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Abstracts (Art) 

 

Paul Weber (independent researcher, Germany)   

Kandinsky’s Departure to Berlin in 1921  

 

Kandinsky’s departure to Berlin in December 1921 is intended as a case study in progress, 

which would permit to define “emigration” from the perspective of a political and cultural 

microanalysis. On the basis of the author’s archive studies, Kandinsky’s involvement in 

Bolshevik culture policy will be addressed, especially his membership in the IZO 

Narkompros’ “International Bureau”, constituted in November 1918. Within the scope of 

this activity, Kandinsky’s personal strategy can be widely traced focusing on the German 

Revolutionary Workers’ and Soldiers’ Soviet in the German General Consulate at 

Moscow. Notably the officer Ludwig Baehr had to carry out a difficult mission in 

Germany for that new organization engaged in Narkompros’ educational policy. In his new 

function Baehr was particularly important for helping Kandinsky beyond his official 

international activity to establish personal contacts with German cultural organizations 

before his own departure in 1921. Although he did not return to the Soviet Union, this 

departure cannot be considered formally as a case of emigration because it was an “official 

mission”, probably promoted by Comintern’s Germany expert Karl Radek. From this 

perspective we have to understand Kandinsky’s quest for the appropriate moment to 

transform his “inner emigration”, let us say, his contact strategy, progressively into an 

“outer emigration” when he obtained an employment as a leading artistic figure of the 

Soviet Union (appreciated by leftist artists) at the Bauhaus Weimar. To understand fully 

the artist’s “special” strategy between participation and personal identity in both, the 

Soviet Union and Germany, we need to consider the antecedents, that is, the years of 

Kandinsky’s life in Munich until the outbreak of World War I. 

 

 

Elina Knorpp (independent researcher, Germany)  

Djagilevs Bühnenbildner – Schicksale im Exil 

 

Die Besonderheit von Djagilevs „Ballets Russes“ und auch der Schlüssel ihres Erfolges 

lagen nicht nur in der Synthese der Musik, des Tanzes und der Ausstattung, die auf der 

Bühne gefeiert wurde, sondern auch in der Zusammenarbeit mit bildenden Künstlern. Im 

ausgehenden 19. und Anfang des 20. Jahrhunderts wurden vereinzelt bildende Künstler für 

die Ausstattungen der Bühne engagiert, die dem verbreiteten Naturalismus des Theaters 

entgegen wirkten. Im 20. Jahrhundert ist es bereits ein verbreitetes Phänomen, das nicht 

zuletzt auch mit Djagilevs „Ballets Russes“ zusammenhängt. Schon am Anfang seiner 

Unternehmung, als Djagilev noch Kunstausstellungen und Konzerte russischer Musik in 

Paris organisierte (1904-1908), standen ihm die Mitglieder des Künstlerkreises „Die Welt 

der Kunst“ beratend zu Seite. Später wurden sie – z.B. Aleksandr Benois, Léon Bakst oder 

Konstantin Korovin – zu seinen Bühnenbildnern und Kostümdesigner, die prächtige Stücke 

schufen und die Bühne des 19. Jahrhunderts aus ihrer Biederkeit befreiten. Doch ab 1914 

mit dem Auftrag an Natal’ja Gončarova für die Ausstattung des Balletts „Le coq d’or“ 

beschäftigt Djagilev – abgesehen von einem Auftrag an Léon Bakst – nun die Vertreter der 

künstlerischen Avantgarde – Picasso, Matisse, Delaunay, Braque, De Chirico u.a. Zu 

Djagilevs Landsleuten zählen dabei neben Natal’ja Gončarova und Michail Larionov auch 

Naum Gabo, Antoine Pevsner sowie Pavel Čeliščev. Bei letztgenannten handelt es sich um 

Künstler, die sich nach der Oktoberrevolution unerwartet im Exil (Gončarova und 

Larionov ab 1915) befunden haben bzw. sich bewusst für die Emigration entschieden 
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haben, wie Benois (1926), Naum Gabo (1922) und Pavel Čeliščev (1920) oder Léon Bakst, 

der bereits mit dem Beginn seiner Tätigkeit für Djagilev hauptsächlich im Ausland lebte 

(ab 1907). Im Exil ändert sich die Situation der Künstler, die sich auf die neue Situation 

anpassen müssen, auf Aufträge angewiesen sind und deshalb oft die Beschäftigung mit der 

freien Kunst zugunsten der Engagements im angewandten Bereich aufgeben müssen. 

Der Vortrag geht der Frage nach, wie sich der Lebensweg dieser Künstler im Exil 

gestaltete und ob sie hauptsächlich als Bühnendesigner oder auch als bildende Künstler 

erfolgreich waren. Ein besonderes Augenmerk soll der Vergleich zwischen den Künstlern 

der „1. Generation“ der „Ballet Russes“-Bühnenbildner und ihren Nachfolgern bekommen. 

Es ist bekannt, dass es mit der Neuorientierung auf die Avantgarde zu einer Distanzierung 

zwischen Aleksandr Benois und Sergej Djagilev gekommen war. Léon Bakst verließ sogar 

1918 auf Grund der Meinungsverschiedenheiten die Truppe, obwohl er 1921 das letzte Mal 

ein Ballett („Dornröschen“ von Tschaikowski) für die „Ballet Russes“ ausstattete. 

 

Сценографы Дягилева – судьбы в эмиграции 

Особенностью «Русских балетов» Сергея Дягилева и ключем их успеха был не 

только синтез музыки, танца и декораций, который воплощался на сцене, но и –

прежде всего – сотрудничество с художниками. В конце XIX – начале XX века для 

оформления театральных декораций и костюмов многие театры начали привлекать 

художников, противодействуя таким образом натурализму театра XIX века. В XX 

веке это уже распространенный феномен, который связан между прочим и с 

дягилевскими «Русскими балетами». Еще в начале своей деятельности, когда 

Дягилев организовывал выставки русского искусства и концерты русской музыки в 

Париже (1904-1908), художники группы «Мир Искусства» сотрудничали с ним и 

выступали в роли советников. Некоторые из них стали позже его сценографами, 

например, Александр Бенуа, Леон Бакст или Константин Коровин, создавшие 

новаторские декорации и костюмы к постановкам «Русских балетов» и 

освободившие сцену от ограниченности и шаблонов XIX столетия. С 1914 года, с 

момента назначения Натальи Гончаровой сценографом балета Римского-Корсакова 

«Золотой петушок», Дягилев работает (за исключением Леона Бакста) 

исключительно с художниками авангарда: Пикассо, Матис, Делонэ, Брак, Де Кирико 

и др. К соотечественникам Дягилева, кроме Гончаровой, относятся Михаил 

Ларионов, Наум Габо и Антуан Певзнер, а так же Павел Челищев. Последние 

являются эмигрантами, некоторые из них непреднамеренно оказываются за 

пределами России – как, например, Гончарова и Ларионов (с 1915 г.), другие 

сознательно выбирают эмиграцию – Александр Бенуа (1926), Наум Габо (1922), 

Антуан Певзнер (1923), Павел Челищев (1920) или Леон Бакст, проживающий уже с 

начала своей деятельности для «Русских балетов» в основном за границей (с 1907 г.). 

В эмиграции ситуация художников кардинально изменяется: им нужно 

приспособиться к новым условиям, они зависимы от заказов и некоторым 

приходится ограничить занятия живописью в пользу прикладного искусства, которое 

обеспечивает средства к жизни.  

Лекция ставит своей целью сделать набросок жизненных путей сценографов 

«Русских балетов» в эмиграции. Получили ли они известность исключительно как 

сценографы или как и живописцы? Основным вопросом является также сравнение 

художников «первого поколения» дягилевских балетов с их последователями. 

Известно, что с ориентацией на художественный авангард произошло отчуждение 

между Александром Бенуа и Дягилевым. В 1918 г.  в результате разногласий Леон 

Бакст также покинул труппу, однако в 1921 г. он оформил в последний раз балет 
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«Спящая красавица» Чайковского.  

 

Pavel Pavlinov (independent researcher, Russia)  

Судьба и творчество Зинаиды Серебряковой и ее детей в Париже 

 

Последние двадцать лет активно обсуждаются вопросы, связанные с понятием 

«серебряного века», одного из самых известных периодов русского искусства. 

Многие явления, проявившиеся в произведениях русских художников на рубеже 19–

20 вв., продолжали развиваться в их творчестве вплоть до середины 20 в. 

Показательна в этом отношении судьба «мирискусников», многие десятилетия 

продолжавших приверженность классическому искусству, при этом находясь в 

разных условиях и даже в разных странах. В 1920-е гг. многие художники 

«серебряного века» уехали из России.  

 

Произведения «мирискусников» заграничного периода (А.Н. Бенуа, К.А. Сомова, 

М.В. Добужинского и др.) редко экспонируются в России. Еще меньше в России 

знают об их детях (Николае и Елене Бенуа, Ростиславе и Всеволоде Добужинских). 

До сих пор малоизвестен в России и парижский период Зинаиды Серебряковой, 

занимающий больше половины всей жизни художницы, а также творчество ее детей, 

как оставшихся Евгения и Татьяны, так и уехавших вслед за матерью Александра и 

Екатерины. Сложная судьба этой семьи помогает лучше понять историю 20 века, 

роль политических и социальных условий в развитии искусства.  

 

Как и у других «мирискусников», оказавшихся зарубежом, творчество Зинаиды 

Серебряковой очутилось вне генеральной линии развития искусства. В СССР 

Серебрякову считали изменницей родины, во Франции - «отсталой», т.к. она не 

хотела гнаться за новизной искусства. Оказавшись во Франции, в изоляции от 

родной земли, Зинаида, Александр и Екатерина Серебряковы общались с 

представителями семьи Бенуа, с С.Р. Эрнстом, Д.Д. Бушеном, К.А. Сомовым и 

немногими другими и смогли предаться их главной жизненной потребности – 

искусству. 

 

The Art and Life of the Russian Artists Zinaida Serebriakova and Her Children in 

Paris 

During the last twenty years, we have been actively discussing the issues related to the 

concept of the Silver Age, one of the most famous periods of Russian art. Many 

phenomena that manifested themselves in the works of Russian artists at the turn of the 

19th-20th centuries continued to develop until the middle of the 20th century. In 1920s, 

many artists of the Silver Age left Russia. However, despite different conditions and even 

different countries where these artists worked, the “World of Art” artists continued their 

commitment to classical art for decades.  

The émigré period of the “World of Art” artists (A.N. Benois, K.A. Somov, M.V. 

Dobuzhinsky etc.) is not very well-known, and these artists are rarely exhibited in Russia. 

Their children (Nicolas and Elena Benois, Rostislav and Vsevolod Dobuzhinsky) are 

known even less. In the same way, the Paris period of Zinaida Serebryakova, which 

represents more than half of the artist’s life and work, as well as the creations of her 

children are almost unknown. The complex fate of her family (her children were separated: 

Eugène and Tatiana stayed in Russia, while Alexandre and Catherine joined their mother in 
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Paris) helps to better understand the role of political and social conditions in the 

development of Russian art abroad in the 20th century.  

Like other “World of Art” artists, Zinaida Serebryakova’s work was outside of the general 

line of development of art both in the USSR and in Europe. In the Soviet Union she was 

considered a traitor of the homeland, while in France her art was ignored because of its 

lack of novelty. Being in France, in isolation from their native land, Zinaida Serebriakova, 

Alexandre Serebryakoff and Catherine Serebryakoff communicated with the Benois 

family, with S.R. Ernst, D.D. Bushen, K.A. Somov and a few others and thus were able to 

devote themselves entirely to art. 

 

 

Lena M. Lencek (Reed College, USA)  

Pavel Pavlovich Muratov and Bernard Berenson: Notes on a Correspondence 

Pavel Pavlovich Muratov (1881-1950) forged a distinguished reputation in pre-

Revolutionary Russia as one among the handful of connoisseurs of Italian Renaissance art 

in the tradition of the British aesthetes, from John Ruskin, Walter Pater, Vernon Lee, and 

the Anglo-American Bernard Berenson. From his extensive travels in Britain and Italy, 

Muratov had mined the foundation for a three-volume account of the Italian Renaissance, 

published between 1911 and 1924, and taking the form of a travel memoir with a complex 

aesthetic program. Muratov’s scholarship led to the appointment as the curator of Italian 

Renaissance art in the Rumyantsev Museum (1905-1914), and his deep erudition in the 

area of Byzantine art and its resonance in Russian medieval art led to his contributions to 

Igor Grabar’s pioneering and seminal History of Russian Art. Emigrating to Berlin in 1922, 

Muratov strove to activate contacts with his intellectual mentor and muse, the Anglo-

American Bernard Berenson, who, from his home and exhaustive professional library in 

the Villa I Tatti in Fiesole, was the reigning authority on the Italian Renaissance. In the 

1920s and early 1930s, Muratov corresponded with Berenson, seeking his sponsorship and 

guidance with his program of continuing his professional career as art historian and critic 

in diaspora.  

This paper explores the trajectory of Muratov’s intellectual ‘apprenticeship’ to Berenson in 

two ‘episodes’: a juxtaposition of the two aesthetes’ construction of Venice, on the one 

hand; and an analysis of their correspondence on a work of disputed provenance of a 

Venetian Mannerist master. This bi-aspectual optic puts into tension the conventionally 

fused fields of scholarship and connoisseurship, and contributes to our understanding of 

the ‘translatability’ of professional praxis across cultural boundaries in the historical 

conditions of the Russian diaspora in Berlin and Rome between 1922 and 1934. 

 

Vita Susak (Lviv National Art Gallery, Ukraine)  

Alexis Gritchenko’s Two Years in Constantinople or Tsvetodynamos in Istanbul 

 

Istanbul was a short transit point for most émigré artists from the Russian Empire after the 

revolution of 1917 – such a general perception predominates in the history of émigré 

movements of the 20th century. They dreamed to get to Prague, Berlin, and especially to 

Paris, and they had no means and no possibilities for creative work in Istanbul. This 

common opinion is absolutely wrong in the case of Alexis Gritchenko (1883-1977) – the 

Ukrainian artist and the author of the avant-garde movement Tsvetodynamos 
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(Dynamocolor), which he elaborated in Moscow in the 1910s. The Tsvetodynamos was 

based on the combination of cubist principles with the formal language of the ancient 

Russian icons. Since his childhood Gritchenko dreamed of visiting the fabulous city of 

Constantinople, and he spent almost two years there (1919-1921) studying deeply both the 

Byzantine and the Ottoman monuments. In addition to Dr. Aysenur Guler’s presentation 

demonstrating Gritchenko’s influence on the Turkish artists, I would like to show the 

‘reverse’ process – the influence of the Istanbul cultural landscape on the artist’s work. We 

can observe it in the concrete portraits and genre compositions. His Constantinople 

watercolours are valued as one of the best periods in his long artistic career. Such short 

transitional periods of life often become quite important for the overall destiny of the artist. 

In this sense Constantinople-Tsargorod-Istanbul merits to be studied much more attentively 

as one of the centres in the émigré history of the 20th century. 

   

Стамбул был кратким перевалочным пунктом для большинства художников 

эмигрантов из бывшей Российской империи после революции 1917 г. Художники 

мечтали добраться до Белграда, Праги, Берлина. Самым далеким и наиболее 

желанным  был Париж. У них не было средств и возможностей что-то создавать в 

Стамбуле. Это расхожее мнение абсолютно не соответствует истории Алексея 

Грищенко (1883-1977) – украинского художника, создателя цветодинамоса - одного 

из направлений авангарда в Москве в 1910-е годы. Цветодинамос базировался на 

соединении принципов кубизма с формальным языком иконы. Грищенко с детства 

мечтал о сказочном Цареграде, и провел там почти два года, изучая как 

византийские памятники, так и турецкое искусство. Если доклад Айшенур Гюлер 

покажет влияние Грищенко на турецких художников, я бы хотела проследить 

обратный «процесс» - влияние культурного наследи столицы Турции на творчество 

художника. Оно нашло конкретное проявление в портретах и жанровых сценах. Его 

константинопольские акварели относят к одному из лучших периодов художника. 

Очень часто краткий, переходной период оказывается насыщенным событиями и 

значимым для дальнейшей судьбы. В этом смысле Константинополь – Цареград – 

Стамбул заслуживает более внимательного изучения в истории эмиграции ХХ в. 

 

  

Aysenur Guler (Mimar Sinan Fine Arts University, Istanbul, Turkey)  

The Impact of Alexis Gritchenko on the 1914 Generation of Turkish Artists 

 

Alexis Gritchenko’s (1883-1977) memoirs Two Years in Constantinople, Diary of a 

Painter, published in Paris in 1930, go into great detail about his interactions with local 

artists in Istanbul.  During his sojourn in Istanbul, Gritchenko interacted with the group of 

Turkish painters known as the 1914 Generation. Ibrahim Calli (1882-1960) and Namik 

Ismail (1890-1935) were the foremost members of the 1914 Generation and they had 

shown profound interest in Gritchenko’s art and his art theories. Ibrahim Calli’s paintings 

about dervishes, whirling dervishes, mevlevihanes (Mevlevi monasteries, also known as 

dergahs) and street letter writers (paid writers for those who were illiterate) were heavily 

influenced by Gritchenko’s art. These paintings influenced by Gritchenko are often 

referred to as the “Whirling Dervishes and Street Letter Writer Series” due to their 

subjects. The series of paintings, dating as early as 1921, are a turning point in Calli’s 

artistic life. When compared to the artwork of other painters of the 1914 Generation, it can 

be easily seen that the series was a breakthrough in the artistic life of the nation. Even 

though Gritchenko’s influence on Namik Ismail’s art is not as visible as it is on Calli’s, we 

know from Gritchenko’s memoirs that Namik Ismail travelled to Italy in 1921 after having 
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had long talks with Gritchenko about art and Italy. Gritchenko’s talent and progressive 

ideas on art raised significant interest among the Turkish artists. He brought a fresh 

perspective to the occupied Istanbul and, for the first time, an element of modernity was 

introduced into the Turkish art scene. 

 

 

Giuseppina Giuliano (Università degli Studi di Salerno, Italy) 

Andrey Beloborodov, the “Metaphysical Palladian” 

 

Andrey Beloborodov (1886-1965), Russian painter, architect and engraver, emigrated to 

Paris in 1920 and to Italy in 1934. In his paintings he is tied to classicism in architecture 

and landscape painting of the 18th century. He is a representative of an ‘archaistic’ taste, 

which was quite in fashion in conservative fascist Italy. In Paris, Beloborodov meets 

Giorgio de Chirico and gets to know his metaphysical paintings, his classical ideal and 

meta-historism, which strongly influenced the creation of Beloborodov’s cycle of 

watercolours “The Big Island” (1939), a fictional place without any presence of humans 

and essentially made of stone. 

 

Beloborodov’s cycles of paintings “Views of Rome and Italy”, “New Mussolinian City” 

and “The Big Island” are a tribute to the great Italian masters like Perugino and Raphael, 

but the influence of de Chirico’s “Squares of Italy” is also more than evident, especially in 

the presence of shadows, casts, reflections in the water, and ‘double’ and ‘ambiguous’ 

elements. In 1947 de Chirico defined Beloborodov as a “metaphysical Palladian”. 

Some Italian critics wrote that in Beloborodov’s works classical and metaphysical 

elements are mixed with something typical of St. Petersburg’s italianism, because 

Beloborodov “lived in the boreal Palmira” which resembles by its columns, quasi-ancient 

temples and castles “those forms that passed from Rome to Venice, from Tivoli to 

Versailles” (Corrado Alvaro). The paper discusses this special blend of the “Italian 

Petersburg” classicism and metaphysicism in the works of Beloborodov in the 1930s and 

1940s. 

 

Андрей Белобородов, «метафизический палладианец» 

 

Андрей Белобородов (1886-1965) – русский художник, архитектор, гравер, который в 

1920 г. эмигрировал в Париж, а в 1934 г. в Италию. Связанный с классической 

традицией в архитектуре и с ведутизмом XVIII в. в живописи, представитель 

«архаического» направления, он пользовался относительным успехом в 

консервативных кругах фашистской Италии. В Париже Белобородов познакомился с 

итальянским художником Джорджо де Кирико, с его метафизическими картинами, 

«идеальным классицизмом» и «метаисторизмом». Под сильным влиянием 

творчества де Кирико Белобородов написал цикл акварелей “Большой остров” (1939) 

о воображаемом месте, пустынном и сделанном преимущественно из камня. 

Многие произведения Белобородова, такие как «Ведуты Рима и Италии» и 

изображения «Большого острова», это дань уважения великим итальянским 

мастерам (Перуджино, Рафаэлю), но не вызывает сомнения также цитирование 

«Площадей Италии» де Кирико; в особенности это касается изображения теней, 

отражений на воде, а значит «раздвоения», «неоднозначности», настолько, что сам 

де Кирико назовет Белобородова «метафизическим палладианцем». Некоторые 

итальянские критики считали Белобородова “итальянизирующим” художником, 

который все-таки демонстрирует «и жар воображения, и психологическую 
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тревожность, и абстрактную особенность славянской души» (Карло Карра). По 

мнению других критиков, однако, классический и метафизический элемент 

творчества Белобородова соединяется с чисто «петербургским» элементом: 

Белобородов «жил в той Северной Пальмире», напоминающей колоннами, храмами 

и памятниками античной культуры те «формы, перешедшие в мир из Рима в 

Венецию, из Тиволи в Версаль» (Коррадо Альваро). В докладе обсуждается именно 

эта тема особого смешения «итальянско-петербургского» классицизма и 

метафизической живописи в творчестве Белобородова в 1930-е и 1940-е гг.   

 

 

Matteo Bertelé (Università Ca’ Foscari, Italy)  

Between Dissidents and Academicians. Russian Emigré Artists in Italy during the 

Cold War 

 

The paper aims to analyse the presence and the fortune of Russian émigré artists in the 

second half of the twentieth century in Italy, the Western European country with the largest 

Communist Party. In the framework of the official cultural policy towards the Soviet 

Union, I intend to investigate to what extent artists such as Michail Kulakov/Mikhail 

Koulakov were considered as persona non grata in their homeland, and therefore as 

dissidents in Italy. On the other hand, I will focus on the self-positioning of established 

artists such as Grigorij Šiltjan/Gregorio Sciltian towards the contemporary Soviet art scene, 

perceived as the homeland of an academic-realistic art, which had no chance in the 

progressive (and often pro-Communist) Italian art scene. Distinctions and contaminations 

will be carried out not only between emigrants belonging to the first and the second wave, 

but also between figurative and non-figurative artists. During the cold war, aesthetic 

matters were strongly intertwined with ideological issues and prejudices and played a 

primary role in the critical reception, self-perception and self-marketing of Russian émigré 

artists living in Italy. 

 

 

Nadezhda Stanulevich (Russian Academy of Fine Arts Museum, Russia) 

Émigré Colour Photographs and Films by Prokudin-Gorsky & Sons  

 

An active photographer and scientist, Sergey Mikhailovich Prokudin-Gorsky (1863-1944) 

undertook most of his famous colour documentary project of Russia from 1909 to 1915. 

The Library of Congress purchased Prokudin-Gorsky’s collection from the photographer’s 

sons in 1948. In August 1918 Prokudin-Gorsky left Petrograd with the purpose of 

producing colour cinema in Norway. Then he moved to England in 1919. His laboratory 

was located a few miles away from London. The first colour cinema made by Prokudin-

Gorsky in Europe was shown in one of the London theatres on March 16, 1921. Money 

troubles and climatic conditions were the reasons for his emigration to France in 

September 1921. Prokudin-Gorsky and his younger son founded the company “Societé de 

Photochimic Elka” in Nice in 1924. 

 

His documentary project was demonstrated at the lectures “Russia in Images” in different 

Parisian organizations. Unfortunately, all pictures were shown as black and white 

photography because a special projector had been left in Russia. Prokudin-Gorsky and his 

sons were planning to organize commercial shows, which could also be an important 

educational project for young Russian immigrants who started to forget about their 

motherland. Also they wanted to make a colour photographic collection about France and 
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its history. The Prokudin-Gorsky’s laboratory was specialized in colour printing process 

and was later renamed as “Gorsky Frères”. For example, “Gorsky Frères” published colour 

commercials of dried milk by Nestlé in 1936. We can safely claim that the activity of 

Prokudin-Gorsky’s family was an example of successful integration of Russian immigrants 

in Europe. 

 

 

Kateryna Lobodenko (Université Paris-3, France)  

De l’ancien au nouveau : des recherches identitaires des émigrés dans le dessin de 

presse russe en France dans l’entre-deux-guerres 

 

Dans l’entre-deux-guerres, de nombreux intellectuels russes voués en exil trouvent leur 

refuge en France et y fondent près de 300 périodiques, généralistes et spécialisés, y 

compris les revues satiriques. Cette riche activité éditoriale est motivée par besoin de 

comprendre ce qui a été arrivé aux émigrés, de justifier leur propre conduite, mais aussi 

pour maintenir, en exil, leur identité nationale et culturelle. La presse, s’adressant 

directement à ce public russophone, endosse le rôle de son miroir, miroir identitaire (S. 

Moussakova). Nous voudrions donc aborder le problème de l’identité chez les émigrés 

russes en nous interrogeant sur l’impact que la presse communautaire et la caricature ont 

eu sur la construction de cette nouvelle identité en exil. Nous articulerons notre réflexion 

autour du dessin satirique de deux hebdomadaires : Иллюстрированная Россия/La Russie 

Illustrée (1924 – 1939) et Satyricon (1931), dont la particularité était de mettre en images 

le personnage de l’émigré russe et son hybridité culturelle naissante. Tantôt ridiculisé, 

tantôt ignoré par ses hôtes, cet « étrange étranger » s’adapte à une vie entre deux cultures. 

Celle française, pas encore acquise, et celle slave, pas encore oubliée, réduite, aux yeux des 

Français, aux choses visiblement superficielles comme des plats ou objets traditionnels.  

 

 

Olga Furman (Tretyakov Gallery, Moscow, Russia)  

The Impact of Russian Avant-garde Art on European Children’s Book Illustrations. 

Nathalie Parain in France 

 

The epoch of the avant-garde in the 1910s-1920s reformed the traditional view on art and 

changed the approach to artistic vision. New methods of artistic expression also spread into 

the field of children’s illustration. This was the space where the avant-garde artists could 

realize their creative principles, potentially avoiding the eye of censorship. There were a 

great number of Soviet avant-garde artists who illustrated children’s book during this 

period with many outstanding examples. El Lissitzky’s book “About two squares” (1922) 

was revolutionary in its genre as it presented a story for children illustrated in the forms of 

the suprematist system. Another avant-garde project for children was proposed by the 

constructivist artists A. Rodchenko and V. Stepanova in their series “Samozveri” (1927), 

where the artists attempted to turn the illustrated book into an animated film. Although this 

project was left unfinished, it is nonetheless representative of the daring experiments in the 

genre of children’s literature and highlights the tendency to find new visual approaches in 

the dialog with young readers. 

 

In the 1910s-1920s, Nathalie Parain born Tchelpanova (1897-1958) was at the heart of this 

artistic innovation. She was a student at the Vkhutemas (Higher Art and Technical 

Studios), where her professors were the maîtres of the Russian avant-garde and 

constructivism: Tatlin, Rodchenko, Lissitzky, the brothers Sterenberg, Favorsky and 
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others. By the time of her emigration to France in 1926, she had already developed the 

basis of her avant-garde idiom which she then applied to her work of illustrating children’s 

books. The first publication of illustrations of Natalie Parain appeared in 1930 (“Mon 

Chat”). Her style is based on a combination of constructivist “alphabet” and different 

techniques, like découpés-collés, which makes her works aesthetically valuable and at the 

same time accessible to children. The proposed paper is limited not only to the private 

work of the Russian émigré artist, but demonstrates one more way in which the avant-

garde plastic ideas penetrated into the stylistic scenery of European children’s literature. 

 

 

Lovorka Magaš Bilandžić (University of Zagreb, Croatia)  

Russian Émigré Artists in Zagreb: The Froman Family and Their Impact on Cultural 

Life in Interwar Croatia 

 

The family of Russian émigré artists − prima ballerina Margareta Froman and her brothers, 

painter Pavel and ballet dancers Maximilian and Valentin − came to Zagreb in 1921 and 

played a significant role in the modernization of the Croatian theatre during the interwar 

period. Margareta Froman, a former dancer of the Bolshoi Theatre and Diaghilev’s Ballets 

Russes, became the artistic director of the ballet ensemble of the Croatian National 

Theatre. She played a prominent role in the development of the ballet scene in Croatia and 

introduced a new repertoire greatly marked by works of Russian composers (e.g. Rimsky-

Korsakov, Stravinsky). Together with her brothers, she transferred the visual aesthetics and 

dance poetics of the Ballets Russes to the stage of the National Theatre. In addition to 

presenting the work of the renowned choreographers such as Mikhail Fokine, Margareta 

Froman also closely worked with Croatian composers and created choreographies for 

numerous ballets, thus marking and influencing the formation of the Croatian national 

repertoire. Pavel Froman introduced a new visual language that revealed the influence 

of Léon Bakst and other Russian stage designers. His Art Deco stage sets and costumes 

were based on the Russian tradition of folklore, vivid colours, and the exotic and 

decorative ornaments inspired by the East. The aim of the present paper is to discuss 

manifold influences of the Froman family on the Croatian cultural scene during the 1920s 

and 1930s with a special emphasis on Pavel Froman’s work and his role in the history of 

Croatian stage and costume design. 

 

 

Lina Bernstein (Franklin and Marshall College, USA)  

The Russian-Born Indian Artist Magda Nachman Acharya 

 

Magda Nachman’s name is almost unknown, except for an occasional mention in works on 

Vladimir Nabokov, Marina Tsvetaeva, and Maximilian Voloshin on account of her 1913 

portraits of Tsvetaeva and her husband Sergey Efron and a later (1933) portrait of 

Nabokov, as well as a few sentences she wrote on the death of Irina Efron and her 

appearance in some group photographs taken at Voloshin’s dacha in Koktebel. Though 

herself a relatively minor figure on the world-historical stage, Nachman occupied a front-

row seat at the Russian Revolution and Civil War, the rise of Nazism, and the movement 

for Indian independence. A student of Léon Bakst, she was a significant artist in Russia 

and Germany, and a celebrated and controversial one in India. Following her husband, the 

Indian nationalist M.P.T. Acharya, Nachman left Russia for Berlin in 1922. In 1936, she 

sailed to Bombay, where she rapidly established herself as a sought-after portraitist and 

teacher of young Indian modern artists. Although widely praised for her work and 
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acclaimed by critics as a “Russian interpreter of the Indian soul,” Nachman was denied 

representation in the “Exhibition of Art from India and Pakistan” mounted in London in 

1947-1948 because of her European background. Nachman’s rejection aroused 

considerable controversy, coming as it did during India’s search for national identity on the 

eve of its liberation, and her case was taken up by prominent Indian cultural figures as a 

case study in defining what it meant to be an Indian artist. 

 

 

Jeremy Howard (University of St. Andrews, UK)  

Shedding Light: The Union of Youth Dispersal after Victory over the Sun 

 

In mid-1914 St. Petersburg’s most vital avant-garde society of artists, the Union of Youth 

(Soyuz Molodezhi), vanished. It had staged the ‘first Futurist opera in the world’, Victory 

over the Sun, along with Vladimir Mayakovsky: A Tragedy, in December 1913. In early 

1914 it had published Vladimir Markov’s essays, Art of Easter Island, Chinese Flute and 

Faktura, and was preparing for publication his Art of Northern Asia and Negro Art. 

Suprematism, zaum, war, revolution, death, growth and dispersal were anticipated by the 

group’s cosmopolitan-Russian youthfulness and its variegated approach to art. This paper 

takes stock of the movement abroad of Union of Youth ‘bright lights’, analysing their 

dispersal and art in terms of whence they derived and where they arrived. In particular it 

explores the place of Varvara Bubnova in Japanese society, Avgust Baller’s moves to 

Moldavia and Romania, Konstantin Dydyshko’s stays in Finland and Denmark, Sofia 

Baudouin de Courtenay’s removal to Poland, Anna Zelmanova’s settlement in France and 

USA. 

 

 

Tatiana Teterevleva (Northern (Arctic) Federal University, Arkhangelsk, Russia)  

Valery Carrick’s Fairy Trips: Russian Culture on the Periphery of the Diaspora 

(1920s-1930s) 

 

The optics used to study the post-revolutionary Russian Diaspora can be varied now due to 

the expansion of the source base. In particular, the use of the social microscope enables us 

to see the reflection of the greater processes “at a certain point of the real life”. The value 

of this approach is determined, on the one hand, by the qualitative heterogeneity of the 

Russian socio-cultural space abroad (the existence of centers of the Diaspora and of 

peripheral communities) and, on the other, the recognition of the individual nature of 

adaptation processes. In this regard, the personal experience of the émigrés who lived in 

remote provinces of Russia Abroad is especially interesting.  One of these émigrés, whose 

life was both typical in terms of the shared drama of post-revolutionary exile and unique, 

was Valery Williamovitch Carrick. Valery Carrick was born in 1869 in St. Petersburg. 

Since the late 1890s he gained fame as a graphic artist, and later as a writer and publicist, 

collecting and publishing folktales. Soon after the 1917 revolution he emigrated to 

Norway. Owing to V. Carrick’s activity, a small Russian community in this country 

became involved in the cultural life of Russia Abroad. Carrick continued to edit and 

publish small collections of folktales and fairy-tales for children. His personal archive 

preserved rapt reviews and requests to send copies to the émigré schools. Inspired by this 

success, in the spring of 1932 Carrick went on the first of his three fairy trips (in his own 

words) – a trip around Europe with a cycle of lectures “Life of a Fairy-tale”. Using 

archival documents from the Nordic countries, the paper discusses the issues connected to 
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the formation of the Russian cultural environment and features of the Russian culture in the 

peripheral communities of the post-revolutionary Russia Abroad. 

 

Fairy Trips Валерия Каррика: Русская культура на периферии русского 

зарубежья (1920-е–1930-е гг.) 
 

В настоящее время в связи с расширением источниковой базы исследований 

появилась возможность варьировать масштаб изучения послереволюционного 

Российского Зарубежья, применяя, в частности, метод «социального микроскопа», 

который позволяет увидеть преломление общих процессов «в определённой точке 

реальной жизни». Его ценность обусловлена, с одной стороны, качественной 

неоднородностью социокультурного пространства Русского Зарубежья 

(существование «центров» эмиграции и «периферийных» колоний), а с другой – 

признанием индивидуального, личностного характера процессов приспособления к 

инокультурной среде. В этой связи особый интерес представляет социальный опыт 

эмигрантов, проживавших в «глухих провинциях» Зарубежной России. Одним из 

таких изгнанников, чья судьба и типична в плане отражения общей социально-

психологической драмы эмиграции, и уникальна, был Валерий Вильямович Каррик. 

В.В. Каррик родился в 1869 г. в Петербурге, со второй половины 1890-х гг. получил 

известность как художник и график, а затем – и как литератор, занимавшийся 

сбором, обработкой и изданием сказок разных народов мира; вскоре после 

октябрьской революции эмигрировал в Норвегию. Во многом благодаря 

В.В. Каррику небольшая колония российских эмигрантов в этой стране сумела 

органично включиться в культурную жизнь Российского Зарубежья. В эмиграции 

Каррик продолжил подготовку и издание на собственные средства сборников сказок 

для детей. В его личном архиве хранятся восторженные отзывы об этих изданиях, 

просьбы выслать экземпляры книг от эмигрантских учебных заведений. 

Вдохновленный успехом, весной 1932 г. Каррик отправился в первую из трёх “fairy 

trips” (по его собственному выражению) — поездку с циклом лекций «Жизнь 

сказки» по странам, где проживали русские эмигранты. В докладе на материалах 

эмигрантских архивов стран Северной Европы рассматриваются вопросы 

формирования русской культурной среды и особенности русской культуры в 

«периферийных» сообществах пореволюционных российских эмигрантов. 

 

 

Hikaru Ogura (University of Tokio, Japan) 

Aleksey Remizov and Józef Czapski: Exchanges between Two Artists 

 

In the recollections of Natalia Reznikova, who supported Aleksey Mikhailovich Remizov 

both physically and mentally during his time in exile in Paris, the following is written: 

“Many of the letters of A.M. that are quoted in Natalia Kodryanskaya’s book were clearly 

written to depict the gloomiest scenes in his life, for example that there was no one in Paris 

whom A.M. would allow to read or listen to his own works. But this is not true. A.M. had 

many friends living in Paris at the time, including close friends who were writers and 

artists.” Among the writers and artists that Reznikova refers to here is the Polish painter 

Józef Czapski. Czapski, who permanently resided in Paris after the Second World War, 

often visited Remizov in his later years and the two had a close relationship. However, 

although there was a mutual understanding between the two about art in general, the details 

of how the two men actually influenced each other have not been clarified. This paper is 

the first attempt to clarify the circumstances of the interchanges between these two exiled 
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artists through a reading of the relevant materials, centered on their recollections and 

essays. 

 

 

Zinaida Starodubtseva (independent researcher, Russia)  

Identity Policy of Russian Artists Abroad in the 1970s-1990s 

 

Identity policy emerged as a part of the civil rights movement in the 1960s and became a 

mandatory topic in contemporary art in the 1970s-1990s. Most of the artists who emigrated 

from the USSR/Russia in the 1970s-1990s were not concerned about this subject. Why 

weren’t they? They left the country with the goal to pursue their artistic careers, to instigate 

their self-realization and to become the part of an international art scene and art market. 

But in reality, the Western art system identified artists from the URSS/Russia or artists of 

Jewish origin participating in various group exhibitions as the “Others”. Crossing the 

country’s borders turned out to be easier than crossing the boundaries of culture.  

 

The artists who recognized the political and professional frameworks of identity 

construction, tried to formulate strategies to break away from those confining 

representations. The well-known example is the sots-art artists in New York in the 1980s, 

who searched for critical tools to negotiate their new representations and to formulate their 

own visual means through ironic comparison of Soviet and US popular symbols. Other 

examples are the young artists who understood their identity as a flexible, mobile, and 

open-ended notion gained from their continual engagement with the foreign culture and the 

world.  

 

The presentation discusses examples of how these artists reconsidered the role of an artist 

as the only possible role and how they acted as publishers of art magazines, poets and 

writers, movie actors, stage-designers, exhibition curators and/or collaborators with 

European/U.S. artists. The paper contains tables and graphics presenting data obtained 

from interviews with 100 artists (2007-2015). 

 

 

Olga Keller (JLU Giessen, Germany)  

Ilya Kabakov: A Representative Émigré Artist and the International (Émigré) Art 

Discourse 

 

My central hypothesis concerning the outstanding position of the Soviet-Russian émigré 

artist Ilya Kabakov is that perceptions of his artistic practice have been and still are kept in 

tension by opposing forces: on the one hand, there exists the (Russian) formulation of his 

image as an exception to the Russian contemporary artist in the West. On the other hand, 

there is a (Western) tendency to consider Kabakov’s artistic production as a kind of 

stereotype, or epitome of Russian postmodernism. However, his alleged “typically Soviet” 

œuvre, paradoxically, first has to become an integral part of the narrative of the Western 

art history, before the achievement of the former “unofficial” conceptualist in bringing 

Russia back to the international art scene could be assessed by the theoretical and critical 

discourse in Russia. The very core of Kabakov’s representative status in the contemporary 

art world seems to be based on his sophisticated and profound understanding of Western 

expectations of Russian art as well as Russian culture and society. From a distant émigré 

perspective since the late 1980s, Kabakov’s strategy and method actually underwent a 

transformation: in order to fulfil (one of) his central ambitions, namely to preserve the 
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memory of Soviet civilization, and moreover, to make the Soviet experience visible to the 

international Western audience, the artist changed his medium – he created “total 

installation”. The task, which lies beyond visual representation, has been accomplished by 

Russian émigré art theorists, who participated actively in shaping Kabakov’s image by 

exploring visualized “Sovietness”; they are investing a special insider-knowledge as well 

as applying comprehensible Western theories to Kabakov’s “Russian” art. 

 

Tamara Galeeva (Ural Federal University, Ekaterinburg, Russia)  

Split Identity: World of Art – Association of Russian Artists in Paris in 1920s-1930s 

 

The topic of this presentation is the activity of the Mir iskusstva (World of Art) 

Association of Russian artists in Paris in the 1920s-1930s. This group, founded in imperial 

Russia in 1898 under the guidance of Sergey Dyagilev and Alexandre Benois, was 

recreated by émigré artists in 1920 and continued its existence until the beginning of World 

War II. The Mir Iskusstva group was important in supporting the artistic life of the Russian 

artistic diaspora which emerged in the West after the revolutionary events of October 1917. 

The Mir Iskusstva collective exhibitions took place in Paris in 1921, 1927 and 1932, 

bringing together major artists of the Russian expatriate community. The presentation will 

centre on the capacity of the exhibitions to represent Russian art in its constant 

characteristics, as well as in the changes which were taking place in response to their 

Parisian existence. These exhibitions created responses in other countries (in Belgium, 

England, America), and as a result these countries also came to host the Mir Iskusstva 

exhibitions. Using different individual methods, the Russian artists deprived of the direct 

contact with Russia, developed other methods and forms of identity designing. The original 

visual “narration” of their native history was essential as the narrative of the historical 

overcoming of space and time borders, outer and inner barriers by the communal subject 

during the process of creation of an imaginary society (B. Anderson).  

 

Nicola Kozicharow (University of Cambridge, UK)  

The “Rich and Powerful” Maliavin and the European Art Market 

 

In Russkaia khudozhestvennaia emigratsiia, Dmitrii Severiukhin writes of Russian artists 

in emigration, ‘Continuing to maintain their dedication to national motifs and the native 

range of subjects and images in a foreign cultural environment, [Russian artists] inevitably 

found themselves in the position of outsiders, capable of enticing only their fellow 

countrymen to their art and rare lovers of ethnographic exoticism’. An examination of the 

career of Filipp Maliavin (1869-1940) in emigration in Europe, however, offers a challenge 

to this claim. Maliavin continued to devote the majority of his work to the Russian peasant, 

and achieved remarkable success abroad. Indeed it is difficult to find a Russian émigré 

artist to rival his level of participation at all of the major Paris salons throughout the 1920s 

and 1930s, and he held eight solo exhibitions in seven different countries between 1933 

and 1939 – a serious achievement at an uncertain time, both politically and economically. 

This paper will explore the reception of Maliavin’s work in Europe through the French 

press, exhibition catalogues and his correspondence with his art dealer in Prague. This 

paper will not only shed light on the émigré experience abroad but will also contribute 

crucially to art historical scholarship on the art market, which in the interwar period tended 

to concentrate on modernist artists.  
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Bettina Jungen (Amherst College, USA)  

The Émigré Artist and the Collector 

 

Collectors of art played an important role in the lives of Russian émigré artists to whom 

they offered moral and financial support. A collection not only embedded émigré art into 

the context of the foreign culture but also provided a place of home to émigré Russians—

including artists—where they could enjoy their native culture. While collectors could be 

fellow Russians, they often were natives of the host countries. Thomas Whitney’s 

collection is an interesting case study from the United States. Whitney amassed a 

collection of over 600 works of Russian art dating roughly from 1900 to 1980. While he 

was not a contemporary of the post-Revolutionary wave of émigration, he knew many 

younger artists, including Ernst Neizvestny, Mikhail Shemiakin, but also Naum Gabo—to 

name just a few—in person and received numerous of their works as gifts and with a 

dedication. Gabo was particularly close to Whitney. He was Whitney’s neighbor in 

Connecticut and found comfort the latter’s collection of Russian art, which reminded him 

of his native surroundings. Another influential person in the collector’s circle was the 

Estonian poet and curator of the Slavic collections at Yale University Alexis Rannit who 

facilitated numerous of Whintey’s purchases, owing to his vast network among the émigré 

intelligentsia. This paper examines the role of art collectors and art collections in Russian 

émigré communities. It focuses on the Whitney collections and Whitney’s circle of friends, 

but it also touches on European collectors, in particular Rene Guerra in France. 

 

 

Francesco Lovino (Institute of Art History, Academy of Sciences of the Czech 

Republic, Prague)  

The Seminarium Kondakovianum, or a Rediscovery of Byzantium in Prague 

 

Leaving Petrograd after the Bolshevik Revolution, the Russian art historian Nikodim 

Pavlovič Kondakov moved to Constantinople and Sofia before establishing himself in 

Prague in 1923. Around him there developed a small community of émigré scholars who 

attended his lectures and seminars at the Charles University, and also met him regularly at 

his home to discuss art history. A few months after the death of Kondakov in February 

1925, his pupils founded the Seminarium Kondakovianum in honor of their master. The 

main purpose of the new-born seminar was to publish the complete writings of Kondakov, 

but they also started to print a periodical devoted to Byzantine culture. This small 

community of Russian émigrés found a fecund place to construct a new vision of the 

Byzantine past in the capital city of new-born Czechoslovakia. Far from Russia, where 

Byzantium was still considered as an element of the national identity, they developed a 

new approach to the subject, and the Byzantine Millennium became a part of a 

multicultural European and Mediterranean experience instead of a monolithic 

representation of power and culture. My presentation will focus on this key moment of the 

historiography of art and will investigate how the conditions of the émigré art historians 

who founded the Seminarium Kondakovianum influenced their innovative and 

unprecedented understanding of Byzantine culture. 

 

Marina Dmitrieva (GWZO Leipzig, Germany)  

The Kondakov Institute of Russian Exiles in Prague: Transnational Context and 

Interactions 
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The Kondakov Institute (Seminarium Kondakovianum), which was founded in 1925 by 

Russian exiled scholars in Prague and existed until 1952, was a center for the study of the 

art and archaeology of the former Russian empire with an emphasis on Russian sacral art 

and nomadic cultures. With its dedicated library and archive specialising in art and 

photography, a series of publications (such as Zografika, devoted to questions of 

iconography, and Skythika, oriented toward Eurasian studies) and public lectures, it was 

intended as a space of cultural memory of and knowledge about the sunken Russian 

Empire in times of Bolshevik rule. It lends itself for comparison with another 

contemporaneous Russian institute in exile, the Nicholas Roerich Master Institute of 

United Arts in New York (1921-1937). Juxtaposing the two exiled institutions makes it 

possible to investigate how these different scholarly communities of art historians 

reconstituted themselves in response to the economic and political conditions of exile. The 

interactions of both institutions with scientific, cultural and political institutions in their 

host countries, as well as in the Soviet Union itself, make visible the range of art historical 

and artistic strategies that exiles had developed. By analysing the narrative of Russian art 

which was developed by the Kondakov Institute, the paper will focus on the transnational 

paradigm of interwar Eurasianism, located at the interface of science, esoteric pursuits and 

geopolitical aims. It also helps to understand the mechanism of building a canon of 

“Russian-ness” abroad. Looking at this community also opens up a perspective for 

understanding the roots of post-communist Neo-Eurasians concepts.  

 

 

Maria Podzorova (Université Paris-7, France)  

Russian Émigrés in the Popularisation of Soviet Art: The Example of George K. 

Loukomski 

 

George K. Loukomski (1884-1952) was a Russian artist, an art historian and an art critic 

who lived in tsarist Russia and Soviet Russia, in Germany, France, Italy and Great Britain. 

In the 1920s he emigrated to Europe but remained interested in Soviet art and Soviet 

cultural policy. Thus he became a strong supporter of Soviet art and of Soviet artists 

exhibited abroad, but also of the Socialist realism in the 1930s and 1940s. At the same time 

he had several contacts with the white emigration and found these contacts quite precious. 

He was also an art historian, who published several books about Italian art, and a 

successful artist, who had several personal exhibitions in France and Great Britain. In my 

presentation I will talk about his role in the defense of Soviet art. Which type of art does he 

analyse? Which artists does he mention? In which way did he perceive this art and 

translate it for the European observer? How did his position of an émigré and his 

knowledge of Russian art and culture influence the general perception of Soviet art and 

artists in Europe? Based on the analysis of several books written by George Loukomski 

and published in Germany (Russisches Porzellan, 1924), France (L’art dans la Russie des 

Soviets, 1925; L’art decoratif russe, 1928), and Great-Britain (History of Modern Russian 

Painting 1840-1940, 1940), my presentation will try to answer these and other questions. 

 

Maria Lipatova (Bakhrushin State Central Theatre Museum, Russia)  

Russian Theatre in France. A View from the Theatre Museum of A. Bakhrushin 

 

Alexey Bakhrushin (1865-1929), the founder of the world’s first private theatre museum 

and its lifelong director, continued to add to the collection and to act as the museum’s 

administrator until his death. In 1928 Bakhrushin received the folder of N. Gontcharova’s 
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costume designs for Stravinsky’s ballet “Liturgia” (1915, unrealized). In the museum’s 

archive we have several letters from Olga Chayanova about this purchase. Fortunately, this 

folder was preserved in the museum and now we can research, publish and exhibit his 

poshuar (stencil) drawings (in the Soviet Union such research was not possible and was 

even dangerous because of its subject). In the collection of the Theatre Museum of A. 

Bakhrushin there are other sets and costume designs for the “Ballets Russes” of S. 

Dyagilev – the drawings of N. Rerikh, A. Golovin, and B. Anisfeld. Today the museum 

has almost completed the history of Russian theatre in emigration. During the last twenty 

years the museum has received several items of Russian theatre artists who emigrated and 

worked in France in the 1910s-1920s, for example, the curtains, costumes and props for 

Rimsky-Korsakov’s ballet “The Golden Cockerel” (staged in the 1930s), produced 

according to K. Korovin’s designs. 

 

 

Biographical Notes (Art) 

 

Paul Weber is a philosopher and art historian living in Berlin. Along his presentations and 

publications are: Kandinsky’s Art Politics after the November Revolution in Germany, 

Conference St. Petersburg 2011; Kandinskys Pädagogik aus der Perspektive seiner Theorie 

der Verschiebung, in: Magdalena Droste (Hg.), Wassily Kandinsky. Lehrer am Bauhaus, 

Berlin 2014; Ludwig Mies van der Rohes frühe moderne Architekturentwürfe und Hans 

Vaihingers Philosophie des Als Ob, in: Kerstin Plüm (Hg.), Mies van der Rohe im Diskurs, 

Bielefeld 2013; Der Fußboden in der Halle von Mies van der Rohes Haus Kempner (1921-

23) und K. P. C. de Bazel, in: Rudolf Fischer, Wolf Tegethoff (Hg.), Modern Wohnen. 

Möbelkultur und Wohnkultur der Moderne, München (forthcoming).  

 

Elina Knorpp studierte Kunstgeschichte, Germanistik und Slavische Philologie in Köln. 

Ihre Forschungsschwerpunkte liegen im Bereich der Kunst vom 19. bis 21. Jahrhundert, 

insbesondere Avantgarde-Bewegungen und Wechselwirkungen mit angewandten Künsten 

sowie Bühnenbild und Fotografie. Sie war bei verschiedenen Ausstellungs- und 

Publikationsprojekten tätig und promoviert zur Zeit über das Schaffen Natal’ja Gončarovas 

im Exil.  

Элина Кнорпп закончила Кёльнский Университет по специальности история 

искусства, германистика и славянская филология. Искусствовед, научная деятельность 

в области искусства XIX-XX ст., авангарда, взаимоотношений с прикладным 

искусством, а так же сценографии и художественной фотографии. Участвовала в 

различных выставочных проектах и публикациях. Работает над диссертацией о 

творчестве Натальи Гончаровой в эмиграции. 

Pavel Pavlinov is a Moscow art historian and a relative of Zinaida Serebriakova. He studied 

at Moscow State University, department of art history, and worked as a scientific researcher 

at the Institute of the History and Theory of Visual Arts at the Russian Academy of Arts. He 

is currently a lecturer in art history in Moscow and the author of several publications on 

Zinaida Serebriakova,  Alexandre Benois and Eugène Lanceray. 

 

Lena M. Lencek, Professor of Russian and Humanities at Reed College, holds advanced 

degrees in Russian Language and Literature from Barnard College, and Slavic Languages 

and Literatures (Russian and Serbo-Croatian) from Harvard University. Her doctoral 

dissertation investigated the image of the poet in the lyrical poetry of the Russian symbolists 

(neo-romantics) Alexander Blok and Andrej Bely. Her subsequent teaching and research 
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centered on theories of the sublime; romantic self-formation, the art of political discourse, 

and Russian poetry and prose of the diaspora. She is completing a translation and scholarly 

introduction to Pavel Pavlovich Muratov’s Obrazy Italii: Images of Italy, on whose work 

she has lectured internationally. She is the author and co-author of a dozen books on various 

aspects of contemporary culture, including The Beach. A History of Paradise on Earth, the 

recipient of the 1999 The New York Times Notable Book of the Year award, and recipient of 

grants from, among others, the National Endowment for the Humanities, the Mellon 

Foundation, and the PEW Trust. Her most recent scholarly article is: Lencek, Lena M. 

(2015), “The Venetian Mirror: Pavel Pavlovich Muratov’s “Obrazy Italii” (1924) and the 

Literature of Art”, Znanie. Ponimanie. Umenie 12 (1): 344–358. 

 

Vita Susak holds a PhD in History of Art (State Institute of Art History, Moscow, 1997). 

She is the curator of the department of European Art (19th-20th centuries) in the Lviv 

National Gallery of Arts (Ukraine) where she organised 25 exhibitions. She is the member 

of ICOM, the International Council of Museums. Vita Susak is the author of numerous 

articles and presentations on Ukrainian, Polish, Jewish, and Russian modern art history. In 

2010 she published the monograph “Ukrainian Artists in Paris. 1900-1939” (in Ukrainian 

and in English); a French version appeared in 2012. 

Aysenur Guler is a Research Assistant in the Department of Art History at the Mimar Sinan 

Fine Arts University in Istanbul, where she has been a faculty member since 2011.  Ms. 

Guler completed her PhD at the Mimar Sinan Fine Arts University in 2014 and obtained her 

masters degree in art history at the same institution in 2009.  She holds a Bachelor of Arts 

degree in International Affairs from the George Washington University. Her dissertation 

focused on the life and works of Ibrahim Calli (1882-1960), the leading painter of the 1914 

Generation of Turkish artists. She has published numerous articles in Turkish on Alexis 

Gritchenko, the Russian artist of Ukrainian origin, and his relation to the Turkish artists of 

the 1914 Generation during his sojourn in Istanbul (1919-1921). Ms. Guler’s research 

interest lies in the area of the early 20
th

-century Turkish painting and 18-19
th

-century 

European painting and sculpture. 

Giuseppina Giuliano received a B.A. degree in Russian Language and Literature (110/110 

cum laude) from the University of Salerno in 2002. She defended her Ph.D. in Slavic 

Studies at the University of Rome “La Sapienza” in 2007. Since 2007 she participates in a 

scientific project devoted to the Russian emigration of the 20th century in Italy 

(www.russinitalia.it). Giuseppina Giuliano has taught Russian language, Russian literature 

and Russian culture at the University of Siena (2012-2015). She is currently a researcher of 

Russian Language at the University of Salerno. Research topics: Russian symbolism (in 

particular Andrey Bely), Russian emigration, Russian musical theatre of the early 19th 

century. 

 

Matteo Bertelé studied Russian, German and Art History at Ca’ Foscari University of 

Venice, at Humboldt Universität in Berlin and at the Russian State University for 

Humanities (RGGU) in Moscow. Since 2011 he is a Post-doc Research Fellow at the 

Department of Philosophy and Cultural Heritage at Ca’ Foscari University, and Scientific 

Secretary at the Centre of Studies of Russian Arts, where he curated or coordinated 20 

exhibitions of Russian, Soviet and Post-Soviet art. The results of his Ph.D thesis are 

included in Russian Artists at the Venice Biennale 1895-1913, receiving “Best book of the 

year” award in 2014 by The Art Newspaper Russia. Since 2006 he is a member of the 

Research group “Russkie v Italii” (www.russinitalia.it).  

http://www.webcitation.org/6XoBelSsV
http://www.webcitation.org/6XoBelSsV
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Nadezhda Stanulevich received her Diplôme de langue et civilisation françaises from the 

Collège universitaire français at St. Petersburg State University in 2011. She is currently 

working on her candidate’s dissertation “S.M. Prokudin-Gorsky and his contribution to the 

development of colour photography” at St. Petersburg State University of 

Telecommunications. Since 2011 she is Curator of Photographic Collection at the Russian 

Academy of Fine Arts Museum. In 2014 she was awarded the Scholarship for Research on 

the History and Theory of Photography from the Börje and Dagmar Söderholm Fund 

(€3000) for her work on “Russian photographers in the Finnish state collections”. 

Kateryna Lobodenko est doctorante en art et médias à l’Université de la Sorbonne 

Nouvelle, Paris 3 (France). Titulaire d’un double cursus en études cinématographiques et en 

sciences de la communication et de l’information, elle s’intéresse à l’esthétique de l’image 

satirique fixe et mouvante, au patrimoine artistique et à la presse des émigrés russes en 

France. Sa thèse, dirigée par Mme. Marie-Christine Autant-Mathieu, porte sur les 

représentations identitaires et la figure de l’émigré dans la caricature russe en France entre 

1920 et 1939. Son mémoire de Master, La Pensée Russe 1947 – 1977: un média à voix 

haute, est paru aux éditions TheBookEdition (Lille) en octobre 2010. 

 

Olga Furman is a researcher at the Tretyakov Gallery, Moscow, Department of Russian Art 

of the first half of the XXth century (since 2012). Prior to that she defended her PhD 

(candidate’s) dissertation at Lomonosov Moscow State University, Faculty of Art History. 

She is a regular participant in international conferences (the latest one being Russian Art: 

Exhibitions, Collections and Archives. The Courtauld Institute of Art, London. March 2014), 

and she has taken part in the international exchange program with the Paris-Sorbonne 

University (February-June, 2015). She is the author of several publications.  

 

Lovorka Magaš Bilandžić (born 1981) teaches courses on modern and contemporary art at 

the Faculty of Humanities and Social Sciences, University of Zagreb, since 2006. She is 

currently an associate researcher in the research projects Croatia and Central Europe: Art 

and Politics in the Late Modern Period, Parisian Art Scene and Croatian Modern Art, 

Bauhaus − Networking Ideas and Practice and German-Croatian Artist’s Relations as a 

Part of International Artistic Networks in the 20th Century. She is the author of several 

retrospective and group exhibitions, regularly participates in scientific conferences and 

publishes papers on modern and contemporary art, particularly graphic art, graphic and stage 

design, photography and history of exhibitions. 

 

Lina Bernstein received her doctoral degree in comparative literature from the University 

of Massachusetts. She then taught Russian and comparative literature at Franklin and 

Marshall College and published on topics in Russian cultural history spanning the eighteenth 

through twentieth centuries, including a monograph on Nikolai Gogol’s last book, which 

considered the book’s reception history and cultural significance. Subsequent essays have 

been on topics in art and literature and the individuals who created them, including 

nineteenth-century Russian salon culture, Russian letter manuals, and eighteenth-century 

Russian merchant portraits. She is currently writing a biography of the Russian/Indian artist 

Magda Nachman. 

 

Dr Jeremy Howard is Senior Lecturer in Art History, University of St Andrews. 

Specialising in Russian art as well as relationships between art and education, he is the 

author of The Union of Youth: An Artists’ Society of the Russian Avant-Garde (1992), East 

European Art (2006) and co-author of Vladimir Markov and Russian Primitivism (2015). 
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Tatiana Teterevleva is Associate Professor at the Russian History Department of the 

Northern (Arctic) Federal University (Arkhangelsk, Russia). Her PhD dissertation defended 

at the Arctic Federal University in 1997 was focused on the genesis and adaptation processes 

of the northern part of the Russian post-revolutionary emigration between 1918 and the 

1930s. Her main fields of research are the Russian Diaspora in the Nordic countries and the 

history and historiography of the Russian emigration. 

 

Dr. Hikaru Ogura is a research fellow of Slavic literature at the University of Tokyo. 

Her research interests include Russian and Polish émigré culture, modernism, and Polish 

literature after the Revolution of 1989. She is the author of articles on Russian symbolism, 

Russian émigré writers in Paris, the literature of “Young Poland” and Polish contemporary 

literature. She is the translator of the Polish writer Olga Tokarczuk’s book “House of Day, 

House of Night (Dom dzienny, dom nocny)” and “Runners (Bieguni)”. 

 

Zinaida Starodubtseva is a Moscow art historian and the editor and author of 2 books: 

Russian artists abroad. Russian Berlin, Jerusalem, London, New-York, Paris. 1970-2015, 

Moscow, NLO publishers (450 pages, coming soon), and Russian art abroad. 2nd half of the 

20th - beginning of the 21th century, Moscow, NCCA, 2010 (365 pages). She is also the 

author of 10 publications on Russian artists abroad in art magazines and conference 

materials. She holds diplomas of MSc in Art Management from R. Gordon University, UK 

(2000), and MFA in Art History from Academy of Fine Arts, St. Petersburg (1992). 

 

Olga Keller graduated in Art History and Slavic Literature in 2012 from Justus-Liebig-

University (Giessen). During her academic study she was active as a Tutor and Student 

Assistant (Faculty of Art History). In 2011 she participated in the project “Surreal Objects” 

at Kunsthalle Schirn Frankfurt.  Since 2013 she is a doctoral candidate at Justus-Liebig-

University. Her Ph.D. dissertation “Reception and Revision of Soviet-Russian Art: Ilya 

Kabakov as an exceptional phenomenon?” is supervised by Prof. Dr. Marcel Baumgartner. 

Dr. Tamara A. Galeeva is the Director of the Department of Art History and Cultural 

Studies at the Ural Federal University, Ekaterinburg, Russia. She is a member of the Art 

Critics and Art Historians Association of CEE (AIS) and of the International Association of 

Art Critics (AICA, UNESCO). She is the author of several publications, as well as of the 

monograph Boris Dmitrievich Grigoriev (1886-1939), St. Petersburg, 2007, 480 p. (in 

Russian). 

 

Nicola Kozicharow is currently finishing her PhD in the History of Art Department at the 

University of Cambridge. She is supervised by Dr Rosalind P. Blakesley, and her 

dissertation title is “Dmitrii Stelletskii and Filipp Maliavin in Emigration: Dreaming of 

Russia and Resisting Change”. Her article on Stelletskii’s book illustration in emigration is 

forthcoming in Word & Image. She is currently working with Louise Hardiman on an edited 

collection of essays, Modernism and the Spiritual in Russian Art, forthcoming in 2015.  

Bettina Jungen received her Ph.D. from the University of Zurich. In her thesis she 

examined the life and work of the Soviet sculptor Vera Mukhina (1889-1953). She has 

taught the history of Russian art and courses on a variety of art historical topics at the 

Universities of Zurich and Basel and at other public and private schools. Since 2009 she is 

Curator of Russian Art at the Mead Art Museum at Amherst college, MA, USA, where she 

researches a collection of some 800 works ranging from the late 19
th

 to the 21
st
 century. 

Recently, Bettina curated the exhibitions “КИНЕТИЧЕСКИЕ РИТМЫ. The Dynamic 
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Spirit of Russian Modernism” and “Images of the Unimaginable. Art from the First World 

War”. Her upcoming projects are a collection catalogue of the Thomas P. Whitney 

collection of Russian art at Amherst College and an exhibition from this collection. 

 

Francesco Lovino has recently defended his PhD at the University of Padua, with doctoral 

research on the illustrations of the Greek provincial manuscripts preserved in the Biblioteca 

Nazionale Marciana of Venice. He is now in the first stages of a new research project, 

focused on the cultural heritage of Nikodim P. Kondakov in the life and studies of his 

pupils, especially of those of them who followed their master in Prague and founded the 

Seminarium Kondakovianum. Francesco Lovino has edited the book Objects of Memory, 

Memory of Objects (Brno, Munipress 2014) and curated the conference Arte in viaggio 

(Padua, 5-6 June 2013). 

Marina Dmitrieva is Senior Researcher in Art History at the Centre of History and Culture 

of East Central Europe (GWZO) in Leipzig, Germany. Her fields of interest include urban 

visual culture in Central and Eastern Europe from the Renaissance to the historical avant-

garde, and the historiography of art. Before joining the Leipzig Centre, she was a researcher 

at the Institute of Art History in Moscow and has taught at the universities of Freiburg i. Br., 

Basel, Hamburg and Bremen in Germany. She is currently involved in a research project on 

the utopian imagination in Central and Eastern Europe, working on a project about artist’s 

colonies in Eastern Europe.  

 

Maria Podzorova is a second year PhD student at the Univerity Paris 7 – Paris Diderot 

(history) and University Paris 1 – Paris Sorbonne (history of art), working on the project « 

Art Diplomacy of Soviet Union towards the West in the 1920s and 1930s ». She has 

participated in numerous conferences, e.g. Zweites Internationales Doktorandenforum für 

die Kunstgeschichte des östlichen Europas, Berlin, Germany, 2015; the Annual Conference 

of the British Association for Slavonic and East European Studies, Cambridge, UK, 2015; 

Colloque Partis politiques et relations internationales à l’époque contemporaine, Paris-

Diderot - Paris 7 France, 2014; the 4th European Congress on World and Global History, 

ENS, Paris, 2014 and the Colloque international La Fabrique du soviétique dans les arts et 

la culture, INHA, Paris, 2013. 

Maria Lipatova graduated from Moscow State University (History of Russian art 

department). She is a member of the Association of Art Critics and Historians, Senior 

researcher and curator of the Fund of Soviet and contemporary theatre at the Bakhrushin 

State Central Theatre Museum (ICOM member). She is the author of many articles devoted 

to the artists of Russian theatre of the 20th century. 

 


