

Lazar Khidekel Family Archives and Art Collection

LAZAR KHIDEKEL ET ILIA TCHACHNIK
Aero: Stat’i proekty [Aero: articles and drawings], 1920

Lithograph on paper, 25 × 42 cm

Lazar Khidekel Family Archives and Art Collection
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GUSTAV KLUCIS
Suprematism, 1920

Oil on canvas, 96 × 57 cm

National Tretyakov Gallery, Moscow

KATARZYNA KOBRO
Suspended construction (1), 1921 (1972)

Reconstruction: Bolesław Utkin, Janusz Zagrodzki

Epoxy resin, fibreglass, wood and metal

20 × 40 × 40 cm

Muzeum Sztuki, Łódz

IVAN KOUDRIACHOV
Suprematist composition, 1920

Sketch for decorative ceiling of the hall of the First Soviet 

Theatre in Orenburg (never produced)

Watercolour and graphite on paper - 29.4 × 39.2 cm

National Tretyakov Gallery, Moscow

Donated by G. Kostakis in 1977

Design for the First Soviet Theatre in Orenburg, 1920

Watercolour, gouache and graphite on paper

33 × 102.5 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

Design for the First Soviet Theatre in Orenburg, 1920

Graphite, watercolour, ink and wood on paper

21.2 × 53.4 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

Design for the First Soviet Theatre in Orenburg, 1920

Graphite, watercolour, ink and wood on paper

13.3 × 39.1 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

Suprematism. General plan of the interior design of the First 

Soviet Theatre in Orenburg. 

Composition for the auditorium, 1920

Variant/replica of the homonymous graphic study (1920)

Mixed media on canvas, 101.50 × 88 cm

National Tretyakov Gallery, Moscow

Donated by G. Kostakis in 1977

MIKHAÏL KOUNIN
The Art of the Commune, 1919

Oil on canvas, 71 × 90 cm

Republic of Belarus Ministry of Culture, 

Republic of Belarus National Art Museum, Minsk

MIKHAÏL LARIONOV
Venus, 1912

Oil on canvas, 83 x 100 cm

State Russian Museum, St Petersburg

EL LISSITZKY

Folder folded back and front for Khad-Gadye (Had Gadya) 

Kultur-Lige, 1919

Zincography, 27.4 × 69 cm (open)

Maison de la Culture Yiddish – Bibliothèque Medem, Paris

Had Gadya, 1919

Coloured engraving on zinc, on paper; 11 prints 26.5 × 24 cm

Musée d’Art et d’Histoire du Judaïsme, Paris

Proun 1C, 1919

Oil on panel, 68 × 68 cm

Museo Thyssen-Bornemisza, Madrid

Proun P23, no. 6, 1919

Tempera on canvas, 62.9 × 77.5 cm

Van Abbemuseum collection, Eindhoven

Proun 1D, c. 1919

Oil on canvas on panel, 71.6 × 96.1 cm 

Kunstmuseum Basel, Basel

Schenkung aus der Sammlung Oskar 

und Annie Müller-Widmann 1965

Beat the Whites with the Red Wedge, 1919-1920 (1966)

Offset print on paper, 48.8 × 69.2 cm

Van Abbemuseum collection, Eindhoven

Slide (beginning), 1919-1920

Graphite and gouache on laid watermarked paper

9 × 22.6 cm

Centre Pompidou, musée national d’art moderne, Paris

Purchased in 1978

Propaganda panel in Vitebsk (The factory workbenches 

await you), 1919-1920

Period silver gelatin print - 18.1 × 13.02 cm

Richard and Ellen Sandor Family Collection

Sketch of interior design for the Communication House in 

Vitebsk. «Remember the proletarians of communication, in 

1905», 1919-1920

Indian ink, gouache, graphite and watercolour on paper, 

14.6 × 23 cm

National Tretyakov Gallery, Moscow

Untitled, c. 1919-1920

Oil on canvas, 79.6 × 49.6 cm

Peggy Guggenheim Collection, Venice – Solomon R. 

Guggenheim Foundation, New York
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Drawing for Proun 68, 1919-1921

Watercolour, gouache and graphite on paper

34.6 × 44.4 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

Proun 1C, 1919-1921

Lithograph on paper, 23.9 × 24 cm

Van Abbemuseum collection, Eindhoven

Proun 1D, 1919-1921

Lithograph on paper, 35.5 × 40.8 cm

Van Abbemuseum collection, Eindhoven

Proun 1E. The City, 1919-1921

Lithograph on paper – 23.3 × 28.3 cm

Van Abbemuseum collection, Eindhoven

Proun 3A, 1919-1921

Lithograph on paper, 28.5 × 27.2 cm

Van Abbemuseum collection, Eindhoven

Proun 6B, 1919-1921

Lithograph on paper, 30.4 × 27.7 cm

Van Abbemuseum collection, Eindhoven

Proun 10, 1919-1921

Watercolour, gouache and graphite on paper

27.9 × 23.1 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

Proun, c. 1919-1923

Graphite, gouache and ink on paper, 49 × 68 cm

Van Abbemuseum collection, Eindhoven

Proun 2 (Construction), 1920

Oil, paper and metal on panel, 59.5 × 39.8 cm

Philadelphia Museum of Art

A.E. Gallatin Collection, 1952

Proun 6, c. 1920

Oil on canvas, 81 × 59 cm

Kulturstiftung Sachsen-Anhalt. Kunstmuseum 

Moritzburg Halle (Saale, Germany)

Lenin’s Rostrum, sketch, 1924

Gouache and ink 

Photomontage on card - 63.3 × 48 cm

National Tretyakov Gallery, Moscow

Proun 23N (B 111), c. 1920-1921

Tempera, graphite, distemper, collage and wood

59 × 45.7 × 2.4 cm

Wilhelm-Hack-Museum, Ludwigshafen (Germany)

Sketch for Proun 23N, c. 1920-1923

Graphite, chalk and watercolour on paper

69.2 × 50 cm

Van Abbemuseum collection, Eindhoven

Proun 1, 1921

Lithograph on paper, 34.5 x 26.5 cm 

Van Abbemuseum collection, Eindhoven

Proun, c. 1921-1923

Gouache and charcoal on paper, 46.7 × 39.5 cm

Van Abbemuseum collection, Eindhoven

The Two Squares. Suprematist history in six constructions, 

Berlin, 1922

Print on paper, 28 × 22 cm

Van Abbemuseum collection, Eindhoven

Proun, c. 1922-1923

Gouache and graphite on paper, 52 × 50 cm

Van Abbemuseum collection, Eindhoven

Proun-Space (lithograph of the portfolio of lz Kestnergesell-

schaft), 1923

Lithograph on paper, 61.3 × 77.4 cm

Van Abbemuseum collection, Eindhoven

Album of figurines for the opera «Victory over the Sun», 

1923 (selection of 6 out of 10) 

Lithograph and print on paper, 53 × 45.5 cm

Van Abbemuseum collection, Eindhoven

Proun, c. 1923

Gouache, graphite, coloured pencil, collage, 

54.8 × 32.4 cm

Kulturstiftung Sachsen-Anhalt. 

Kunstmuseum Moritzburg Halle (Saale, Germany)

Proun 55, 1923

Oil on canvas, 58 × 47.5 cm

Kulturstiftung Sachsen-Anhalt

Kunstmuseum Moritzburg Halle (Saale, Germany)

Prounenraum (Proun-Space), 1923 (1971)

Reconstruction: Jean Leering

Painted wood 

320 × 364 × 364 cm

Van Abbemuseum collection, Eindhoven

Lenin’s Rostrum, 1979

Reconstruction of Lenin’s Rostrum by the workshops of 

the Centre de Création Industrielle, based on a sketch by 

Lissitzky (1920-1924), for the exhibition «Paris-Moscow 

1900-1930», Centre Pompidou, 31 May - 5 November 1979

Centre Pompidou, musée national d’art moderne, Paris
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EVGENIA MAGARIL
Composition, 1919-1920

Oil and tempera on paper, 35.3 × 22.1 cm

National Tretyakov Gallery, Moscow

Donated by G. Kostakis in 1977

KAZIMIR MALEVITCH
Suprematism (Supremus no. 58), 1916

Oil on canvas, 79.5 x 70.5 cm

State Russian Museum, St Petersburg

Suprematism of the mind, 1919

Oil on panel, 55.6 × 38.7 cm

Stedelijk Museum Collection, Amsterdam

On loan from the Cultural Heritage Agency of the 

Netherlands and Stichting Khardzhiev

Composition 4 (Supremacy of the mind), 1919

Graphite on paper, 10.3 × 7 cm

Stedelijk Museum Collection, Amsterdam

On loan from the Stichting Khardzhiev

New systems in art, copy given to El Lissitzky, signed 15 July 

1919

Nemchinovka, published in December 1919 in Vitebsk 

Linocut, with comments and drawings, 32 pages, 

24.4 × 20.7 cm

Vladimir Tsarenkov collection, London

Suprematist Composition, c. 1919-1920

Oil on canvas, 80.3 × 80.3 cm

Private collection

Composition 5 (Supremacy of the mind), 1920

Graphite on paper, 8.6 × 6.8 cm

Stedelijk Museum Collection, Amsterdam

On loan from the Stichting Khardzhiev

Cosmic architectural composition, 1920

Charcoal on paper, 52.5 × 34.5 cm

Stedelijk Museum Collection, Amsterdam

Ownership recognised by agreement with the estate of 

Kazimir Malevitch in 2008

Composition with two rectangles, 1920

Sketch for a lithograph

Graphite on squared notebook paper - 10.5 × 7.7 cm

National Tretyakov Gallery, Moscow

Donated by Nina Suyetin in 2003

Sketch for the cover of Nikolai Punin, 

«Tsikl lektsiï N.N. Punina» [Cycle after talks by N. Punin], 1920

Gouache, black ink and graphite on card

22.5 × 14.3 cm

Stedelijk Museum Collection, Amsterdam

On loan from the Stichting Khardzhiev

Suprematism, 1920

Sketch for lithograph

Graphite on paper, 18.5 × 11.8 cm

National Tretyakov Gallery, Moscow

Donated by Nina Suyetin in 2003

Dynamic Suprematism, 1920

Sketch for a lithograph 

Graphite on browny-yellow paper, 18.2 × 11.5 cm

National Tretyakov Gallery, Moscow

Donated by Nina Suyetin in 2003

Suprematism. 34 Drawings, 1920

Woodcut and lithograph on paper, 21.9 × 18.2 cm

Stedelijk Museum Collection, Amsterdam

Dynamic Suprematism 

Aeroplane in flight, 1920

Lithograph on paper for the eponymous painting

11.9 × 9.9 cm

National Tretyakov Gallery, Moscow

Mystical Suprematism (Red cross on black circle), 1920-1922

Oil on canvas, 72.5 × 51 cm

Stedelijk Museum Collection, Amsterdam

Ownership recognised by agreement with the estate 

of Kazimir Malevitch in 2008

Arkhitekton: Alpha, 1923

Reconstruction: Poul Pedersen, 1978 Assemblage of an 

original component and 99 reconstructed components; 

plaster and glass, 33 × 37 × 84.5 cm

Centre Pompidou, musée national d’art moderne, Paris

Anonymous donation in 1978

Arkhitekton: Gota, 1923

Reconstruction: Poul Pedersen, 1978

Assemblage of 187 original components and 56 reconstructed 

components; plaster, 85.2 × 48 × 58 cm

Centre Pompidou, Musée national d’art moderne, Paris

Anonymous donation in 1978

«Dynamic Composition» plate, 1923 

State porcelain factory (formerly imperial factory), 

Petrograd

Pattern design: Kazimir Malevitch; painting: A. Kudiravtsev

Polychrome porcelain and enamel paint, diameter: 23.7 cm

Vladimir Tsarenkov collection, London

Teapot with lid, 1923

State porcelain factory (formerly imperial factory), 

Petrograd

Porcelain - 16 × 22.2 × 8.8 cm

Vladimir Tsarenkov collection, London

Future Planets (houses) for the Earthlings (the people), 

1923-1924
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Graphite on paper, 39 × 29.5 cm

Stedelijk Museum Collection, Amsterdam

Ownership recognised by agreement with the estate 

of Kazimir Malevitch in 2008

Arkhitekton: Gota 2-a, 1923-1927

Reconstruction: Poul Pedersen, 1978

Assemblage of the 80 original components and 35 

reconstructed components; plaster, 57 × 26 × 36 cm

Centre Pompidou, musée national d’art moderne, Paris

Anonymous donation in 1978

Arkhitekton: Zeta, [1923-1927]

Reconstruction: Poul Pedersen, 1978

Assemblage of the 61 original components and 53 

reconstructed components; plaster, 79.4 × 56.7 × 71.4 cm

Centre Pompidou, musée national d’art moderne, Paris

Anonymous donation in 1978

Arkhitekton: Beta, before 1926

Reconstruction: Poul Pedersen, 1978

Assemblage of the 29 original components and 40 

reconstructed components; plaster, 27.3 × 59.5 × 99.3 cm

Centre Pompidou, musée national d’art moderne, Paris

Anonymous donation in 1978

Arkhitekton: Zeta, 1926

Silver gelatin print, 17.1 × 11.4 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

«Suprematism» cup, 1926

State porcelain factory (formerly imperial factory), 

Leningrad

Porcelain and enamel paint, height: 7.4 cm

Vladimir Tsarenkov collection, London

Arkhitektons and figurines, late 1920s

Plaster; 28 pieces

Vladimir Tsarenkov collection, London

KAZIMIR MALEVITCH AND EL LISSITZKY
Suprematism, 1919

Sketch for interior design of the meeting room of the 

Vitebsk Committee to Combat Unemployment 

Gouache, watercolour, graphite and ink on paper, 49 × 62.5 cm

National Tretyakov Gallery, Moscow

OUNOVIS
UNOVIS almanac no.  1», 1920

Ink, watercolour and gouache on paper

Facsimile, 35.5 × 25.5 cm

Bibliothèque Kandinsky, Centre Pompidou, Paris

IURI PEN
Portrait of Marc Chagall, [1914]

Oil on canvas, 54 × 51 cm

Republic of Belarus Ministry of Culture, Republic 

of Belarus National Art Museum, Minsk

Self-portrait, 1922

Oil on canvas, 98 x 66 cm

Republic of Belarus Ministry of Culture, Republic of 

Belarus National Art Museum, Minsk

IVAN POUNI
Revolutionary art no. 1, 24 April 1919

Brochure, 34 × 22 cm

Van Abbemuseum collection, Eindhoven

Sketch for a self-portrait, 1919

Graphite on paper, 32 x 29 cm

State Russian Museum, St Petersburg

Railway Bridge, 1919

Ink and coloured pencil on paper, 32.4 × 22.7 cm

Stedelijk Museum collection, Amsterdam

The Red Violin, 1919

Paste paper on paper mounted on canvas

115 × 146 cm

Centre Pompidou, musée national d’art moderne, Paris

Donated by Ms Kseniya Pugny in 1966

Vitebsk, 1919

Black and blue pencil, ink on paper glued to paper

35.5 x 22.5 cm

Centre Pompidou, musée national d’art moderne, Paris

Vitebsk: Small House, 1919

Ink and coloured pencil on paper, 30.9 × 21.6 cm

Stedelijk Museum Collection, Amsterdam

Railway Carriage, [1919]

Graphite ink and coloured pencil on paper glued to card, 

32.5 × 21 cm

Centre Pompidou, musée national d’art moderne, Paris

EFIM ROÏAK

Composition, 1920-1921

Graphite on paper, 11 × 7.9 cm

National Tretyakov Gallery, Moscow

ALEKSANDR ROMM
Woman Shopkeeper, 1918

Paper, graphite, 6 × 6 cm

Vitebsk Regional Museum of Local History



40

At the Station, c. 1920

Paper, graphite, 8 × 14 cm

Vitebsk Regional Museum of Local History

OLGA ROZANOVA
Still Life with Tomatoes, early 1910s

Oil on canvas, 70.2 x 88.8 cm

State Russian Museum, St Petersburg

Non-objective composition, c. 1916

Oil on canvas, 78.5 x 58 cm

State Russian Museum, St Petersburg

SERGUEÏ SENKINE
Construction of three UNOVIS forms, 1919

Oil on wood panel, 50.1 × 41.7 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

NIKOLAÏ SUYETIN
Composition, 1920

Oil on canvas, 45 × 32.5 cm

Museum Ludwig, Cologne

Ludwig donation

Sketch of sign. Wraehouse no.  1 Epo [food cooperatives], 1920

Gouache on paper, 7.5 × 27.3 cm

State Russian Museum, St Petersburg

Vitebsk. Carriage with the UNOVIS sign, 1920

Gouache, watercolour and ink on paper, 18.5 × 34.5 cm

State Russian Museum, St Petersburg

Drawing for a wall decoration, 1920

Coloured ink and watercolour on paper, 20.3 × 18.2 cm

State Russian Museum, St Petersburg

The Speaker’s rostrum in Konnaya Street, 1920

Gouache, whitewash on grey paper, 25 × 30.2 cm

State Russian Museum, St Petersburg

Black square, early 1920s

Oil on plywood, 39.6 × 39.6 cm

National Tretyakov Gallery, Moscow

Composition with yellow line, early 1920s

Oil on plywood, 39.8 × 39.5 cm

National Tretyakov Gallery, Moscow

Long live the Revolution! Sketch for the decoration of a 

tramway in Vitesbk

Watercolour and graphite on paper, 14 × 16.8 cm

Vladimir Tsarenkov collection, London

Sketch for decorating the Vitebsk tramway: «Long live the 

Revolution», 1921

Colour ink on paper, 43 × 62.3 cm

State Russian Museum, St Petersburg

Vitebsk. Sketches for shop signs, 1921

Colour ink on paper, 28.8 × 49.7 cm

State Russian Museum, St Petersburg

Vitebsk. Sketch for the UNOVIS platform, 1921

Gouache on grey paper, 17 × 15.4 cm

State Russian Museum, St Petersburg

WŁADYSŁAW STRZEMIN& SKI
Industry tools and products, 1919-1920

Oil-based painting, gypsum granules, wood, cork, metal 

and varnish on panel, 44.5 × 33 cm

State Russian Museum, St Petersburg

«What have you done for the front?», 1920

Poster for the Russian Telegraphic Agency of Smolensk

Print on brown paper, 25.2 × 45.4 cm

National Tretyakov Gallery, Moscow

Donated by G. Kostakis in 1977

LIA TCHACHNIK
Sketch for rostrum for the Red Square of Smolensk, 1920

Gouache and graphite on grey paper, 32.9 × 37.9 cm

National Tretyakov Gallery, Moscow

Sketch for rostrum for the Red Square of Smolensk, 1920

Gouache, graphite and ink on grey paper

48.7 × 37.7 cm

National Tretyakov Gallery, Moscow

Suprematist composition, drawing of a pictorial relief, c. 1921

Pen and ink, graphite and watercolour on paper 

15.2 × 15.2 cm

Vladimir Tsarenkov collection, London

Composition, 1922-1923

Sketch of relief 

Watercolour and graphite on paper, 20.3 × 10.8 cm

National Tretyakov Gallery, Moscow

Composition, 1922-1923

Graphite, watercolour and ink on paper, 21.8 × 7.2 cm

National Tretyakov Gallery, Moscow

Suprematist composition, 1923

Oil on canvas, 183.5 × 112 cm

Museo Thyssen-Bornemisza, Madrid

ALEKSANDR TSETLINE
Ration card for the commune of Vitsvomas, 1920

Black and red ink, graphite on paper, 17.6 × 18.8 cm

National Tretyakov Gallery, Moscow
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MIKHAÏL VEKSLER
Composition, 1921-1922

Oil on canvas, 53.5 × 74 cm

Museum Ludwig, Cologne. Ludwig Collection 

DOCUMENTS 
View of Vitebsk, late 19th/early 20th century

Postcard, 8.3 × 13.7 cm

Marc and Ida Chagall Archives, Paris

View of Vitebsk, late 19th/early 20th century

Postcard, 8.9 × 13.7 cm

Marc and Ida Chagall Archives, Paris

View of Vitebsk, late 19th/early 20th century

Postcard, 15 × 10 cm

Marc and Ida Chagall Archives, Paris

ROBERT VANT’HOFF
De Stijl, no.  6, April-November 1918, 19 × 25 cm

Bibliothèque Kandinsky, Centre Pompidou, Paris 

Fonds Destribats. National treasure acquired through the 

patronage of the Lagardère group, 2005. 

Marc Chagall and his students at the People’s Art School, 

Vitebsk, first half of 1919

Standing from right to left: M. Veksler, I. Tsiperson

Sitting from left to right: L. Khidekel, M. Chagall, 

M. Kunin, I. Chashnik, Kh. Zeldin

Seated on the ground: I. Zevin

Silver gelatin print, 10.9 x 16.9 cm

Marc and Ida Chagall Archives, Paris

El Lissitzky in his studio, Vitebsk, 1919

Silver gelatin print, 16.6 × 10.6 cm

Stedelijk Museum Collection, Amsterdam

On loan from the Stichting Khadzhiev

Members of the Committee of the People’s Art School, 

Vitebsk, summer 1919

From left to right: El Lissitzky, V. Ermolayeva, M. Chagall, 

I. Pen, A. Romm

Silver gelatin print, 12 × 16.2 cm

Marc and Ida Chagall Archives, Paris

View of the first exhibition of the Vitebsk People’s Art 

School, summer 1919

Silver gelatin print, 15.7 × 11.5 cm

Marc and Ida Chagall Archives, Paris

Members of the Artistic Committee of the People’s Art 

School, Vitebsk, winter 1919

Sitting, from left to right: I. Pen, M. Chagall, V. Ermolaye-

va, K. Malevitch

Silver gelatin print, 11.2 x 16.9

Marc and Ida Chagall Archives, Paris

Teachers, students and employees of the People’s Art 

School, Vitebsk, winter 1919 - 1920

Marc and Ida Chagall Archives, Paris

Marc Chagall in front of the entrance to the People’s Art 

School, Vitebsk, c. 1919

Silver gelatin print, 15.8 × 11.4 cm

Marc and Ida Chagall Archives, Paris

Poster announcing Malevitch’s talk in Orenburg, [1920]

Lithograph on paper, 44 × 37.5 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

UNOVIS questionnaire, 1920

31 × 21 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

My Khotim [We want], the UNOVIS manifesto, 1920

45.5 × 36.8 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

The UNOVIS collective, Vitebsk, February 1920

Second row, sitting, from left to right: A. Rivinson, 

[unidentified person], K. Malevitch, V. Ermolayeva, I. 

Gavris, N. Kogan, L. Lissitzky, G. Noskov, I. Zuperman

Standing, from left to right: B. Tsetlin, Y. Magaril, 

L. Yudin, A. Girutskaya

Silver gelatin print, 11.2 × 16.5 cm

Marc and Ida Chagall Archives, Paris

KAZIMIR MALEVITCH
Handwritten letter to Marc Chagall, 8 April 1920

22.7 × 9.9 cm

Marc and Ida Chagall Archives, Paris

David Yakerson posing in front of the monument 

he created in memory of Karl Liebknecht, inaugurated 

in Vitebsk on 23 May 1920

Archive photograph 

Private collection

El Lissitzky and Kazimir Malevitch, summer 1920

Archive photograph

Private collection

Kazimir Malevitch and the members of UNOVIS leaving 

for Moscow to take part in the “First Russian Conference 

of Art Teachers and Students”, Vitebsk railway station, 

5 June 1920

Lazar Khidekel Family Archives and Art Collection
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LAZAR KHIDEKEL
List of UNOVIS members, 1920

Manuscript, 29 × 11.5 cm

Lazar Khidekel Family Archives and Art Collection

Members of UNOVIS, 1920

Standing, from left to right: I. Chervinka, K. Malevitch, 

Y. Royak, A. Kagan, N. Suyetin, L. Yudin, Y. Magaril Sitting, 

from left to right: M. Veksler, V. Ermolayeva, I. Chashnik, 

L. Khidekel

Silver gelatin print, 17.8 × 23.5 cm

Lazar Khidekel Family Archives and Art Collection

KAZIMIR MALEVITCH
Cover of Nikolai Punin, Tsikl lektsiï N.N. Pounina 

[Cycle of talks by N. Punin], 1920

Coloured lithograph on paper, 21.4 × 14 cm

Bibliothèque Kandinsky, Centre Pompidou, Paris

From Cézanne to Suprematism: critical essay, 1920

17.4 x 11 cm

Bibliothèque Kandinsky, Centre Pompidou, Paris

EL LISSITSKY

Letter to the members of the Vitebsk UNOVIS, Moscow, 

late 1920

Manuscript, 21.4 × 16.4 cm

Lazar Khidekel Family Archives and Art Collection

LAZAR KHIDEKEL
Pout’ UNOVISsa no.  1 [UNOVIS path no.  1], 

Vitebsk, January 1921

Lithograph on paper, 6 pages, 35 × 22 cm

Lazar Khidekel Family Archives and Art Collection

UNOVIS: Speech to 10,000 young students who signed the 

appeal to the West, April 1921 

49 × 30.5 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

UNOVIS Creative Committee

Standing, from left to right: I. Chashnik, L. Khidekel, 

K. Malevitch, September 1921

Lazar Khidekel Family Archives and Art Collection

LEV IOUDINE
Journal, excerpts: 13 November 1921; 1 December 1921; 

14 December 1921; 12 February 1922

Facsimile

State Russian Museum, St Petersburg

KAZIMIR MALEVITCH
Letter to Ivan Kudriashov, 14 April 1921

Manuscript, 45.2 × 18.1 cm

State Museum of Contemporary Art – Kostakis Collection, 

Thessaloniki

KAZIMIR MALEVITCH
Poster for the talk «Ob iskousstvié, tserkvi, fabrikié, kak o 

triokh poutiakh outverjdaiouchtchikh boga» [On art, the 

church and the factory: the three ways of affirming God], 

Museum of Artistic Culture, Petrograd, 1922

Lithograph, 27.7 × 18.1 cm

tate Russian Museum, St Petersburg

Poster for the talk «Novoié dokazatiél’stvo v iskousstvié» 

[The new proof in art], Petrograd, 1922

Lithograph, 27.9 × 18.1 cm 

State Russian Museum, St Petersburg

Diploma of the Vitebsk Institute for the Practice of Artistic 

Studies awarded to Lazar Khidekel, 1922

Manuscript, 35 × 22 cm

Lazar Khidekel Family Archives and Art Collection

EL LISSITZKY
De Stijl, no.  V/6, during 1922

24.5 × 18 cm

Bibliothèque Kandinsky, Centre Pompidou, Paris

Fonds Destribats. National treasure acquired through 

the patronage of the Lagardère group, 2005

G : Material zur elementaren Gestaltung, n° 1, 1923

45,5 × 29,2 cm

Bibliothèque Kandinsky, Centre Pompidou, Paris

EL LISSITZKY ET HANS ARP
Die Kunstismen, 1925

Prouns from Lissitzky, p. 41-42

26 × 20,5 cm

Bibliothèque Kandinsky, Centre Pompidou, Paris

Donated by Nina Kandinsky, 1981

Kazimir Malévitch Malevitch performing «Architectones» 

at Ghinkhouk, Léningrad, 1925-1926

From left to right : N. Souiétine, K. Malévitch, I.Tchachnik, 

V. Vorobiev

Silver gelatin print

Vladimir Tsarenkov collection, London

KAZIMIR MALEVITCH
Praesens, n° 1, «Architectones» from Malevitch,

p. 28-29, 1926

31 × 23 cm

Bibliothèque Kandinsky, Centre Pompidou, Paris
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PARTNER

 

Supporting cultural actions, giving a broad range of people the chance to discover the excitement of art, nourishing 

curiosity and fostering open-mindedness: this is the driving force behind Enedis’ cultural sponsorship missions, 

as it asserts its conviction that a society can innovate and transform itself all the more if it is open to its creators. 

For several years now, Enedis (formerly ERDF), a leading patron of culture, has supported many major exhibitions 

in Paris and throughout France, particularly those celebrating the 40th anniversary of the Centre Pompidou. Today, 

Enedis is proud to support the Centre Pompidou once again through the exhibition devoted to «Chagall, Lissitzky, 

Malevitch. The Russian avant-garde in Vitebsk ,1918-1922». 

This renewed commitment to the Centre Pompidou is part of its long-term approach for sponsoring art and culture. 

Through its actions, Enedis aims to promote the discovery and knowledge of culture by a wider audience, and to 

reassert its support for culture as a public service. By consolidating their relationship as public organisations, Enedis 

and the Centre Pompidou mutually interact to fulfil a public service mission while sharing the same values: innovation, 

creativity and an open door to as many people as possible. 

The societal and environmental initiatives carried out by Enedis in the performance of its activities are crucial for the 

company. ERDF has changed its name, but not its mission. With the name Enedis we are reasserting our commitment 

to the energy transition within the territories, as we extend our new generation public service mission and develop 

a new more innovative, collaborative, «connected» model. 

These social actions express the company’s vision of solidarity, the environment and culture: a service for everyone, 

everywhere.

Culture for everyone everywhere; electricity for everyone everywhere: this is the essential idea behind the public 

service provided by Enedis each day in all France’s territories.

Contacts 

Corinne GERARD- public relations managerPPu   Public relations and sponsorship manager

+33 (0) 7.62.50.35.30- corinne.gerard@enedis.fr

Géraldine FOUCHER – Press Attaché 
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VISUALS FOR THE PRESS 
The following artists are in the public domain: David Yakerson, El Lissitzy, Kazimir Malevitch,Vera Ermolayeva, Yuri Pen, 

Wassily Kandinsky and Olga Rozanova.

All or part of the works featured in this press kit are protected by copyright. 

Images copyrighted to ADAGP (www.adagp.fr) may be published on the following conditions:

For periodicals that have an agreement with ADAGP see the terms there provided. For other periodicals:
ì�7ZR�LPDJHV�QR�ODUJHU�WKDQ�D�TXDUWHU�SDJH�PD\�EH�UHSURGXFHG�IUHH�RI�FKDUJH�WR�LOOXVWUDWH�DQ�DUWLFOH
on a current event to which they are directly related;
ì�)RU�LPDJHV�LQ�H[FHVV�RI�WZR�RU�UHSURGXFWLRQ�LQ�D�ODUJHU�IRUPDW��UR\DOW\�PD\�EH�SD\DEOH�
ì�5HSURGXFWLRQ�RQ�WKH�FRYHU�RU�IURQW�SDJH�UHTXLUHV�SHUPLVVLRQ�IURP�WKH�3UHVV�'HSDUWPHQW�RI�WKH�$'$*3�
ì�$Q\�UHSURGXFWLRQ�ZLOO�EH�DFFRPSDQLHG�E\�D�FRS\ULJKW�QRWLFH�LQ�WKH�IRUP��DUWLVWåV�QDPH��WLWOH�DQG�GDWH�RI�WKH�ZRUN��
followed by “© Adagp, Paris 2018”, and this whatever may be the origin of the image or the person or institution that 
holds the work. These conditions also apply to web sites having the status of on-line newspapers or magazines, 
provided that images are used in a low resolution unsuitable for mechanical reproduction, such use being authorised
only for the duration of the exhibition.

For television reports 
ì�)RU�EURDGFDVWHUV�WKDW�KDYH�D�JHQHUDO�DJUHHPHQW�ZLWK�$'$*3�,PDJHV�PD\�EH�XVHG�IUHH�RI�FKDUJH�RQ�FRQGLWLRQ�WKDW�WKH�
obligatory copyright notices following appear as overlays or in the credits in the form: artist’s name, title and date of the 
work, followed by “© Adagp, Paris 2018”, whatever may be the origin of the image or the person or institution that holds 
the work, except in the case of any copyright-holders mentioned below, where more specific terms apply. The date of 
broadcast should be notified to the ADAGP by e-mail to audiovisuel@adagp.fr
ì�)RU�EURDGFDVWHUV�WKDW�KDYH�QR�JHQHUDO�DJUHHPHQW�ZLWK�WKH�$'$*3��,PDJHV�RI�QR�PRUH�WKDQ�WZR�ZRUNV�LOOXVWUDWLQJ�
a broadcast relating to a current event may be used free of charge. For any further images, royalty may be payable; 
a request for permission must be submitted in advance to the ADAGP at audiovisuel@adagp.fr.

David Iakerson
Sketch for composition
Panel with a figure of a workman, 1918
Paper, watercolour, ink, 47 × 34 cm
Vitebsk Regional Museum of Local History
© Adagp, Paris 2018 

Marc Chagall
Peace in the cottages – war in the palaces, 1918
Sketch for decorative panel in Vitebsk for the first 
anniversary of the October Revolution
Watercolour and graphite on paper, 33.5 × 23.2 cm
National Tretyakov Gallery, Moscow
© Adagp, Paris 2018 
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Marc Chagall
Over the City, 1914 – 1918
Oil on canvas, 139 × 197 cm 
National Tretyakov Gallery, Moscow
© Adagp, Paris 2018 

Marc Chagall
Double Portrait with Wineglass, 1917 – 1918
Oil on canvas - 235 x 137 cm
Collection Centre Pompidou, musée national d’art 
moderne
Photo: B. Prevost/Dist.RMN-CP
© Adagp, Paris 2018 

Marc Chagall
Cubist Landscape, 1919
Oil, tempera, graphite, plaster on canvas, 100 × 59 cm
Collection Centre Pompidou, musée national d’art 
moderne
Photo: Ph. Migeat/Dist. RMN/GP 
© Adagp, Paris 2018 

Marc Chagall
The Wedding, 1918
Oil on canvas - 102.5 x 120.7 cm
National Tretyakov Gallery, Moscow
© Adagp, Paris 2018 
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Robert Falk
Vitebsk, 1921 
Oil on canvas, 87 × 98.8 cm
Photo: © Pushkin State Museum of Fine Arts 
© Adagp, Paris 2018 

Marc Chagall
Anywhere away from the world, 1915-1919
Oil on card mounted on canvas, 61 × 47.3 cm
The Museum of Modern Art, Gunma (Japan)
© Adagp, Paris 2018 

El Lissitzky
Proun P23, no.  6, 1919 
Tempera on canvas, 62.9 × 77.5 cm
© Van Abbemuseum collection, Eindhoven, Netherlands
Photo: © Peter Cox, Eindhoven, Netherlands

Marc Chagall
Self-portrait with Easel, 1919, 1918 
Gouache on paper, 18.5 × 22.5 cm
Private collection
© Adagp, Paris 2018 

David Yakerson
Model for the monument to Karl Liebknecht, 1920
Plaster, 51 × 24 × 29 cm
Vladimir Tsarenkov collection, London; photo: © 
Vladimir Tsarenkov collection
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El Lissitzky
Beat the Whites with the Red Wedge, 1919 – 1920
Offset on paper
© Van Abbemuseum collection, Eindhoven, Netherlands
Photo: © Peter Cox, Eindhoven, Netherlands

El Lissitzky
Proun 1 D, c.1919
Oil on canvas on panel, 71.6 × 96.1 cm
Kunstmuseum Basel, Basel
Schenkung aus der Sammlung Oskar und Annie 
Müller-Widmann 1965
Photo: © Kunstmuseum Basel, Schenking aus der 
Sammlung Oskar und Annie Müller-Widmann 1965 El Lissitzky et Kasimir Malévich

Suprematism. Sketch for curtain for the meeting of the 
Committee to Combat Unemployment, 1920 
Gouache, watercolour, graphite and ink on paper, 49 × 
62.5 cm
National Tretyakov Gallery, Moscow 
Photo: © National Tretyakov Gallery, Moscow

Kasimir Malevitch
Suprematism of the mind, 1919
Oil on panel, 55.6 × 38.7 cm
Stedelijk Museum Collection, Amsterdam
On loan from the Cultural Heritage Agency of the 
Netherlands and Stichting Khardzhiev
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Nikolaï Suyetin
Komposition, 1920 
Oil on canvas, 45 × 32.5 cm
Museum Ludwig, Cologne

Lazar Khidekel
Suprematist composition with blue square, 1921
Ink, watercolour and graphite on paper, 18.4 × 18.4 cm
©Lazar Khidekel Family Archives and Art Collection, New York
Photo: ©Lazar Khidekel Family Archives and Art Collection

Vera Ermolaeva
Sketch of set for the opera «Victory over the Sun», 1920
Indian ink, pen on paper 
Photo: © National Tretyakov Gallery, Moscow

Nikolaï Suyetin
Vitebsk. Sketch of UNOVIS rostrum, 1921
The State Russian Museum 
© Adagp, Paris 2018
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Ivan Kudriashov
Suprematism. General plan for the interior design of the 
First Soviet Theatre in Orenburg.
Composition of the auditorium, 1920 
Variant-replica of the homonymous graphic study (1920)
Mixed media on canvas, 101.50 × 88 cm
© National Tretyakov Gallery, Moscow

Wassily Kandinsky
Moscow. Red Square, 1916
Oil on canvas, 51.5 × 49.5 cm
National Tretyakov Gallery, Moscow

Olga Rozanova
Still Life with Tomatoes, early 1910s
Oil on canvas, 70.2 × 88.8 cm
State Russian Museum, St Petersburg; 
photo: © State Russian Museum, St Petersburg

Yuri Pen
Portrait of Marc Chagall, 1914
Oil on canvas, 54 × 51 cm
Republic of Belarus Ministry of Culture; 
photo: © Republic of Belarus National Art Museum, 
Minsk



50

kazimir Malévich
Arkhitekton: Gota, 1923
Reconstruction: Poul Pedersen, 1978
Assemblage of 187 original components and 56 
reconstructed components
Plaster, 85.2 × 48 × 58 cm
Centre Pompidou collection, Musée National d’Art 
Moderne
Photo: J. Faujour/Dist.RMN-GP

Marc Chagall

Collage, 1921

Glued papers, graphite and ink on paper

34.2 × 27.9 cm

Centre Pompidou collection, Musée National d’Art 

Moderne

© Adagp, Paris 2018

El Lissitzky
PROUNENRAUM (Proun-Space), 1923 (1971)
Reconstruction: Jean Leering
Painted wood, 320 × 364 × 364 cm
Van Abbemuseum collection, Eindhoven, Netherlands
Photo: © Peter Cox, Eindhoven, Netherlands 

Marc Chagall
Composition with circles and Goat (Kamerny Jewish 
Theatre), 1920
Oil on card glued onto chipboard,
37 × 49.6 cm
Private collection
© Adagp, Paris 2018
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