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Alexandra Keiser

PLAN

Archipenko’s departure from Kyiv
Juggling multiple languages and cultural frameworks
From New York: Thoughts about identity
Connecting with the Ukrainian expatriate community
Aiding relief efforts
Searching for the universal in art
Memories of Ukraine

TEXTE

As I write, Russian Pres ident Vladimir Putin has announced the
annex a tion of regions of Ukraine, a clear viol a tion of inter na tional law
during the inva sion that began in February 2022, following the events
of 2014, and which continues a centuries- old narrative of aggres sion.
In an effort to show solid arity with Ukraine, many are now looking to
the country’s cultural history and focusing on its modern and
contem porary artists. Among the most often cited is Kyiv- born Alex‐ 
ander Archipenko (1887–1964). 1 During the 20th century, Archipenko
was celeb rated as Ukraine’s most prom inent sculptor, espe cially in his
home land, but also in North America’s Ukrainian expat riate
community. Not surpris ingly, Archipenko’s work is now often high‐ 
lighted on social media, museum websites, and in exhib i tions such as
“In Solid arity” at the Museum of Modern Art in New York. 2

1

This renewed focus on Archipenko repres ents an oppor tunity to
revisit the artist’s contri bu tions to modernism and the visual refer‐ 
ences to his home country that punc tuate his work. It also allows us
to trace his exper i ence of multiple emig ra tions, processes of iden ti‐ 
fic a tion, and efforts to stay connected with his family and heritage.
As we know, history is never black- and-white; instead, there are
many nuances, and as we look at some of the layers in Archipenko’s
history, we also see the complex ities of Ukrainian history.
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Archipenko’s multilayered history is visible in his work, which
cemented his repu ta tion as an inter na tional pioneer of modern
sculp ture. This article traces refer ences to his Ukrainian heritage and
émigré exper i ence in his complex artistic prac tice –  including his
efforts to aid relief efforts –offering a fresh perspective and under‐ 
standing that connects his art to today.

Archipenko’s depar ture from Kyiv
Archipenko left Kyiv in 1908, at the age of 21, for a new artistic exper i‐ 
ence in Paris. The French capital was the first signi ficant stop on his
nomadic path, which subsequently led him to Germany in 1921. There
he married Angelica (Gela) Forster (1893–1957), a recog nized German
Expres sionist sculptor, settling with her in Berlin. Only two years
later, in 1923, she joined him on his immig ra tion to the United States,
where they both became Amer ican citizens in 1929. Archipenko main‐ 
tained his peri pat etic life style, living, working, and teaching in many
places, including the urban centers of New York, Chicago, and
Los Angeles. Few primary sources are avail able to docu ment his life in
Ukraine. However, from his 1963 conver sa tion with French artist and
writer Yvon Tail lan dier (1926–2008), we under stand his lifelong
connec tion to his birth country and its influ ence on his
creative practice. 3 Archipenko’s main points in this exchange are his
self- identification as an artist- inventor, the import ance of symbolism
to his prac tice, and memories of his family and of Ukrainian
cultural heritage.

3

Archipenko belonged to a gener a tion of artists born in Ukraine in the
1880s, one that includes Sonia Delaunay (1885–1979), Alex andra Exter
(1882–1949), and Vladimir Baranoff- Rossiné (1888–1944), who had
moved to Paris at the begin ning of the 20th  century. 4 Here,
Archipenko joined a profes sion al ized art community that appre ci ated
his innov ative contri bu tions to modern sculp ture, which included the
rein tro duc tion of color, the use of frag ment a tion and reflec tion, and
the inter play of concave and convex shapes with imma terial space.
Exhib iting regu larly in Paris, and abroad, he moved among the
different circles and artistic networks that formed the histor ical
avant- garde and became asso ci ated in partic ular with the Section
d’Or, French Cubism, German Expres sionism, and Italian Futurism. He
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formed many friend ships, including with Raymond Duchamp- Villon
(1876–1918), Fernand Léger (1881–1955), Marcel Duchamp (1887–1968),
Wilhelm Lehm bruck (1881–1919), Léopold Survage (1879–1968), and
Gino Severini (1883–1966). In this milieu, Archipenko began to identify
as cosmopolitan. 5

Among the qual ities of the artist’s works from the Parisian years are
their innov ative visual language and a syncretism that led to signa‐ 
ture works such as Medrano (1912), Dance  (1912–13), Carrousel Pierrot
(1913), and Woman Combing Her Hair (1915). Poet and art critic Guil‐ 
laume Apol lin aire (1880–1918) recog nized these syncretic aspects,
describing how Archipenko combined archaic visual elements with
contem por an eous interests in move ment and dance, theories about
time and space, and fresh approaches to material and color. While
Archipenko acknow ledged a variety of cultural and historic influ‐ 
ences, such as the objects he studied at the Musée d’Ethno graphie du
Trocadéro and at the Louvre, he also pointed to his Ukrainian
heritage. Recog nizing a universal char acter in arti facts’ abstract
compon ents, he blended elements of them with others from his home
country such as the so- called stone babas, which he remembered
seeing in the grounds of Kyiv’s Saint Vladimir Imperial  University. 6

He adapted various elements of the stone stelae, including the bulky
forms, simpli fied bodies, crude heads, trun cated legs, and sculpted,
integ rated bases, for example  in  Bather in 1912  (fig.  1). However, in
contrast to the frozen symmetry of the stelae, dynamic move ment
defines the figural compos i tion  of Bather, which is cast in cement,
rather than carved from stone, making use of a material and tech‐ 
nique that Archipenko first explored in Paris.
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1. Alex ander Archipenko, Bather, 1912.

Cast stone, H. 101.6 cm, Museum Riet berg, Zurich, gift Eduard von der Heydt (REU 801).

© Museum Riet berg, Zurich / photo Rainer Wolfsberger.

Archipenko also developed the concept of the relief, which he carried
out in poly chrome construc tions that he  called sculpto- peintures
(sculpto- paintings), fusing painting and sculp ture.  In Before the
Mirror (In the Boudoir) from 1915, he addressed the popular theme of
a woman in front of a mirror (fig. 2). The sculpto- painting is made of
several mater ials, including sheet metal and patterned paper, which
are mounted and collaged on a wooden panel and painted poly‐ 
chrome. Like a painting, the work is intended to be seen from a
frontal perspective and to be hung on a wall. The inter play of two- 
dimensional painting and three- dimensional forms, as well as the
choice of bright colors and the play with reflec tion and light
(including painted shadows), create strong optical effects. Adding to
the works’ illu sion istic char acter, Archipenko inserted a photo graph

6
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2. Alex ander Archipenko, Before the Mirror (In the Boudoir), 1915.

Oil and pencil on wood, paper, and metal, and photo graph of the artist, 45.7 × 30.5 cm, Phil- 
adelphia Museum of Art, Phil adelphia (1941-79-119).

of himself (in a painted picture frame), a visual signa ture and witty
refer ence to his pres ence. Further, by blending the real and the
repres ented, the artist refer ences Orthodox icons. 7 This refer ence is
echoed in the formal elements of the sculpto- painting—its spatial
organ iz a tion, relief char acter, and poly chromy. Icons were common
examples of artworks that combined a colorful pictorial surface with
a metal relief, often set with objects such as semi pre cious stones and
other kinds of orna ment a tion. Archipenko was familiar with icons;
among the few objects that he had brought from Ukraine to Paris
(and then to the United States) was an icon that he had carved and
painted in 1907. 8 Indeed, his grand father was an icon painter. 9 Thus,
Archipenko intro duced his Eastern European cultural heritage of reli‐ 
gious symbolism, archaic forms, and folk lore, and inter linked it with
locally adopted tradi tions that also embraced non- Western art. 10
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Juggling multiple languages and
cultural frameworks
Language is often a peren nial barrier to comfort able emig ra tion.
When Archipenko grew up in Kyiv, it was part of the Russian Empire
and he spoke only  Russian. 11 After his arrival in Paris, he first
connected with other Russian- speaking émigrés and relied on
common exper i ence and shared language. He also asso ci ated with
the Circle of Ukrain ians in  Paris, 12 and was in contact with other
Eastern Europeans, including at the artist colony La Ruche. A  few
years later in Berlin, he joined Hromada, another organ iz a tion
founded by Ukrainian emig rants. In  the Parisian milieu (and again
later in Berlin), he became an important figure for Russian- speaking
émigrés. He was considered an insider of the modern art scene,
writing, for example, a review of the Salon des Indépendants for the
Russian- language  newspaper Pariz skij  Vestnik in  1911, 13 and estab‐ 
lishing his studio and art school as important meeting places for
artists in Paris and inter na tional visitors.

7

Others iden ti fied Archipenko as Russian and included him among the
artists of the Russian avant- garde. The term “Russian” was used
fluidly in a variety of defin i tions (such as Russian as a nation ality, a
language, or a citizen ship). In the context of art and in its contem por‐
an eous applic a tion, “Russian” often encom passed the meaning of
modern, innov ative, and revolutionary. 14 Archipenko himself chose to
exhibit under the Russian label, for example in 1920, in a major solo
exhib i tion within the Russian Pavilion of the Venice Bien nale; and two
years later, when he parti cip ated in The First Russian Art Exhibition in
Berlin. The current art histor ical discourse and frame work, differ en‐ 
ti ating between Ukrainian and Russian, is a fairly
recent development. 15

8

When Archipenko relo cated to Berlin, he was able to build on his
estab lished repu ta tion as a leading artist; he had already been exhib‐ 
iting in Germany since 1912, and was working with Herwarth Walden
(1878–1941) and Der Sturm, who often featured him in exhib i tions and
public a tions. In the German capital, Archipenko became an important
facil it ator in cross- cultural exchange. While Der Sturm func tioned as
a junc ture between West and East, artists and other figures of the
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Central European avant- gardes attached them selves in partic ular to
Archipenko, who, for his part, built new ties and formed friend ships
with their influ en tial repres ent at ives. These included: László Moholy- 
Nagy (1895–1946), then a Berlin corres pondent for the
Hungarian magazine MA (Today); Karel Teige (1900–1951), the theor‐ 
et ical leader of the art group Devêtsil in Prague; and Ljubomir Micić
(1895–1971), the editor of the journal Zenit in Yugoslavia. They shared
common interests in art and philo sophy, and were actively engaged in
promul gating modern art. Working on behalf of the Section d’Or,
Archipenko was also in contact with Kath erine Dreier (1877–1952) in
New York, and with a diverse group of artists such as Marthe Donas
(1885–1967), Theo van Does burg (1883–1931), several of the Italian
Futur ists, and artists active in the Dada move ment. It is not surprising
that Archipenko’s Berlin art school became an inter na tional hub. A
photo graph from this time shows the artist among a class of about
twenty students (fig. 3), several of whom can be iden ti fied as artists
from present- day Ukraine, including, in the last row, Alfred Aberdam
(1894–1963) and Zygmunt Menkes (1896–1986), both from Lviv, as well
as Joachim Weingart (1895–1942) from Drohobych.
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3. Archipenko Art School, Berlin, c. 1922.

Gelatin silver print, 8.5 × 11 cm, Archipenko Found a tion, Bears ville, Archipenko Archives.

Cour tesy The Archipenko Foundation.

In the early 1920s, Archipenko was juggling not only several
languages, but also multiple cultural frame works, and he was part of
over lap ping creative networks that were char ac ter ized by
extraordinary mobility. While he was often iden ti fied as a Russian
artist, in 1923, the Soviet author ities promoted a policy
of Ukrainization, 16 allowing a revival of Ukrainian liter ature and the
use of the Ukrainian language. In 1923, Archipenko’s mono graph,
authored by the German art historian Hans Hildebrandt (1878–1957),
was issued by the émigré publishing house Ukra inske Slowo
(Ukrainian Word) in five languages: English, French, German, Spanish,
and  Ukrainian. 17 This was not only an important homage to the
artist’s inter na tional status and growing popularity, it also repres‐ 
ented a signi ficant symbolic gesture in support of the Ukrainian
community at large. That same year, Angelica and Alex ander
Archipenko iden ti fied as Ukrainian citizens and obtained Ukrainian

10

https://devisu.inha.fr/histoiredelart/docannexe/image/128/img-3.jpg


Archipenko and Ukraine

4. Pass port of Alex ander Archipenko, issued by the Ukrainian Mission, Bern,

Switzer land, 1923.

Alex ander Archipenko papers, 1904–1986, bulk 1930–1964. Archives of Amer ican Art,
Smith so nian Insti tu tion, Wash ington, DC.

© 2023 Archives of Amer ican Art, Smith so nian Institution.

pass ports, which they used in their immig ra tion to the United
States (fig. 4).

From New York: Thoughts
about identity
While he lived abroad and exhib ited inter na tion ally, Archipenko
stayed connected with his family and corres ponded with them regu‐ 
larly, in partic ular with his older brother Eugene  (1884–1959). 18 He
wrote in Russian, while Eugene would some times write in Ukrainian.

11

https://devisu.inha.fr/histoiredelart/docannexe/image/128/img-4.jpg


Archipenko and Ukraine

From the corres pond ence, we are able to glimpse the hard ship of
those first years in New York:

From the letter to Father, you will find out that my busi ness here is
really bad and that I am dreaming of returning to Europe, where I
have a much greater respect. I regret that my trip to America has
turned into a shady enter prise […]. When I return to Europe, I will
publish memoirs about my stay in America and you will under stand
how barbaric this country is. 19

His discour age ment notwith standing, Archipenko did not return to
Europe, instead persisting in his efforts to find success in his new
milieu. In the United States, he ques tioned the idea that his art could
have any national char acter, explaining: “There is no nation ality in my
creations. In that respect, I  am no more Ukrainian than I
am Chinese.” 20 He pointed us to the exper i ence of multiple emig ra‐ 
tions that had informed his creative iden tity. Since the French
Revolu tion, nation hood and national iden tity were under stood as
being rooted in polit ical and cultural  geography. 21 In the case of
Archipenko, who traveled extens ively and juggled multiple frame‐ 
works, including Ukrainian, Russian, French, German, and Amer ican,
this meth od o logy does not fully address the complex processes of
self- identification and acculturation.

12

Connecting with the Ukrainian
expat riate community
In the 1930s, Archipenko connected with the Ukrainian expat riate
community in North America. Over the next 30 years, they would
support him by spon soring and commis sioning artworks. He
produced several sculp tures dedic ated to national poets such as
Taras Shevchenko and Ivan Franco, and he engaged in learning
Ukrainian. In 1933, Archipenko repres ented the Ukrainian community
in the Ukrainian Pavilion at the Century of Progress Inter na tional
Exhib i tion during the Chicago World’s Fair. The large pavilion was
built as a tradi tional, colorful wood struc ture, adorned with blue and
golden national flags. Ukraine was then part of the Soviet Union; the
pavilion was the only one at the event not sponsored by a govern‐ 
ment, but instead by the expat riate community. Here, among

13
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examples of Ukrainian crafts and folk lore, Archipenko was repres‐ 
ented prom in ently with more than forty sculp tures, paint ings, draw‐ 
ings, and lithographs.

The overall theme of the World’s Fair was tech nical innov a tion.
Begin ning in the mid-1920s, mech an ical advances and progress in
design and fabric a tion were celeb rated in the United States and were
paralleled by the search for new approaches to art. It was fitting then
that Archipenko, who considered himself an artist- inventor, parti cip‐ 
ated in the event. Surpris ingly though, instead of presenting
machine- related  art, 22 he chose to embrace spir itu ality and
humanity in a new series of sculp tures dedic ated to the theme of Mâ
(fig. 5). Key to under standing the symbolism of these figures is the
artist’s short story “Mâ,” repro duced in the exhib i tion cata logue: This
is the story of a man who, having lost himself and his inspir a tion,
employs the help of the super powers of Mâ to react ivate his creative
genius. One wonders if Archipenko did not describe here his own
exper i ence of discon nec tion and loss after emig ra tion, as well as his
tran scend ence thereof. In the artist’s personal life, this exper i ence
coin cided too with the loss of his parents, and with a separ a tion from
and reunion with his wife, Angelica.

14
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5. Alex ander Archipenko, Ma Distrib uting Power, 1933.

Cast aggregate, H. 182.9 cm, destroyed.

For Archipenko, who adopted the female form as the main vehicle for
his artistic language, women and their spir itual embod i ment as Mâ
were funda mental. Moreover, the word “Mâ,” in connec tion with the
image of the two halves of a sphere and an empty space between
them, evokes the Japanese concept of “ma” used in art and design to
describe negative space. 23 Archipenko had explored the void in his
sculp tural work and thus may have been familiar with this concept. 24

Addi tion ally, his visual mani fest a tion of these super human figures
points not only to Niet z sche’s concept of the Übermensch, but also to
Slavic myth o logy and concepts of  avatars, 25 and an interest in
Eastern philo sophy. To show their appre ci ation, the Asso ci ation of
Amer ican Ukrain ians purchased a bronze cast  of Ma  Mediation in
1932, as a present to the National Museum of Lviv. 26

15
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Aiding relief efforts
In the 1930s, Ukraine suffered great hard ship in the form of the
Holodomor, a famine that killed millions under the Soviet Regime.
Concerned with the mass star va tion, Archipenko donated The Past, a
sculp ture from the World’s Fair exhib i tion, to the Emer gency Relief
Committee for Starving Ukrain ians (under the spon sor ship of the
Ukrainian National Women’s League of America). 27 His dona tion was
a gesture of support for Ukrain ians. More signi fic antly though, it
repres ented an important public confirm a tion of a human it arian
cata strophe that while now considered geno cide, was not widely
publi cized at the time. The topic was taboo and has only been
increas ingly addressed since 1991, that is, the end of the Soviet Union
and Ukraine’s  independence. 28 Archipenko’s dona tion, which could
be under stood as an offi cial witnessing of the tragedy, conveyed
invalu able symbolic and moral support.

16

During times of crisis and war, artists often come to the fore to
address the events and to contribute to aid efforts. Perhaps the most
notable example is the anti- war painting by Pablo Picasso (1881–1973)
created in 1937, Guernica. While the painting narrates the cruelty of
war, it also raised funds for Spanish war relief and refugees when
exhib ited during an extensive tour. As we have seen, Archipenko, too,
used art to demon strate solid arity. By the same token, in 1938, on the
eve of the outbreak of the Second World War, he began working on
Moses Appealing to God (fig. 6). He had heard about the growing Nazi
German aggres sions and anti- Semitic perse cu tions, the labeling of
“degen erate” art, and the rise of fascism, and was prompted
to  produce Moses as a symbol of anti- fascism that would benefit
artists in need in Germany. With the choice of Moses as subject
matter, Archipenko linked contem por an eous politics with history, but
also created a paradigm for symbolism. Like Michelan gelo in his well- 
known Moses sculp ture, Archipenko too depicted the Old Test a ment
figure holding the Ten Command ments, symbol izing a belief in laws
that guide human actions and spir itu ality. From a clear anti- Nazi
perspective, he sent an important signal of solid arity. He noted on a
photo graph of the work, preserved in his archives: “This 7-foot statue
is dedic ated to everyone who suffers from injustice and persecution.”

17
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6. Alex ander Archipenko working on the model for Moses Appealing

to God, 1938.

Gelatin silver print, 24 × 20 cm, Archipenko Found a tion, Bears ville, Archipenko Archives.
The photo graph shows the painted plaster version now held in The Art Insti tute of Chicago.

Cour tesy The Archipenko Foundation.

Archipenko developed the sculp ture over several months, sketching
and painting the idea, and building smaller models of  it. 29 The final
work was conceived as a 2.1- meter-high monu ment. Photo graphs
illus trate how he built a large wooden arma ture on which he applied
cement- like composite material  (fig.  7). He had developed the
material espe cially to keep the tall sculp ture light, to facil itate the
ease of its trans port a tion. He finished the work by applying a metal
spray coating and paint.  Today, Moses is obscure, perhaps because
the large construc tion has been  destroyed. 30 At the time  however,
Moses was considered sensa tional. It was sent on an exhib i tion tour

18
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7. Alex ander Archipenko working on Moses Appealing to God, 1939.

Gelatin silver print, 24 × 20 cm, Archipenko Found a tion, Bears ville, Archipenko Archives.
The photo graph shows the construc tion of the large painted composite- material version

now destroyed.

Cour tesy The Archipenko Foundation.

across the United States and received coverage in national
media, including Time magazine and Newsweek.

Archipenko under stood and valued symbolism. Early in his career, as
a student at the Kyiv Art Insti tute, he had exper i enced its power,
including as a tool for polit ical propa ganda: In 1905, he had exhib ited
a sculp ture  titled Thinker that sparked a confront a tion with
the police. 31 The artist believed in symbolism and the capa city of art
to address  humanity. Moses summar ized his artistic concerns, from
the exper i ment a tion with mater ials to a symbolic and archaic theme,
as well as a true belief that art had a func tion in society. This belief
prompted him to become an organ izer and jury member of the Artists

19
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for Victory exhib i tion at the Metro pol itan Museum of Art in New York
in 1942, where Moses and Ma Meditation were also exhibited. 32

Searching for the universal in art
During the 1930s and 1940s, Archipenko faced complex real ities. He
was estab lishing himself as an artist in the United States, organ izing
exhib i tions with different dealers and curators, including a diffi cult
exchange with Alfred H. Barr Jr. (1902–1981), the director of the
Museum of Modern Art in New York, over  the Cubism and
Abstract Art exhib i tion. Archipenko was trav eling frequently and relo‐ 
cated from New York to the West Coast in 1935, where he taught at
several art schools. In 1938, he recon nected with László Moholy- Nagy
who invited him to teach at the Chicago Bauhaus. In addi tion, he built
his summer art school in Wood stock, New York. He created new
bodies of work, focusing on terra cotta and, after the Second World
War, on plexiglass.

20

During the mid-1930s, intel lec tu ally, Archipenko recon nected with
philo sophies that he had previ ously encountered in Europe, in partic‐ 
ular the writ ings of French philo sopher Henri Bergson (1859–1941).
Several unpub lished manu scripts from Archipenko’s archives illus‐ 
trate the extensive research of processes of creativity, inspir a tion,
and artistic genius. He examined these concepts in conjunc tion with
a serious study of sciences, including philo sophy, biology (espe cially
botany and zoology), psycho logy, and astro nomy, which he framed as
the basis for his art and pedagogy. He began these writ ings in the
early 1940s, when his contem por aries in the United States were
engaged in defining a new art and Amer ican avant- gardism. In partic‐ 
ular, with his personal exper i ence of two wars, Archipenko was
looking for an art that was free of polit ical content but had a
universal char acter and a spir itual component.

21

Throughout his career, the artist employed different solu tions to
sculp tural prob lems, produ cing an extensive body of work in an idio‐ 
syn cratic style that he considered inter na tional. While he employed
archaic refer ences in his early work, he also recon nected his later
works to elements previ ously developed in the context of Cubism.
These works from the 1950s, included eight new sculpto- paintings,
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8. Alex ander Archipenko, Cleo patra (Repose), 1957.

Cour tesy The Archipenko Foundation.

incor por ating different mater ials such as mother- of-pearl, Formica,
and Bakelite.

In Cleo patra  (Repose), from 1957  (fig. 8), a hori zontal panel just over
two meters long, Archipenko combined carved and painted elements
with found objects, forming an abstracted female reclining figure
whose partial reflec tion is shown in a mirror. The sculpto- painting
illus trates his continued interest in combining mater ials and poly‐ 
chrome, fusing two- and three- dimensional elements, and connecting
to history and memory. Again, we find refer ences to icons. The work’s
subject matter brings to mind familiar images, such as  the
Rokeby Venus by Diego Velázquez and the Grande odalisque of Jean- 
Auguste-Dominique Ingres, 33 but also repres ent a tions of Venus and
images of a woman in repose in Archipenko’s own oeuvre. He
reworked the sculpto- painting from around 1960, chan ging the
mirror and reflec tion, and adding the eyes, which are remin is cent of
the ancient Egyp tian Eye of  Horus. Cleopatra combines formal
language with symbolism and spir itual content in a visual style of the
fifties char ac ter ized by biomorphic shapes and abstract elements. 34

23
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Wood, Bakelite, found objects (jewelry, mirror), and paint, 96.5 × 213.4 cm,

private collec tion, United States.

Memories of Ukraine
In the late 1950s, memories of Ukraine may have been on
Archipenko’s mind, as we can see from a hand written list, from
around 1956, in the artist’s archives: Archipenko reviewed biograph‐ 
ical events and annot ated them with specific refer ences to his birth
country such as the Carpathian Moun tains and the Dnieper. He was
plan ning a film that he hoped could be sponsored by the Ukrainian
community. Aware of the support mech an isms for British sculptor
Henry Moore (1898–1986), he was hoping for some thing similar to
secure his own legacy. While the artist’s film was not real ized, in 1960,
he self- published a  monograph, Fifty Creative  Years:  1908–1958. He
edited the book with the help of Frances Archipenko Gray (b. 1936), a
former student, whom he married that year. 35 The mono graph, with
an intro duc tion by Ukrainian- born icon o grapher Sviatoslav Hord‐ 
insky (1906–1993), includes Archipenko’s writ ings about philo sophy,
art, and creativity, and almost three hundred illus tra tions, many in
color. Archipenko was celeb rated too in several large retro spective
exhib i tions that toured in Germany and Italy, from 1955 until 1963.
While he traveled to Western Europe for these events, and was able
to reunite with his older brother Eugene in Germany, he never
returned to Ukraine.
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Archipenko, who exper i enced polit ical oppres sion, two world wars,
the Great Depres sion, and numerous personal and profes sional chal‐ 
lenges, continued to believe in art as a found a tional element of
society and humanity. He suggests that art is “useful and indis pens‐ 
able for cultural progress in general and espe cially for our confused
civil iz a tion,” and notes that the urge to create “can be directed for the
better destiny of mankind towards a happy exist ence and progress
instead of holding millions of inno cents under constant fear of being
exterm in ated in the destructive chaos.” 36 Archipenko moved through
diverse art world communities that shaped the fabric of modernism
and shared his ideo lo gical beliefs in creativity, in the spir itual in art,
in innov a tion, and in educating the younger gener a tion. For him,
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NOTES

1  This trans lit er a tion of the name follows the Russian style; the name can
also be found in the form “Oleksandr Arkhy penko,” which follows the
Ukrainian style.

2  “In Solid arity” was part of the exhibition Collec tion 1880–1940s, Museum
of Modern Art, New York, March 25–October 16, 2022 (gallery 507).

3  Alex ander Archipenko in Yvon Tail lan dier, “Conver sa tion
avec Archipenko,” XX  siècle 25/22 (1963): n.p.

4  For further refer ence, see Vita  Susak, Ukrainian Artists in Paris:  1909–
1939 (Kyiv: Rodovid, 2010).

5  My use of the term “cosmo pol itan” is analogous to embra cing mobility,
migrancy, and coex ist ence with differ ence, in oppos i tion to social paro chi‐ 
alism, fixity, and xenophobia.

6  Tail lan dier, “Conver sa tion avec Archipenko.” The univer sity was renamed
Taras Shevchenko National Univer sity of Kyiv in 1939.

7  Margit  Rowell, The Planar Dimen sion: Europe,  1912–1932 (exh. cat. New
York: Solomon R.  Guggen heim Museum, 1979). Also, Joan  Marter,
Archipenko: Draw ings, Reliefs and  Constructions (exh. cat. Annandale- on
Hudson: Bard College, 1985), p. 17.

8  The work is listed as work no. 3687 in Frances Archipenko Gray and Alex‐ 
andra  Keiser, The Archipenko Sculp ture Cata logue  Raisonné,
2018� archipenkocr.org.

9  Tail lan dier, “Conver sa tion avec Archipenko.”

10  Interestingly, Before the Mirror (In the Boudoir) was in the collec tion of
Amer ican critic and curator Chris tian Brinton (1870–1942). Brinton was the
first to point out the influ ence of Ukrainian heritage in Archipenko’s
work (in Archipenko, exh. cat. New York: Kingore Gallery, 1924, n.p.).

11  He learned Ukrainian later in life.

12  Le Cercle des Oukrainïans à Paris, as it was also called, was the first
Ukrainian organ iz a tion in France, estab lished in 1908. It is also known  as

trans form a tion equaled progress. In this process he recog nized a
freedom, the freedom of creating.

e
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Укра їн ська громада в Парижі (Ukrainian Hromada in Paris) or as Ukra inska
hromada v Paryzhi in the Russian  transliteration. Hromada can be trans‐ 
lated as community.

13  A[lexander] Ar[c]hipenko, “Салон О-ва Независимых” [The Salon de la
Société des Indépendants], Париж ский Вестник [Paris bulletin] 24 (June 17,
1911): pp. 3–5. Published in Paris, the paper aimed to bring news from Russia.
It also reported on events within Russian émigré circles in Paris and the rest
of France.

14  See for example Der Sturm public a tions, including Alex ander Archipenko:
Sturm Bilder buch II (Berlin: Der Sturm, 1923).

15  Myroslava M. Mudrak, “The Painted Surface in the Ukrainian Avant- 
Garde: From Facture to  Construction,” Pantheon 45 (1987): pp.  138–43; as
well as The Phenomenon of the Ukrainian Avant- Garde,  1910–1935 (exh. cat.
Winnipeg: Winnipeg Art Gallery, 2001); and Susak, Ukrainian Artists in Paris.

16  Timothy Snyder, “Ukrainian History as World History, 1919–2017,” keynote
speech at the  conference Revolu tionary Ukraine: A Reflec tion on 1917 and
Its  Aftermath, IWM Library, Vienna, October  13,
2017� www.iwm.at/blog/ukrainian- history-as-world-history-1917-2017.

17  Hans Hildebrandt, Alex ander Archipenko (Berlin: Ukra inske Slowo, 1923).

18  Eugene Archipenko Papers, Shevchenko Scientific Society, National
Library, Warsaw.

19  Ibid. Alex ander Archipenko, letter to his brother Eugene, December 1924.
I thank Alex ander Demko for the translation.

20  Alex ander Archipenko, quoted in C. J. Bulliet’s intro duc tion to the exhib i‐ 
tion catalogue, Tour of the Exhib i tion of the Works of Alex ander Archipenko
(New York: Graphic Press, Inc., 1927), n.p.

21  Rogers  Brubaker, Citizen ship and Nation hood in France and  Germany
(Cambridge, MA: Harvard Univer sity Press, 1992), p. 49.

22  For  example, Archipentura, 1924, his patented inven tion, an elec tronic
machine that auto mat ic ally presented move able paintings.

23  It can be trans lated as space, gap, or void.

24  Chinese philo sopher Laozi also wrote about negative space, including in
his poem “The Uses of Not,” which Archipenko referred to in Tail lan dier,
“Conver sa tion avec Archipenko.”
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25  Specific ally, the Slavic myth ical char acter Bere ginya, a maternal power,
creator, and protector, may have inspired Mâ.

26  The bronze was destroyed in 1952. It is illus trated in the public a tion by
Volodimir Arofikin and Danuma  Posatska, Каталог втра чених експо‐ 
нентов націо наль ного музею у  львові [Catalog of lost works from the
National Museum of Lviv] (Lviv: National Museum of Lviv, 1996), cat. no. 298.

27  Wasyl Halich Papers, Immig ra tion History Research Center Univer sity of
Minnesota, printed in Svoboda, March 12, 1934.

28  See Snyder, “Ukrainian History as World History”; also, Robert Conquest,
The Harvest of Sorrow: Soviet Collect iv iz a tion and the  Terror- Famine
(Oxford: Oxford Univer sity Press, 1987).

29  Archipenko had in his library the first English- language edition of
Sigmund  Freud’s Moses and  Monotheism (1939), further illus- trating the
artist’s study of the biblical figure.

30  In 1960, Archipenko noted that the large version of Moses was destroyed.
The exact circum stances are unknown. Two smaller models are preserved
in the United States, in the collec tion of the Art Insti tute of Chicago and the
Kran nert Art Museum, Univer sity of Illinois Urbana- Champaign.

31  Tail lan dier, “Conver sa tion avec Archipenko.”

32  During the Second World War, the museums made their facil ities avail‐ 
able for antiwar efforts and propa ganda use. The Metro pol itan Museum
supported the Artists for Victory organ iz a tion, while the Museum of
Modern Art served as a recre ation center for soldiers and propa ganda
exhib i tions such as the now famous Road to Victory exhibition.

33  Jaroslaw Leshko, Alex ander Archipenko: Vision and Continuity (exh. cat.
New York: The Ukrainian Museum, 2005), p. 130.

34  Robert Rosen blum, “Notes on Archipenko’s Cleo patra,” in  Marter,
Archipenko, p. 9.

35  Frances Archipenko  Gray, My Life with  Archipenko (Munich:
Hirmer, 2014).

36  Alex ander Archipenko, “Creat ive ness,” unpub lished manu script, c.  1948.
Alex ander Archipenko papers, 1904–1986, bulk 1930–1964. Archives of Amer‐ 
ican Art, Smith so nian Institution.
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RÉSUMÉS

Français
Alexandre Archi penko (1887-1964), l’un des sculp teurs les plus célèbres
d’Ukraine, a influencé des générations d’artistes par son art, sa pratique
pédagogique et ses connexions inter na tio nales. À vingt et un ans, il quitte sa
ville natale de Kiev pour Paris, puis s’installe à Berlin, avant d’immi grer aux
États- Unis, et ces différentes strates de son histoire sont visibles dans son
œuvre. Cet article retrace l’héritage ukrai nien d’Archi penko et l’expres sion
de son expérience d’émigrant au sein de sa pratique artis tique. Il analyse
aussi son utili sa tion de l’art comme d’un gage de solidarité, offrant une
nouvelle compréhension de son œuvre en lien avec notre époque.

English
One of Ukraine’s most celeb rated sculptors, Alex ander Archipenko (1887–
1964) influ enced gener a tions of artists through his art, teaching, and inter‐ 
na tional asso ci ations. At the age of 21, he left his hometown of Kyiv for Paris,
and subsequently moved to Berlin, before immig rating to the United States;
this multilayered history becomes visible in his work. This article traces
Archipenko’s Ukrainian heritage and émigré exper i ence in his artistic prac‐ 
tice, including the artist’s belief that art can be used as a means to express
solid arity, offering a fresh under standing that connects his art to today.
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