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Introduction
Good fortune again strikes the creative destiny
of Alexander Bogomazov and, not for the first
time, this event is associated with Maastricht
and, in particular, TEFAF 2019.
James Butterwick, a passionate connoisseur
of Bogomazov and an effective populariser of his
work, is again showing a new exhibition of the
artist’s works.
In James’ previous 2016 catalogue I shared my
memories (as the artist’s granddaughter) about
the house where my grandfather (Sanya) and
grandmother (Wanda) lived. It was also where the
parents of my grandmother and her sisters and
brother lived; where my mother (Asya) was born;
and where I lived until the age of 13. I recounted
that which I knew about the life and work of my
grandfather between 1913 and 1930.
This time, it is interesting that the works
chosen by James Butterwick are grouped as
follows: Wanda and her family, Kiev, Caucasus
and Sawyers. To revive these stages of his
creativity I am using direct quotations of the
artist himself, together with those of his wife,
Wanda and daughter, Asya. Thanks to his diaries
and letters we have such an opportunity and I
hope that these live passages will help viewers
if not to travel in time, then at least to feel his
breath and intonation open the ‘portals’ of his
wonderful paintings.
Wanda: Bogomazov (Sanya) to Wanda: The
bonds of beauty have connected our souls... The
mystery of spiritual marriage has been made by the
twinkling stars in their transparent depths... In some
magical way, Fate has tied the knot of my existence to
this subtle, exquisite, good, sensitive girl. Wanda to
Sanya: I would like to say that you are not an ordinary
mortal in art, that your works are majestic and deeply
beautiful, that in them is the passionate power of line,
that in them is the movement of all the particles of the
world, that they are mysterious, as mysterious as the
power of everything that lives and exists in the visible
world and in the world that sees thought and soul.

Tea Kettle (detail), 1914

4

chair sat father, deep in work... In our short moments
of rest, we hastened into the forest. He took great
interest in telling me about everything in
the forest.

Kiev: Bogomazov: Kiev is, in the plasticity of its
volume, full of beautiful diverse deep dynamism. Here
the streets are resting on the sky. Forms are elastic.
Lines are energetic. They fall, break, sing and play.
Look at our stone box-houses and you will feel the
amplified movement of upwards mass. Look into a
small one-storey house - how it bends to the ground,
how it wants to crawl to the sides. And how sharp and
strong does the angle of the corner of an iron roof strike
a quiet group of green trees!

I rejoice that my grandfather continues to live
in exhibitions (he lived only 50 years on earth).
and I am happy to witness such times. I thank
James Butterwick and TEFAF for hosting the
exhibition of Alexander Bogomazov and for their
understanding and reverence for this original
and great artist.

Caucasus: Bogomazov to Wanda: If you could see
what a wonderful mountain view we have from our
balcony. The air is transparent, visible afar and all form
appears to have blossomed in amazing luxuriousness.
It is so strong, sonorous... a little bit further in the
distance the blue top of some mountain can be seen.
The soul responds to all this beauty and rejoices... I
want to own it and, listening to its voice, I want to
glorify it consciously and with my art. I want to devote
my loud songs to her and, in her honour, to make my
own picturesque rhymes... I feel that I can, that I am in
power, that a little time will pass and I will sing freely!

Tatiana Popova
Granddaughter of A. Bogomazov

Sawyers: Asya, Bogomazov’s daughter: My
father worked a lot, took part in public life, though his
day was structured almost to the minute because of
the strict regime associated with his tuberculosis...but
he had time for my upbringing. He made a wonderful
alphabet with each letter, carefully drawn, placed
on a 5 x 5 cm piece of paper on the background of a
subject which began with this letter. The figures were
written on paper mugs. He worked with me and I was
immediately admitted to school in the second grade.
Every summer we travelled to Boyarka to the dacha...
one of the best times in my life...we breakfasted early,
my father took a folding chair, and we set off to the
construction which was carried out in the meadow of a
felled forest. The glade was covered with fresh sawdust,
the logs seemed to be ringing in the sun, resinous,
shiny. The figures of workers on these log structures
seemed huge against a background of bright blue sky.
The high sound of a saw rang in the air. Nearby, in a
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Left-hand Drive
TEFAF 2019 hosts an unprecedented overview of Bogomazov’s career
By Simon Hewitt

WANDA
daily Kievskaya Mysl, one of Tsarist Russia’s bestselling provincial newspapers. The trip yielded a
number of romantic, White Night drawings and
watercolours of scenic highlights near Vyborg
– including Monrepos Park, the three-towered
Olavinlinna Castle in Savonlinna, and the islanddotted Lake Saimaa... whose ‘fairy-tale beauty’
had been extolled by Maxim Gorky (another
Kievskaya Mysl contributor) when he fled there
after the 1905 Revolution. The lake likewise
influenced the romantically inclined artist to
dedicate the drawing, shown here at TEFAF, to
his future wife.
Bogomazov rendered the ‘murmuring’ leaves
and branches above Lake Saimaa by using freer
brushwork than in other drawings, whose linear
precision (and enigmatic mood) sometimes nod
towards Aubrey Beardsley. Another Western
black-and-white influence, if a 1912 lithograph
of a Woman by a Samovar is anything to go by,
was Félix Vallotton.

JAMES BUTTERWICK’S 61-work TEFAF
exhibition is one of the largest Bogomazov shows
ever staged – encompassing eight oils, one
lithograph, one gouache and and 51 drawings.
Sixteen of these are studies for his last major
work, the triptych Sawyers, and are contextualised
by a specially commissioned reconstruction
of the triptych’s left-hand section. This
remained unpainted when Bogomazov died from
tuberculosis in June 1930.
The earliest work in
the TEFAF exhibition
dates from 1908: a small
Divisionist oil Portrait
of a Young Girl, probably
Bogomazov’s future wife
Wanda Monastyrska
(1888-1982), whom he
had just met at art
school in Kiev.

Portrait of A Young Girl (Wanda Monastyrska), 1908

Bogomazov had spent the previous summer
in Crimea with Alexis Grichenko and Vladimir
Denisov, fellow-students in the Kiev studio of
Sergei Svetoslavsky. They rented a wooden house
in Vorontsovsky Park just outside Alupka, 8 miles
south-west of Yalta, and sketched from dawn
till dusk. Bogomazov thereupon left for Moscow,
studying under Konstantin Yuon and Fyodor
Rerberg (alongside Malevich), before returning
to Kiev in 1908 to participate in the city’s first
Modernist exhibition, Zveno (‘The Link’).
In Summer 1911, after graduating from art
school, Bogomazov continued his travels –
catching a train north to Karelia on what was
purportedly an assignment for the left-leaning

Wanda Reading, 1911

6

Portrait of Wanda, 1907-08
Oil on canvas
41.5 x 33.5 cm
Private collection, Moscow
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Kreshchatik, 1914, Charcoal on paper, 30 x 33.5 cm
Private collection, Netherlands

Kreshchatik, 1914, Charcoal on paper, 30.2 x 32.3 cm
Kröller-Müller Museum, Otterlo, Netherlands

Bogomazov’s marriage to Wanda in August
1913 detonated what Dmytro Horbachov has
called an ‘explosion of creativity.’ Wanda is the
subject of another five works at TEFAF – one in
ink, one in pastel and three (from 1914/15) in
Cubo-Futurist charcoal, whose semi-abstract
style represents a swift evolution from the more
figurative approach of two deftly drawn 1913
portraits of a young man and an old man, the
latter being Wanda’s father Vitold.
Bogomazov once described art as ‘endless
rhythm’ (he devoted a ten-page chapter to
Rhythm in his 1914 62-page treatise Painting
& Elements) and likened painting to ‘decisive
musical chords’. He was an enthusiastic amateur
musician, and sometimes chose musical subjects
– as three drawings from 1913-15 testify: Artist
Playing Piano, Cellist and Violinist. Each musician
performs with self-absorbed gusto – the cellist
outdoors, at one with Nature in a setting of
Mahlerian grandeur.
Bogomazov first came to Kiev from eastern
Ukraine to attend high school as an 1890s
teenager. He relished the city’s ‘diverse,
profound dynamism’ and ‘forceful, energetic
lines, with streets thrusting into the sky’. In
1915, from his back window, he dashed off a

pencil View of Kiev looking across the nearby
ravine, towards the River Dniepr a mile away. An
ink Interior with Lamp (1913) and red chalk Interior
with Chair (1914) look down on the street on the
other side of the building.
Four other views of Kiev (three in charcoal,
one in red chalk) date from 1913/14 and focus
on the city’s main avenue Kreshchatik – where
Bogomazov, with 88 works, was the star of the
giant Koltso (Circle) exhibition that opened on
23 February 1914. One visitor was Futurist poet
Alexei Kruchenykh, the husband of artist Olga
Rozanova, whose vibrantly stylised cityscapes of
1913/14 have much in common with Bogomazov’s
work of the time.
Bogomazov’s artistic rhythm careered full
steam ahead when depicting the trains that
sped past his dacha – as in his 1913 ink drawing
Locomotive – Boyarka and his 1915 charcoal
Cubo-Futurist Composition (Locomotive). Four
quasi-abstract charcoal drawings from 1915
reflect his interest in geometry, notably CuboFuturist Composition with Circle and Cubo-Futurist
Composition with Triangle. Bogomazov termed
the circle a ‘complete form’ and praised the
triangle’s ‘powerful intensity’.
His Cubo-Futurist still lifes are still in name
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Market, 1914, Oil on canvas, 110 x 95 cm. Collection of Konstantin Grigorishin, Moscow

The market was held on what is now
Lvovskaya Ploschad (Lvov Square) at the top of
Voznesensky Spusk (Voznesensky Descent) – the
street where Bogomazov lived with Wanda and
her family in a large-windowed brick apartmentblock built in 1895. This still stands, just 100 yards
from the Kiev Art Institute (designed by Evgeny

only: his red chalk Still Life with a Samovar and
oil-on-canvas Tea Kettle crackle with an energy
whose searing angularity contrasts with the
round-formed Pears & Apples that bring to mind
his 1914 oil sketch of Kiev Haymarket – itself a
study for a larger painting now in the collection
of Konstantin Grigorishin.
9

One sketch features an urban background formed
by sharp diagonals; one has a backcloth of trees,
another a more simple, plain, white background,
whilst a flurry of diagonals lend taut energy to
Yaroslava Reading. Although she is lying down, the
work is instilled with latent energy: her book is
sharply pointed, her elbows form triangles, and
her legs are athletically bent at the knee.

and 1925. Yet his 1926 pencil Portrait of Sergei
Rudich (husband of Wanda’s younger sister
Anna) reveals unimpaired mastery of (swirling)
line, while three slightly later pencil drawings
featuring his daughter retain all his hallmark
angular dynamics.
In two of these she is playing diabolo, a
children’s game that involves spinning a bobbin
on a piece of string. In each sketch the string
forms a V and the spinning bobbin a circular blur.

18 Vosnesensky Descent today – the Monastyrsky/Bogomazov
apartment (flat 5) is third floor on the left

National Academy of Arts, Kiev today

Yermakov as the Kiev Theological Seminary in
1901) where Bogomazov taught from 1922 until
his death, and which now houses the National
Academy of Arts.
In 1915 Bogomazov left Kiev to teach art in
Geryusi (now Goris), a small town in south-east
Armenia. ‘The air is clear, you can see for miles,
and everything seems in blossom,’ he purred to
his wife. Works from his productive stay include
a bright 1915 painting The Caucasus and a 1916
charcoal View of the Caucasus as seen from his
balcony. He returned to Kiev in early 1917 for the
birth of his daughter Yaroslava before heading
100 miles south-east to Zolotonosha for another
teaching job.
The anti-Establishment Bogomazov
welcomed the October Revolution, joining
Alexandra Exter in Agitprop decoration of trains
and boats. His speech to the first All-Ukrainian
Artists’ Congress in June 1918 was that of a
fiercely patriotic Ukrainian, slamming art schools
for sticking to ‘guidelines from the North’ (i.e.
Russia) where ‘the spirit of Academism destroys
the mind’ and young Ukrainian artists had been
‘deprived of their individuality, their souls
poisoned’.
With his next years racked by tuberculosis,
necessitating annual treatment in Yalta,
Bogomazov produced few works between 1920

Still Life with Flowers 1914, oil on canvas, 66.8 x 68 cm.
Collection of Natalia Kournikova, Moscow

Wanda and Yaroslava, Boyarka c. 1931
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Portrait of the Artist’s Daughter, Yaroslava, 1928. Oil on board, 59 x 59 cm
Private collection, Europe
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Wanda
and her Family
By James Butterwick

Portrait of Wanda Monastyrska, 1908
Oil on canvas, 36 x 24 cm
Private collection, Europe
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‘He courted Wanda for five years, was in torment for five years,
then suddenly…’
Dmytro Horbachov
face, there is interest, she is wary but attentive
The diffident Alexander Bogomazov was an
and Bogomazov’s portrait of her in front of a New
unlikely life partner for his bohemian fellowYear tree is intensely autobiographical. It is dated
artist, Wanda Monastyrska. Shy and reserved,
1911 – but we could be more precise and date it as
Bogomazov’s courting of Wanda was a touching,
late December 1911 or early January 1912? Perhaps
if at times painful episode. The gauche artist
the drawing denotes a breakthrough? Perhaps
fell madly in love at first sight and his pursuit
Wanda had been won over by Bogomazov’s
of Wanda appears to have become his raison
letters?
d’etre in a bizarre parallel search for his artistic
The ink drawing of the Sound of Saimaa from
voice, the one closely associated with the other.
1911 contains a most lyrical dedication, capable
For Bogomazov, the successful pursuit of Wanda
of melting the heart of
freed his creative spirit
even the most resistant.
and there seems to have
The Russian word that
been three phases in his
Bogomazov uses in his
artistic development,
dedication is напъвы,
dependent upon his
success with his future
meaning ballad, refrain,
spouse - shy pursuit,
melody, not the more
light at the end of the
common word for song
tunnel and, finally, the
in Russian, песни. Surely
‘creative explosion’
this choice of words is
which took hold of the
instructive? Every word
artist after their marriage
mattered in his pursuit,
in Boyarka in August 1913.
every syllable, as even the
There are tales of the
merest rustle of trees, the
pursuit. Bogomazov
lapping of water was enough
would hide behind a
to stir the artist’s heart.
Portrait of Wanda Monastyrska, 1911, Indian ink and whitener
tree at the Academy of
By 1913 Bogomazov
on paper, 28.5 x 29.5 cm, Private collection, Budapest
Arts waiting for Wanda
was more sure of himself
to emerge and then accidentally bump into
- he had won her over. His quasi-intellectual
her, but such an approach was ineffective. The
approach to romance had succeeded but it is
early Pointillist portrait of his beloved shows a
only by 1914, and we have numerous examples,
figure utterly distant from the artist, gazing in
that the creative gloves are off and Bogomazov
an abstract manner into the distance. Likewise,
can give free rein to his voice. Wanda in Profile is
another portrait from 1908 (illustrated on page 7),
from 1914 and consists of a few twists and flicks
is a tender adoration from afar, a representation
of the artist’s crayon. It is a wonderfully carefree
of the unattainable. The small pastel, exhibited
portrait, whereas a 1915 portrait has taken this
here at TEFAF, of Wanda reading is in the same
representation to another level entirely. Now the
vein. It is incorrectly dated 1913, but corresponds
artist is so confident in his feelings, so consumed
to a pen portrait from 1911. She is looking down,
with creative impulse that his work no longer
there is no contact with the artist. By late 1911,
shows his wife as a clear image, more a vehicle
however, there is a quizzical look in Wanda’s
for artistic statement.
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Portrait of t he Artist’s Wife, 1913. Charcoal on paper, 21 x 16.5 cm
Private collection, Netherlands

Seated Woman Reading (Wanda), 1913, Charcoal on paper, 21.5 x 18 cm
Private collection, Vienna

Likewise, Construction of the Rhythm of Forms
shown here at TEFAF is clearly a portrait and
one closely related to the famous 1914 portrait of
Wanda that was, in the words of the poet Yakov
Yadov-Ortuta, ‘reason for divorce’.
It seems odd, and there is no logical
explanation, that there are no other portraits
of Wanda post-1915 but this ‘diminutive, soft
and delicate woman’, as recalled by Dmytro
Horbachov, was responsible for keeping her
husband’s legacy alive. When the Germans
took Kiev in the autumn of 1941, Wanda packed
her late husband’s entire oeuvre into a trunk,
placed it upon a cart and personally wheeled
the contraption 15 miles outside of the city to
relatives in Svyatoshino. When the Germans left,
she repeated the journey in reverse.
Wanda outlived her husband by 54 years. It was
as if she created the genius of Bogomazov and,
having done so, spent the remainder of her life in
its preservation.

Woman Reading, 1914, Red chalk on paper, 30.5 x 28.5 cm
Sammlung Ellen & Michael Ringier, Zurich
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Portrait of A Young Girl (Wanda Monastyrska), 1908
Oil on canvas
35 x 24 cm

PROVENANCE
Artist’s family, Kiev
Private collection, Munich
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Wanda Monastyrska in front of a New Year Tree, 1911
Indian ink & whitener on paper
15 x 27 cm
Signed АБ bottom centre-right

PROVENANCE
Artist’s family, Kiev
E. Dymshyts, Kiev

EXHIBITED
Alexander Bogomazov – St Petersburg, State Russian Museum, 22 May – 22 July 2008 (p.65, ill.)
Alexander Bogomazov – TEFAF, Maastricht, 11–20 March 2016 (p.23, ill.)
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Finnish Landscape, the Sound of Saimaa, 1911
Pen and ink on paper
32.5 x 36.5 cm
Signed & dated 18 dec 1911 АБ bottom left and inscribed Saimaa made a noise and, listening to its melodies,
I thought of you….

PROVENANCE
Artist’s family, Kiev
E. Dymshyts, Kiev
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Wanda Reading, 1911
Pastel on paper
27.5 x 13 cm
Signed & dated АБ 1913 upper right

PROVENANCE
Artist’s widow, Kiev
NikitaLobanov-Rostovsky
Acquired by Margo Schab, New York in 1974
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Portrait of Vitold Monastyrsky, the Artist’s Father-in-law, 1913
Charcoal on paper
40.4 x 30.3 cm
Signed АБ 1913 bottom centre

PROVENANCE
Artist’s family, Kiev
E. Dymshyts, Kiev

EXHIBITED
Alexander Bogomazov – St Petersburg, State Russian Museum, 22 May – 22 July 2008 (p.70, ill.)
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Wanda in Profile, 1914
Charcoal on paper
36 x 29 cm
Signed & dated АБ 1914 lower right

PROVENANCE
Artist’s family, Kiev
D. Horbachov, Kiev

EXHIBITED
Alexander Bogomazov – TEFAF, Maastricht, 11–20 March 2016 (p.31, ill.)
From Utopia to Tragedy. Ukrainian Avant-Garde 1914-1934 – TEFAF, Maastricht, 10-19 March 2017 (p.15, ill.)
Postponed Futures – GRAD, London, 26 April - 24 June 2017 (pp.44-45, ill.)
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Portrait of the Artist’s Wife, 1915
Charcoal on paper
21.8 x 22.2 cm
Signed & dated 1915 АБ top right

PROVENANCE
Artist’s widow, Kiev
Nikita Lobanov-Rostovsky
Martin Muller, San Francisco

EXHIBITED

Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
Alexander Bogomazov – TEFAF, Maastricht, 11–20 March 2016 (p.33, ill.)
Postponed Futures – GRAD, London, 26 April - 24 June 2017 (p.32, ill.)
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Portrait of the Artist’s Brother-in-law, Sergei Rudich, 1926
Pencil on paper
32 x 27 cm
Signed & dated 26 АБ lower right

PROVENANCE
Artist’s family, Kiev
Igor Dichenko, Kiev
Korners Auction House, Kiev
Private collection, Kiev

EXHIBITED
Alexander Bogomazov – TEFAF, Maastricht, 11–20 March 2016 (p.73, ill.)
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The Artist’s Daughter, Yaroslava Reading, 1920s
Pencil on paper
21.9 x 20 cm
Inscribed Asya bottom right

PROVENANCE
Artist’s family, Kiev
E. Dymshyts, Kiev
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The Artist’s Daughter, Yaroslava playing Diabolo, 1928
Pencil on paper
20 x 18 cm

PROVENANCE
Artist’s family
Martin Muller, San Francisco

EXHIBITED
Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
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The Artist’s Daughter, Yaroslava playing Diabolo, 1928
Pencil on paper
21 x 16 cm

PROVENANCE
Artist’s family
Martin Muller, San Francisco

EXHIBITED
Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
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Kiev & Environs
The Studio
“Alexander Bogomazov is the only true Futurist
of the Russian Avant-Garde outside Moscow’
Andrei Nakov

Study for Haymarket, Kiev, 1914
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Art historian Andrei Nakov recalls a visit to Kiev in 1973
the article about Bogomazov not only did I write
about the pictorial quality of his work but also
underlined the great importance of his theoretical
texts:
‘Forming his ideas from the concept of the
projective dynamic perception of Larionov and
the Italian Futurists, Bogomazov clarified on both
the theoretical level and his pictorial practice
certain logical conclusions resulting from Futurist
assumptions which neither Larionov nor the
Italians had been able to achieve.’

1. When did you first become aware of Bogomazov
and how?
I first learned about Bogomazov from sales
catalogues. On the 29th of March 1973 four
Bogomazov watercolours were offered for sale
by Sotheby’s London (lot nos. 18, 63, 64, 69).
Previously he was practically unknown in the West.
2. When did you first physically see his work?
In 1973 London-based Fisher Fine Arts gallery
was organizing a group to show Tatlin’s Dream:
Russian Suprematist and Constructivist Art 19101923 featuring works by Exter, Goncharova,
Kliun, Larionov, Malevich, Popova, Bogomazov
and many other artists. Harry and Wolfgang
Fisher proposed me to write the catalogue’s
texts. Concerning Bogomazov, we selected seven
works including two oils and four charcoals. In

3. When did you make your first visit to Kiev?
The same year, in 1973, I also went for the first
time in my life to Kiev, and there I saw a number
of Bogomazov’s works from private collections.
At that time there were three or four collectors of
Avant-Garde art in Kiev. Sigalov was considered
as the dean of the collectors in Kiev. Another two

Locomotive, 1915. Charcoal on paper, 30 x 26 cm.
Kröller-Müller Museum, Otterlo, Netherlands

Gluboshitsa – Kiev, 1914. Oil on canvas. 60.5 x 48.7 cm.

5. In what condition was Bogomazov’s art? How
much did Wanda show you and what were your
impressions?

important collectors were literature critic Yuri
Ivakin who owned several Cubo-Futurist paintings
and journalist Igor Dytchenko who showed me
several important drawings at his home.

His works were stored in her apartment, in
rather decent condition. Many paintings had
been sold, but she still had some oils and several
gouaches, watercolours and drawings.

4. Please can you give us your recollections of
Wanda, Bogomazov’s widow?
I was taken to Wanda by Dmytro Horbachov,
an art historian who still works in Kiev. I saw
Wanda several times during my first trip to Kiev
and a few more times in the mid 1970s.
She was extremely enthusiastic about the
work of her husband. Like many other artist’s
widows (for example Nina Kandinsky or Sonia
Delaunay), she was completely devoted to the
promotion of her husband’s legacy. The main
purpose of her life was to make Bogomazov’s
work known far beyond Kiev. When I first saw
her, a few art historians may already Sonia shown
some interest in the work of her husband, but his
name was still completely unknown outside Kiev.
Considering my international reputation, Wanda
offered me an extremely warm welcome. The first
meeting was so touching and overwhelming that
she even cried. I asked her many questions about
Bogomazov’s early years, his Caucasus period and
especially his relationship to Alexandra Exter, an
important subject for me and a major one for the
art in Kiev.

Wanda, 1912-13

Tramway, 1914. Oil on canvas, 142 x 74 cm.
Dudakov & Kashuro Collection, Moscow

Private collection, Moscow
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6. Did you discuss Bogomazov’s theory of painting
with Wanda?
Yes, we discussed Panting and its Elements,
an important theoretical treatise written by
Bogomazov during the summer of 1914. Wanda
showed me the original manuscript, which I
later studied in more detail at the State Archives
of Art and Literature in Kiev. I was amazed
by the artist’s unique ideas of psychological
justifications of forms in his art. Among the
highlights of this treatise is Bogomazov’s
invention of the black square as the ‘totality of
signs in art’, anticipating Malevich’s Black Square
by one year (to my personal knowledge there was
no single article about S uprematism in Kiev’s
newspapers until 1918). The very first publication
of Painting and its Elements took place in 1991
when I included it in the Bogomazov exhibition
catalogue I prepared for Toulouse. However, it
should be mentioned that the illustrations related
to the treatise remain unpublished.

8. Where do you place Bogomazov now in the
pantheon of the Avant-Garde?
I believe his name has been very successfully
included in the history of modern art. Among the
artists that originated from Kiev he is the main
figure next to Alexandra Exter. I consider him as a
major Futurist artist. The only true Futurist in the
Russian Avant-Garde outside Moscow. It is quite
in contrast to Alexandra Exter’s work, which was
much more Cubo-Futurist (i.e. more Cubist).
Generally speaking, Italian Futurism and
German-Russian Expressionism were the two
movements Bogomazov was the most interested
in. He could have seen works by Braque,
Vlaminck, van Dongen, Matisse, Kandinsky
and many others in Izdebsky’s Salons (big
international exhibitions featuring works of
young Russian, French and German artists, which
took place place in Kiev and Odessa in 1910).
In addition, Bogomazov certainly read about
Boccioni’s works in Kiev’s newspapers, and he
was kept informed on the latest Western artistic
developments by his friends David Burljuk and
primarily by Alexandra Exter (she was very active
on the Italian and French art scenes and was a
close friend of Sonia and Robert Delaunay and
Ardengo Soffici).
However, even though Bogomazov was aware
of these recent trends, mostly through black and
white reproductions, I am firmly convinced that
there wasn’t any direct influence on Bogomazov’s
art, and that his evolution was more genuinely
personal. Today I can say with confidence that
Bogomazov belongs to the group of Russian
artists of first importance: alongside Malevich,
Tatlin, Larionov, Goncharova, Exter, Rodchenko,
Popova and Rozanova.

Locomotive, 1914. Oil on canvas, 100 x 105 cm.
Collection of Konstantin Grigorishin, Moscow

7. Please can you tell us more about the Bogomazov
exhibition you organised in 1991?
It is important to mention that, even though
one small Bogomazov exhibition took place in
1966 in Kiev (organised by Dmytro Horbachov),
and several works by this artist were featured
in the 1973 Tatlin’s Dream exhibition in London,
his name was still largely unknown in the
West or in Russia up until 1991. That year I
met the very original French museum director
Alain Mousseigne, who became interested
in Bogomazov after I showed him several
photographs of his works. I remember us arriving
in Kiev by train on a stormy winter day. We
selected about 40 works, oils and drawings, and
the first Bogomazov exhibition outside Kiev took
place at the Museum of Modern Art in Toulouse
in June-August 1991. This show happened to be
the true start of Bogomazov’s recognition in
the West.

Electrical Fitter, 1915, Oil on canvas, 70 x 70 cm.
Collection of Konstantin Grigorishin, Moscow

Left: Landscape, Locomotive, 1914–15
Oil on canvas. 33 x 41 cm.
Private collection, Vienna

Abstract Composition (detail), 1913-14
Oil on canvas laid on board, 35 x 34 cm
Private Collection, Europe
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Woman by the Samovar, 1912
Lithograph on paper
31.6 x 24 cm

PROVENANCE
Artist’s family, Kiev
E. Dymshyts, Kiev
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Portrait of a Young Man, 1913
Charcoal on paper
21.5 x 23.5 cm
Signed АБ 13 bottom right

PROVENANCE
Artist’s family, Kiev
I. Dychenko, Kiev
E. Dymshyts, Kiev
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Self-Portrait, 1914-15
Oil on canvas
33 x 32 cm

PROVENANCE
Artist’s family, Kiev
S. Grigoriants, Moscow
Private collection, London
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Alexander Bogomazov – TEFAF, Maastricht, 11–20 March 2016 (p.53, ill.)
Portrait behind the Curtain. Painting of the 20th-century – VDNKh, Moscow, 2 December 2016 – 5 March 2017 (ill.)
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Still Life with Pears and Apples, 1910s
Oil on canvas
33.5 x 40 cm

PROVENANCE
Artist’s family, Kiev
Collection of D. Gnatyuk, Kiev
Maria Salina, Moscow
Private collection, London

EXHIBITED
Alexander Bogomazov – St Petersburg, State Russian Museum, 22 May - 22 July 2008 (p. 55, ill.)
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Interior with a Lamp, 1913
Indian ink on paper
22 x 19 cm

PROVENANCE
Artist’s family, Kiev
Martin Muller, San Francisco

EXHIBITED
Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
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Tea Kettle, 1914
Oil on canvas
49.5 x 45.7 cm
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Martin Muller, San Francisco
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Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
Alexander Bogomazov – Toulouse, Musée de l’Art Moderne, 21 June – 28 August 1991 (ill.)
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Interior with a Chair, 1914
Sanguine on paper
21.5 x 24 cm
Signed & dated АБ 1914 bottom right
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Martin Muller, San Francisco
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Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
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Still Life with a Samovar, 1915
Sanguine on paper
23 x 21 cm
Signed & dated 1915 АБ bottom right
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Artist’s family, Kiev
Martin Muller, San Francisco
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Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
Arkansas Art Center Collectors Forum – Little Rock, 25 March 2002
Art Chicago International Art Fair – Chicago, 9 – 13 May, 2002
The Art Show, American Art Dealers Association Art Fair at the Armory – 19 – 23 February, 2004
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Locomotive, Boyarka, 1913
Indian ink on paper
35.7 x 22.4 cm
Signed & dated АБ 13 bottom right
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Artist’s family, Kiev
I. Dychenko, Kiev
E. Dymshyts, Kiev
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Study for Haymarket, Kiev, 1914
Oil on canvas
42.5 x 35.5 cm

PROVENANCE
Artist’s family, Kiev
Martin Muller, San Francisco
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Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
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Dacha – Boyarka, 1914
Sanguine on paper
32 x 29 cm
Signed & dated 1914. АБ bottom right
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Alexander Bogomazov – TEFAF, Maastricht, 11–20 March 2016 (p.45, ill.)
Bitter Harvest, Russian and Ukrainian Avant Garde 1890-1934 – TEFAF, New York, 3–8 May 2017 (p.19, ill.)
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A Town Square Seen from an Upper Window, 1920s
Pencil on paper
25 x 20 cm

PROVENANCE
Artist’s family, Kiev
Martin Muller, San Francisco
Exhibited
Alexander Bogomazov: Cubo-Futurism 1912-1918 – San Francisco, Modernism Inc., 8 April – 30 June, 1983
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Tree, 1928
Pencil on paper
35.5 x 29.5 cm
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Artist’s family, Kiev
E. Dymshyts, Kiev
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Alexander Bogomazov – St Petersburg, State Russian Museum, 22 May – 22 July 2008 (p.75, ill.)
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Street Scene, Kreshchatik, 1913
Charcoal on paper
19 x 25 cm
Signed & dated АБ 1913 bottom left

PROVENANCE
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I. Dychenko, Kiev
E. Dymshyts, Kiev
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Kreshchatik Passers-by, 1914
Charcoal on paper
18 x 25 cm
Signed & dated АБ 14 bottom right

PROVENANCE
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Martin Muller, San Francisco
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Alexander Bogomazov: Cubo-Futurism 1912-1918 – San Francisco, Modernism Inc., 8 April – 30 June, 1983
Russian Avant-Garde 1900-1930 – San Francisco, Modernism Inc., 13 September – 29 October, 1994
Early 20th-Century European & Russian Avant-Garde Paintings & Works on Paper – San Francisco,
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Arkansas Art Center Collectors Forum – Little Rock, 25 March 2002
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Alexander Bogomazov – Kiev, National Museum of Ukrainian Art, December 1991-January 1992 (ill.)
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Study for Figures (Kreshchatik), 1914
Charcoal on paper
22 x 23 cm
Signed & dated АБ 1914 bottom right
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Passers-by, 1914
Sanguine on paper
22.1 x 29.7 cm
Signed & dated АБ 1914 bottom left
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I. Dychenko, Kiev
E. Dymshyts, Kiev
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The Artist Playing the Piano, 1913
Sanguine on paper
21.7 x 17.6 cm
Signed & dated 913 АБ bottom left
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E. Dymshyts, Kiev
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Cellist - Self Portrait, 1914
Sanguine on paper
32 x 35.5 cm
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Private collection, London
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Violinist, 1915
Charcoal on paper
32 x 23 cm
Signed & dated АБ 1915 and inscribed Asya, From a quartet. Violinist bottom left
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Bogomazov and Theory
Painting and Elements
By Anna I. Kuznetsova

‘Painting is creating a work of art using expressive means inherent
in that art, so that each time, the aesthetic excitement, emotion,
is translated into certain elements.’
With this initial definition of painting in his
thesis, Bogomazov proceeds step by step with the
decomposing and reuniting of artistic elements,
features, thoughts, measurements, and even
conscious and subconscious processes, laying out
his roadmap into the ‘New Art’ and its creation.
Bogomazov wrote his thesis, Painting and
Elements, in the village of Boyarka, just outside
Kiev, in 1914. French art historian, Andrei
Nakov, called this work prophetic as most of its
outlined principles anticipated the theoretical
achievements of Kazimir Malevich’s Suprematism
movement (1920) and Wassily Kandinsky’s
Point and Line to Plane essay (written 1918-19,
published 1926). Bogomazov made a valuable
contribution to determining a new anthology of
‘form’ in 20th-century art, where ‘form’ itself
became an object of art. At that moment in art
history, when art was undergoing a dramatic
transformation in its nature, in the attempt to
understand this change, artists turned toward the
spiritual in seeking an explanation. Kandinsky, in
his essay Concerning the Spiritual (1911), proposes
a pyramid as an underlying structure that can
visually suggest how the consciousness of art can
be viewed through the prism of art’s historical
development. Alternatively, Bogomazov suggests
a linear perspective, where aesthetic excitement
moves from an object to the painter, then to the
picture, and then to the viewer, who inevitably
becomes incorporated as part of the process.
This preoccupation with the spiritual aspects
of art could possibly be explained by artists’
ongoing battle between New Art and Old Art. In
this context, the spirituality of the New Art is used

Head (detail), 1915. Oil on canvas, 64 x х60 cm
Collection of Tamaz and Iveta Manasherov, Moscow
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as a strong argument that justifies not only the
right of existence of New Art, but substantiates its
ultimate superiority.
Thus Bogomazov strives to persuade the
reader that Old Art should no longer even be
considered art at all as it lacks the element of
creativity. To Bogomazov, the painter becomes
a creator only after he consciously engages with
his surroundings, comes into conflict with it, and
through the resulting discord and disagreement,
produces a harmonious pictorial ensemble that
depicts an object transformed by the force of his
artistic personality.

Linoleum cut-outs used to illustrate Bogomazov’s
treatise Painting and Elements
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I learn even a small bit, he humbly admits while
confirming that his essay is also a process of selfdiscovery rather than just a textbook.
Bogomazov’s brave attempt to define and
systematise undefinable spiritual processes
that the artist goes though when approaching
the creation of an art work is noteworthy. In
combination with specific outlines of art elements,
his essay becomes a guide and a manual for an
aspiring artist who wishes to break out of the
mould of Old Art and step into the realm of sincere
creativity and, in his view, the only true art, i.e.
New Art. In essence, it gives an invaluable insight
into the thinking and feelings of a revolutionary
artist that had just invented a new art movement a rare, almost non-existent opportunity to tap into
the mind of an inventor and a genius.

Bogomazov arrives at his invention of a
component structure in the picture plane: Lines
confining the Plane; the Form itself; and the
Form’s content embedded with rhythm and
dynamics. He continues to enrich our perception
of critical components of the pictorial plane
through a chapter on colour and a separate one
on interval. Interval is an innovation in itself as
it is likely that this concept was taken from his
experience as a musician, and it is unusual for
musical terms to appear in writings on visual art.
Throughout his essay, Bogomazov seeks the
meaning of all these notions such as line, form,
rhythm, interval and colour by continuously
asking questions and trying to find answers, and
he is enlightened every time there is a revelation
or when light is simply shed. My soul is elated when

Title page of the manuscript. Collection of the Central State Archives
of Ukrainian Art & Literature, Kiev

Diagram from the treatise Painting and Elements. Collection of the
Central State Archives of Ukrainian Art & Literature, Kiev

and determines its setting. Bogomazov suggests
that this structure is the key to understanding
all of the arts and that it is the artist’s
synthesisation of his own impressions into an
object composed of these elements, through a
process of decomposition, which then becomes
an art object. In turn, the elements are embedded
with the dynamism of the object mass that is
translated through the rhythmic value of each of
the elements in the environment of volume - that
is to say, the pictorial elements have embedded
rhythm and dynamics.
Bogomazov was convinced that the
environment accommodates supporting dynamic
properties to an object that is being depicted.
Thus, a man pushing a trolley in the centre of the
composition will receive dynamic support from
the nearby buildings that suddenly sharpen their
angles in an attempt to bring more movement
into the picture, via the rhythm which is already
embedded within the line and form.

Bogomazov makes an almost impossible
attempt to decipher deeply spiritual processes
that artists experience from the moment
when the idea of an art work is conceived and
continuing to the point when the art work is
received by the viewer. He is convinced that only
New Art has capacity to evoke this spiritual flow,
while Old Art, with its representational nature
and close resemblance of reality, should just be
entirely replaced by photography.
After ‘winning’ the battle of New Art over
Old Art, Bogomazov moves onto a thorough
systematisation of how the New Art is created
by the artist and its constituent elements. He
proposes a structure, where common and distinctive
features of all art are his elements: primal element
- which defines the type of art (e.g., sound,
written, matter), form that is developed of the
primal element - content (mass) that fills the
form - and finally the environment in which the
final result is placed and which reflects its attitude
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Diagram from the treatise Painting and Elements. Collection of the
Central State Archives of Ukrainian Art & Literature, Kiev
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Construction of the Rhythm of Forms (Portrait of the Artist’s Wife?), 1915
Charcoal on paper
32 x 40 cm
Signed & dated 1915 АБ lower right and inscribed under mount construction of the rhythm of forms according
to one formula
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Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
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Forms in a Circle, 1915
Charcoal on paper
24 x 24 cm
Signed & dated АБ 1915 and inscribed Table and chairs, the combination of forms in a circle bottom right

PROVENANCE
Artist’s family, Kiev
Martin Muller, San Francisco

EXHIBITED
Alexander Bogomazov: Cubo Futurism 1912-1918 – San Francisco, Modernism Inc, 8 April – 30 June, 1983
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Composition with a Triangle, 1915
Charcoal on paper
30 x 30 cm
Signed & dated АБ 1913 and inscribed Composition in a tri(angle). Flatness. Teacups bottom left
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Study for Rhythmical Relation of Forms (Still Life), 1915
Charcoal on paper
39 x 34 cm
Signed & dated 1915 АБ upper right and inscribed below study for a rhythmical relation of forms
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Cubo-Futurist Composition (Locomotive), 1915
Charcoal on paper
20.5 x 32 cm
Signed and dated 1915 А.Б. bottom right
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Rhythmic Composition, 1917
Gouache on card
25 x 33 cm
Signed & dated АБ 1917 bottom right
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Butterflies, 1920s
Pencil on paper
16 x 22 cm
Inscribed yellow with black top right
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Figure Studies, 1916
Pencil on paper
24 x 21 cm
Signed & dated АБ 1916 bottom right
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Woman Cooking and two Figure Studies, 1920s
Pencil on paper
18 x 30 cm
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The Caucasus
1915-1916
By James Butterwick

‘The Caucasus paintings of Alexander Bogomazov are the
greatest achievements of the artist’s career.’
Simon Hewitt, 2016

Caucasus, 1916. Oil on canvas 70 x 70 cm
Private collection, Moscow
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‘His work, unique in its manner,
inscribes itself in the foremost ranks of
Futurism and, apart from Balla, Boccioni
and Franz Marc, we are hard-pressed
to find other artists whose colouristic
and pictorial quality, as well as sheer
originality, can bear comparison.’
Andrei Nakov 1991
Geryusi (Goris) today. Photo: Ondřej Žváček

The permanently impecunious Bogomazov
was forced into a number of menial jobs during
his brief career. Teaching at a school in Geryusi
in south-east Armenia, on the border with
Nagorno-Karabakh, was one of them.
The exact date of his departure from Kiev is
unclear, but an early landscape, exhibited here,
gives some clues.
The colours are either summery or autumnal
and, whilst we know the work to have been
painted in the Caucasus in 1915, these appear
to be the foothills, perhaps in the spa towns
of Essentuki or Kislovodsk. The colour scheme
is bold but Cubist, although more geometric
elements remain from his earlier work,
especially lower down to the left. It would seem
that the landscape was painted en route to
Armenia in the wake of Bogomazov’s Painting
and Elements treatise completed in August 1914.
Life in Armenia was tough. Bogomazov
endured considerable hardships. ‘My father
struggled financially throughout his stay in the
Caucasus,’ recalled his daughter. ‘His pay was
delayed or not even paid. Fuel and food were
in short supply. He was freezing. He had to cut
down on logs and shove paper into the holes in
the windows.’
It is often said that an artist’s greatest
paintings are produced under duress and that
is certainly true of Bogomazov’s paintings from
his time in the Caucasus.
As he wrote to his wife Wanda: ‘It is cold in
the flat because, while I’m waiting for fuel, I
don’t want to waste the few miserable logs I’ve
got left. Sometimes I go and warm up at the

Abstract Landscape – Nagorno-Karabakh, 1916
Oil on canvas 60 x 64 cm. Private collection, Kiev

Landscape, Caucasus, 1916. Red chalk on paper, 32 x 27 cm
Kröller-Müller Museum, Netherlands
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priest’s or the police inspector’s. I have planted
ten bean seeds and an onion in a box. It will be
a real garden! Right now I’m keeping warm by
chopping up wood meant for picture stretchers.’
Nonetheless, the years 1915-16 were the
pinnacle of the artist’s career: the time of his
greatest achievements. It is difficult to find any
other artist in Western Europe who painted in
such a manner. The dynamics are powerful yet
subtle. It is in the Caucasus cycle of paintings
where the quality of Bogomazov’s paintings
matched that of his drawings.

Take Memories of the Caucasus (1916). A graphic
version, entitled Mountains, was presumably
painted from nature, whereas this oil version
was painted in Kiev in late 1916. It retains
the geometric feel of his Cubist period, but is
overladen with swirls, crescents, concaves and
convexes. Movement and dynamism pounce from
all sides. The same is true of Landscape, Caucasus
(Undulating Composition). Without the title it
would be hard to comprehend this painting – one
of the most abstract Bogomazov ever painted.
Unusually, there is no preparatory drawing.

Memory of the Caucasus, 1916. Oil on canvas 62 x 61 cm
Private collection, Kiev

Mountains, 1916. Charcoal on paper 32 x 27 cm
Kröller-Müller Museum, Netherlands
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‘The mountains are like a giant
funnel, where grandiose volumes have
twisted, crashed and collided.’
A. Bogomazov

The swirls and movement coax the eye
up into what seems the night sky, yet the
circular disc appears to be the sun. Perhaps
the piece was painted at twilight.
Bogomazov’s Caucasus works are among
his most keenly sought – partly because
of their scarcity, mostly because of their
breathtaking originality.
Landscape, Caucasus (Undulating
Composition) was, until recently, hung
incorrectly. In the catalogue for the first
Bogomazov exhibition held in Western
Europe (Toulouse 1991) it was hung at a
90-degree angle, and was framed as such
before being exhibited at TEFAF 2016.
However, removing the back board
revealed the inscription Bogomazov (in
Cyrillic) – written horizontally. When I
showed the painting to his granddaughter
Tanya, she confirmed the painting had been
hung incorrectly.
The oil and graphite pencil portraits of
an Armenian Woman are the quintessence
of this brief period in Bogomazov’s life.
Who else has ever painted portraits like
these? Half-Arcimboldo, half-Picasso, and
a New Romantic colour scheme that verges
on Derain. Bogomazov, in the Caucasus,
produced just twenty or so works on paper
and just eight oils. They are the pinnacle of
his short career.

Armenian Woman, 1916
Pencil on paper 35 x 26 cm
Sammlung Ellen & Michael Ringier, Zurich

James Butterwick, 2019

Right:
Armenian Woman, 1916
Oil on canvas, 80 x 60 cm
Collection of Konstantin Grigorishin, Moscow
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The Caucasus, 1915
Oil on canvas
35 x 32 cm
Signed & dated А.Б. 1915 bottom right

PROVENANCE
Artist’s family, Kiev
Private collection, London

EXHIBITED
Alexander Bogomazov – Kiev, National Museum of Ukrainian Art, December 1991 – January 1992
Alexander Bogomazov – St Petersburg, State Russian Museum, 22 May – 22 July 2008
Acquisitions and Loans – London, James Butterwick Gallery, 30 May – 7 July 2012
Time, Forward! – TEFAF, Maastricht, March 2015 (p.43, ill.)
Alexander Bogomazov – TEFAF, Maastricht, 11–20 March 2016 (p.61, ill.)
Postponed Futures – London, GRAD Gallery, 26 April – 24 June 2017 (p.54, ill.)

LITERATURE
Ukrainian Avant-Garde Art 1910-30 – Mistetsvo Publishers, 1996 (ill. 93 and back cover)

112

113

Landscape, Caucasus (Undulating Composition), 1915
Oil on canvas
41.9 x 40.6 cm
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View of the Caucasus, 1916
Pen and graphite pencil on paper
17.4 x 21.6 cm
Signed and dated АБ 1916 bottom right
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Sawyers at Work
By Simon Hewitt

Reconstruction of the left-hand side of the triptych ‘Sawyers’ (2017-2018)
Oil on canvas, 138 x 155 cm
By Vitaly Maiboroda
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hastened his demise. He completed only two of
the planned three paintings, and their status as
parts of one of the most extraordinary triptychs
ever conceived was to remain unsuspected until
Elena Kashuba’s archival research in 2014.
Triptychs are usually associated with
altarpieces: a main image flanked by foldable
side-panels. The main image in Bogomazov’s
triptych has figures on two levels: the sort of
composition usually associated with Depositions.
Was religion at the back of Bogomazov’s mind
when he painted Sawyers?
Not officially, at least: Bogomazov was
the employee of an atheist state and kept his
religious views so close to his chest that his final
words to his daughter were: ‘God exists, just do
not tell anyone.’
Does the choice of wood as the triptych’s
central element hark back to the Biblical
profession of Joseph – evoked by Pre-Raphaelite
paintings like Millais’ Christ in the Carpenter’s Shop
or Holman Hunt’s The Shadow of Death?
Bogomazov could identify with Joseph. He
made a special chair to carry his infant daughter
to Boyarka from famine-ravaged Kiev in 1920; he
constructed his father-in-law’s coffin later that
year; he carved a wooden cup for his brushes, an
ink-well and boxes for his wife, and a toy bed and
wooden doll for his daughter.
The forest around Boyarka was one of his
favourite subjects – it seems to crush the family
dacha drawing of 1914 illustrated on page 66
and he first evoked
working in the forest
in his watercolour
Lumberjack the same
year. Bogomazov was an
occasional woodcutter
himself: when strapped
for cash in the Armenian
winter of 1915/16 he
informed his wife that
he ‘didn’t want to waste
his few sad little logs’
so was keeping warm
‘by chopping up wood
Cup, carved by Bogomazov, used for
meant for stretchers’.
holding paintbrushes

Dacha, Boyarka, 1922, Pencil on paper, 22 x 17 cm
Private collection, Houston, Texas

‘The saws rang out like bells,’ Yaroslava,
Bogomazov’s only child, would later recall. ‘The
sap sparkled in the sun. The sawyers looked
colossal against the blue sky. My father drew
my attention to the way the colour of the logs
changed in the sunlight.’
‘Ukrainians like to bathe in gentle sunlight,
quietly observing their surroundings’ noted
Bogomazov, adding: ‘The enchanting beauty and
lyrical spirit of Ukrainian nature are revealed
to their full extent under bright sunshine, in
striking contrast with the [Russian] North, where
linear dynamics are largely horizontal. In Ukraine
they are omnidirectional.’
These comments appear to form a succinct
summary of Sawyers but were actually made in
1918. By 1926, when Bogomazov began work on
Sawyers, he was seriously ill. It was to be the
culmination of his creative life, and the colossal
efforts it required of him (over 300 preparatory
sketches, many made outdoors) can only have
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Lumberjack, 1914

Boyarka Lake today

Bogomazov talked of the ‘Tree of Art’ – and
the need to examine its roots before choosing
which soil to plant it in. His obsession with wood
concerned other works as well as Sawyers in the
late 1920s. His Two Workers in pencil (on page 160
appear to be transporting blocks of wood, while his
atypically sinuous 1928 drawing of a futurist-looking Tree, shown at TEFAF, with its branches lopped
off seems poignantly autobiographical.
Sawing was a popular subject in 1920s Soviet
magazines and books – such as Boris Zhitkov’s
1926 Stol (The Table), or Samuil Marshak’s Master
(1927) and Krugov’s 1929 poem Topor (The Axe).
So, although Socialist Realism would not become
official aesthetic dogma until 1932, artists in
the Soviet Union were closely monitored from
the early 1920s. Happily toiling peasants or
enthusiastic factory-workers were preferred
subjects.
Bogomazov’s triptych portrays labour in the
countryside. It features neither peasants nor city
workers. Its protagonists appear conscientious
and well-organised, but there is nothing in the
three compositions that extols the society in
which they live. The scenes could be anywhere.
The sawyers work in a rhythmic tandem
unchanged for centuries.
Yet Bogomazov’s reputation had been built
on his dynamic, modern city scenes. Earlier
works like Tramway and Electrical Fitter showcased

Boyarka Church today

Boyarka today
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Boyarka Secondary School

Sawyer, 1927-28. Study for Rolling the Logs
Pencil on paper, 41.5 x 31.4 cm.
Arkansas Art Centre, Little Rock

Sawyer, 1927-28. Study for Sawyers at Work
Pencil on paper, 34.9 x 29.2 cm.
Arkansas Art Centre, Little Rock

Sawyer, 1927-28. Study for Sawyers at Work
Pencil on paper, 32.4 x 28.5 cm.
Arkansas Art Centre, Little Rock

at them. He deliberately chose a universal theme
that had no particular relevance to Soviet society
but which, being built on the sweat of workers’
brows, was beyond ideological reproach – and
which he could work on beyond the prying eyes of
the State.
The family dacha was located in Boyarka,
10 miles south-west of Kiev – popular dacha
territory since the railway arrived in 1870. The
railway would ensure Boyarka enduring fame,
as the site of the central episode in Nikolay
Ostrovsky’s Socialist Realist novel How the Steel
Was Tempered. This relates how, in December 1921,
heroic Komsomol members vanquished ice and
blizzards to construct a branch-line from Boyarka
station (where Bogomazov taught art to railway
workers after the Revolution) to a lumber-yard
4 miles away, enabling its stockpiles of firewood
to be tugged into freezing Kiev by a Kukushka
(‘Cuckoo’) locomotive that now constitutes
Boyarka’s principal tourist attraction.
Bogomazov’s heroes whet saws: they
do not pretend to temper steel. The silent
subversiveness of Sawyers is reinforced by its
abrasive ‘Spectralist’ colour-scheme. Futurism
and the Avant-Garde, as heirs to Fauvism,
had thrived on bright palettes – without ever
quite attaining the orangey-pink contrasts of
Bogomazov’s triptych.

the benefits of electrification – a Soviet theme
par excellence. If he wanted to paint works
about timber, why didn’t he set his triptych
in a sawmill? That would have been far more
‘politically correct’ – and would doubtlessly have
enhanced the works’ value in the eyes of the State
institutions liable to purchase them.
But Bogomazov’s left-wing sympathies had
waned. He was an idealist who had no truck with
the authoritarian realities of Soviet society, or the
philistines appointed to apply State doctrine in
the field of art. His Sawyers seems to cock a snook

Although he once praised Sergei Shchukin’s
‘marvellous Gauguins’, Bogomazov felt Ukraine
had its own ‘psychology of colour’. His colleagues
at the Kiev Art Institute in the mid 1920s included
such brilliant Colourists as Leonid Chupyatov,
Pavel Golubyatnikov, Vadym Meller and Viktor
Palmov – the Institute’s Head of Painting from
1925 to 1929, and author of a treatise on Colour
Issues in Easel Painting. Meanwhile Evgenia
Evenbach – who hailed from eastern Ukraine
and, like Chupyatov and Golubyatnikov, studied
under the great Colourist Kuzma Petrov-Vodkin –
visited 1920s Kiev to copy church frescoes.
What prompted Bogomazov to take up his
brushes again after years of artistic inactivity?
We can only guess – but it may be worth noting
that he was a founder-member of the Ukraine
Association of Revolutionary Art launched in Kiev
in 1925 to promote monumental easel painting
(partly with an eye on the 10th Anniversary of
the October Revolution in 1927), and that the
Association of Artists of Red Ukraine was created
in 1926 as its conservative rival with, as one of its
leading lights, Fedir Krychevsky (1879-1947).
Krychevsky and Bogomazov had much in
common. They were both born near Kharkov,
were the same age, and taught at the Kiev Art
Institute from 1922. But they did not share the

same approach to painting. In 1925 Krychevsky
embarked on a triptych whose dull palette,
Klimtian figures and sentimentality must have
been anathema to Bogomazov.
Triptychs are traditionally an ecclesiastical
phenomenon. Rare 20th-century exponents of
note include Beckmann, Bacon and Rothko.
Krychevsky’s triptych, portentously entitled Life,
caused such a stir that its central panel, Family,
was selected for the USSR Pavilion at the 1928
Venice Biennale – alongside Deineka’s Defence of
Petrograd, Pimenov’s Heavy Industry and a cluster
of Petrov-Vodkins.
It is impossible to say if Bogomazov’s triptych
was conceived in response to Krychevsky’s,
but for two works of such atypical format to be
conceived at around the same time by two men
working under the same roof is a thoughtprovoking coincidence, and it is tempting to
view them as rival manifestos for competing,
and radically different, approaches to art.
Bogomazov took the proto-Baconic approach
of treating the same activity – timber-sawing – in
three different but related scenes. In one picture
the workmen have their backs to us. In another
we see some from the back, some from the front.
In the third we see them all front-on. The three
works are not the same height or format: the side

Stills from a Ukrainian film documentary about the painting of the triptych

Brush Maker, 1927-28. Study for Sawyers at Work
Watercolour on paper, 32.4 x 40.5 cm.
Arkansas Art Centre, Little Rock
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never-ending cycle of work and life.
panels are horizontal, the central work vertical.
The central image of The Work of Sawyers is
One work features six figures, one has eight, the
divided horizontally by a scaffold, for which
other just three. It is as if Bogomazov set out to
two watercolour studies are shown here at
challenge every rule in the conservative book.
TEFAF, with five figures on top and three
Although these scenes all depict activity in
below. The watercolours displayed at TEFAF
the same spot – a forest clearing – they are
show the scaffold in close-up; their glimpses of
not portrayed from the same viewpoint. The
background forest
log-rollers are
and sky beyond. With
viewed from above,
their bands of red,
as if surveyed from
mauve and blue, and
a platform. When
stripy orange and
sawing they are seen
green wood-grain,
from ground-level,
these watercolours
as if from a sitting
have something of
position. When
Matyushin about
gingerly handling
them that their
their saws, the
abrasive diagonals do
workers are shown
nothing to dispel.
in close-up – as if
Such two-tiered
the artist has risen
pictures are unusual.
from his chair and
Perhaps Bogomazov
taken several steps
had in mind another
towards them… the
work painted
painterly equivalent
by Deineka: his
of cinematic zoom.
Rolling
the
Logs,
1929-30.
Study
for
the
central
panel.
Pencil
and
charcoal
on
celebrated Defence
Each of the three
paper, 29.8 x 39 cm. Collection of Kiev, Central Archives of Literature & Art
of Petrograd (1927).
views has the quality
Three further pencil drawings for Sawyers at
of a photograph or movie-still.
Work are shown at TEFAF: one of Feet, two of
Sharpening the Saws was the first part of the
Hands Gripping a Saw. Another sheet contains
triptych to be completed, in 1927. It hangs in
further sketches.
the National Art Museum in Kiev – likewise
Three important studies for Log-Rolling are
the central section, The Work of Sawyers, which
on show. One, in pencil, features three figures
has recently undergone major restoration.
rolling a log up on to the scaffold; another, in
Bogomazov died before he could paint the
watercolour, has six figures and a log that is
left-hand side, Rolling the Logs – brought to life at
longer but not so thick. This watercolour serves
TEFAF by Vitaly Maiborod’s full-size, 138 x 155 cm
as the basis for Vitaly Maiboroda’s reconstruction
reconstruction based on surviving studies.
of the finished painting. Whatever the risk of
The logs sawn by Bogomazov’s workmen are
splinters, all the men are barefooted – perhaps to
used to assemble the walls of a cabin, visible at
get a better grip, perhaps because they could not
the back of the right-hand section, Sharpening
afford shoes, or perhaps to enable Bogomazov to
the Saws. Beyond lie fields and hills, whose jagged
better analyse their muscular efforts. A drawing
outlines recall those in an earlier Bogomazov
of a Worker from Behind is from the same panel, a
drawing of a train in Boyarka.
study for the figure on the far right.
It is not clear whether the seated figure
There are also Three Small Studies of a man
is sharpening his saw at the start of the day
chopping
wood with an axe. The only axe in
or cleaning it at the end. The ambiguity may
the triptych lies discarded next to the scaffold
be a deliberate symbol of the continuous,
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daughter had barely enough to live on.
His own predicament was of little concern:
‘I gave up material well-being for Art and
a half-starved existence,’ he wrote. ‘Life’s
comforts and amenities do not interest me.’
He died a few months later, three days before
the inauguration of the Russian Pavilion at the
1930 Venice Biennale – where his Sawyers at
Work featured alongside paintings by fellowUkrainians Palmov, Petritsky, Dovgal and
Tyshler... and the inevitable Deineka.
By the time Sawyers had achieved further
international fame – exhibited in Zurich in 1931
and Japan in 1932 – Socialist Realism had been
rammed down the throats of every artist in the
USSR, and Bogomazov consigned as a ‘Formalist’
to the dustbin of art history. He worked on his
triptych in the nick of time – leaving behind an
unfinished masterpiece whose true scope and
intentions can only now be appreciated, nearly
ninety years after his death.

Wanda, Yaroslava & Bogomazov, a photo poignantly
entitled Together – Boyarka – 1930

in Log-Rolling – but these three studies, and
two other drawings now in the New York
MoMA, suggest Bogomazov may originally have
considered painting other tools for cutting wood
instead of, or as well as, pit-saws.
While working on his triptych, Bogomazov
painted a separate work with a related theme,
Sawdust Carriers. It shows the hunched figures of
an old man and woman, tramping through the
snow in front of a bread shop, with enormous
sacks of sawdust over their backs. The mood is
one of resigned despair. Is this Kiev winter to be
warmed with sawdust, not wood? Are the elderly
so little cared for in the Communists’ brave new
world that they have to accept the most menial
tasks to survive?
Sawdust Carriers was painted on the back of a
portrait from 1914. Materials were expensive and
in chronically short supply. In the USSR, large
sheets of canvas were readily available only to
artists working on official commissions glorifying
Soviet society. Bogomazov was engaged in an
individual project with no official backing. It
virtually ruined him.
In Autumn 1929 he remarked that he had
spent ‘over two years’ on Sawyers at Work without
receiving any advance, and complained that,
although the authorities had agreed to purchase
it for 750 rubles, he had yet to see their money.
‘It is the right of every worker to receive their
wages in a timely manner, especially in current
conditions,’ he fumed, adding that his wife and

Sawdust Carriers, 1929. Oil on canvas, 105 x 88 cm.
Collection of Konstantin Grigorishin, Moscow
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Reconstruction of the left-hand side of the triptych Sawyers (2017-2018)
Oil on canvas, 138 x 155 cm
By Vitaly Maiboroda

Reconstruction of the right-hand side of the triptych Sharpening the Saws
Oil on canvas, 138 x 155 cm
By Elena Kashuba Volvach
Kiev, National Museum of Ukrainian Art

Computer-generated impression, centre panel of the triptych Sawyers (2019)
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Vitaly Maiboroda (b. 1974)
to working with classical painting. That is why,
when starting work, I, as a restorer, had to get
acquainted with the life of Bogomazov: where and at
what time he lived, where he studied, and how his
life turned out. And once you learn all this, you seem
to ‘light up’ with his work.
In order to go deeper there was a lot to be done:
to see his reproductions, to visit more than one
museum, to see originals. I studied his works on
paper with particular thoroughness since sketches
often give an even better idea of the artist than
the paintings themselves. Sketches allow you
to understand what kind of education the artist
received: this can be judged, for example, by
how well he knew anatomy. The work may seem
simple and concise, but at the same time, there are
clearly visible accents in brush or pencil, which are
completely and ‘correctly in their place’.
It was very important to perceive Bogomazov’s
manner of execution. He painted both thinly
and thickly, with different kinds of strokes in
different places, and sometimes he preferred
‘glassy’ painting, even a little bit ‘watery’. Having
understood all this, the restorer begins to read
the artist thoroughly, and from that springs the
art itself. One might say, he becomes the artist
himself.’

‘Whilst studying at the Academy of Arts in Kiev
at the Department of Restoration, I knew almost
nothing about Bogomazov. When I discovered him,
it was extremely important for me to immerse
myself in his work before starting on paint on the
reconstruction.
Trying to grasp Bogomazov’s work is very
difficult, especially for a restorer more accustomed

Feet, 1928
Pencil on paper
36 x 31 cm
Signed & dated Богомазов 4/V – 1928 bottom right
Study for the central figure in Sharpening the Saws
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Born February 19, 1974, Kiev.
1981-1989: studied at the secondary school No. 120 in Kiev.

PROVENANCE

1885-1989: attended children’s art school number 2 in Kiev.

Artist’s family, Kiev
E. Dymshyts, Kiev

In 1989 enrolled at the Kiev Art and Industry College (Mikhail Boichuk Kiev Academy of Decorative and Applied
Arts and Design), graduated in 1993.
In 1994 enrolled at the National Academy of Fine Arts and Architecture in the Department of Restoration.
Graduated from the academy in 2000. Graduation work was the restoration of a copy of Raphael’s painting
Transfiguration, which was painted in 1856 for the church of St. Alexander in Kiev. After graduating from the
academy remained to work in the Department of Restoration.
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Back of the Legs, 1928
Pencil on paper
36 x 31 cm
Study for the figure in brown in Sawyers at Work
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Logs, 1928
Watercolour on paper
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Sawyer from Behind, 1928
Pencil on paper
36 x 31 cm
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Hands, 1928-9
Pencil on paper
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Hands Gripping a Saw, 1928-9
Pencil on paper
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Pencil on paper
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Small Sketch for Sawyers, 1928-29

Small Sketch for Sawyers, 1928-29
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Genre Scene (Two Workers), 1920s
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Rolling the Logs, 1928-29
Pencil on paper
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Study for the left-hand section of the triptych Sawyers at Work
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Pencil on paper
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Rolling the Logs (detail), 1928-9
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