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Dissonance/contrast, the essential of Malevich's Alogism which he dis=
covered in Cubism, differs from the implicit system of Cubist paintings
based on the very existence of their own iconography; with this iconogra=
phy or semantical basis Cubist letters/words are closely with things,
which in their turn reinforce and complete fragmented words. Malevich's
contrasts did not of course arise from this kind of complementary rela=
tions between forms and letters. His exploitations aim at such a con=
ceptual transgression of the common knowledge as Magritte's famous "Ceci
n'est pas une pipe" in which Word betrays Image and vice versa. A linguis=
tic experiment that does not call for horizontal extension of implication
through associations as in Cubist work - therefore jokes that Rosenblum
demonstrated (10) ultimately remain extrinsic to the pictorial system of
Cubism - but for vertical penetration into the subtle relationship bet=
ween Word and Image.

Besides Cubists, Larionov and Goncharova exerted great influence on
Malevich in the introduction of letters into the picture. Larionov's
first experiment with letters seems to be made in his Soldier Series
dated from 1910, and two distinctive features can be easily discerned
as to the role of them. One is a sort of tautology: represented objects
and words designating them are juxtaposed. for instace, "sablya"(saber)

and "pivo"(beer) in Soldier. Second version(1l). The other is a comple=

mentary reference to the depicted scene. To this category belong "srok

sluzhb" (period of minitary service) in both Soldier. First version and

Resting Soldiers and "durak"(stupid) in the above painting. These primi=
tive descriptions reappeared in a more sophisticated fashion - that is,
as a narration - in the Four Season cycle of 1912 (12), whereas in the
same year Larionov made a provocative expression in Spring 1912 in which
"yesna 1912" boldly rans across the surface as in a poster, violating the
traditional consistency of image as well as perspective (13).

Larionov's investigation into the verbal element in the picture was
accelerated by his fruitful collaboration with Futurist poets, especial=
ly with Kruchenykh, who advocated "autograph"(samopis'mo) ingtead of
print and wrote together with Khlebnikov a manifesto "Letter as Such"
(Bukva kak takovaya) of 1913. "Autograph" is one of Futurist endeavors

to give a new life to letters which, according to the poets, have been
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trimmed and contempted as poetic language and so there should be a new

sign that is intelligible and perceptible even to the blind and that

would replace the printing type (14). Just as Larionov vehemently denied
the luxurious books by the World of Art group, their art nouveau synthetic
unity of text and illustration, Kruchenykh reacted against the poetic lan=
guage which had degenerated into a circuitous sign by Symbolists and sought
for the "autograph" to implement it the directness, the purity and hence
the universality.

The first product of their collaboration was the publication of 0ld-
fashioned Eggg(starinnaya liubov') of 1912, a book that was printed by
hand on humble paper and that eliminated the complicated but circuitous
relations between text and illustration; both stood for themselves and thus
accused the World of Art book of the complicity of Word and Image.

Larionov's provocative tautology made its way in Russian Futurism.

In Goncharova's famous painting Cyclist we find the image of a hat and

the fragmented parts ,"shl" and "ya" of the word "shlyapa'(hat) juxta=
posed (15). Popova made the same attempt in Traveling Woman of 1915,
slightly changing the fragmentation of word: "shlyap"(a) (16). Shevchenko's
Fruits of 1913 is in the same vein: the title "Frukty"(Fruits), a depicted
object "vino"(wine), the signature "Aleksandr Shevchenko" and the date D3kl
are all inscribed on the surface (17).

With the decisive experience of the collaboration Larionov went fur=
ther into the destruction of formal conventions and contexts. A revealing
example is an illusration entitled Street Noises that he drew in pre-—
rayonist linear style for Kruchenykh's The World Backwards(Mirskontsa)
of 1912. In this lithography he exploited for the first time potentiali=
ties of the fragmentation of word: "Mee" and "meb" painted on the ban.

It is quite difficult to sense the original words though the latter may
bring up such remote associations as mebelnyi magazin(funiture shop),
mebel' (funiture) and the like. In addition to this fragmentation of
word, musical notes and a bar of music are also worthy of note. Compton
has argued that they should be the call of coach man or the sounds trans=
mitted by the telephone wire (18), but it is more convincing to interpret
them as the signs or symbols denoting "Street Noises" as a whole, not

some specific sound. In Soldiers. Second version Larionov transformed
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advocacy of Rayonism, failed to jump over .the provocation for provocation's
sake onto a fundamentally new conceptual dimension of the painting.
* * *

Malevich in his philosophical inclination stands the opposite of La=
rionov, who is an agitator by nature. Malevich's conceptual aspiration
reveals itself in his changing descriptions of the Square. He mentioned
"the Suprematist quadrilateral" in his letter to an art critic Ettinger
of 3 April 1920, correcting himself as " more exactly, the square. "

(30) As a matter of fact, all known versions of Square are slightly
deformed and so should be called as quadrangle if we should be geometri=
cally precise. The title of the so-called "Black Square" was listed as
Quadrangle(chetyreugolinik) in the catalog when the painting was first shown
in the "0,10" exhibition in December 1915 (31), while the painter had
already related the "square"(kvadrat) in his letter to Matiushin of May
1915, more than six months before the opening of exhibition (32). We

should fail to understand his creation, at least, his later innovation

and devotion to the writings, unless we should take his conceptual bent

into account.

Malevich largely indebted in his introduction of letters into the
picture to French Cubists and Russian colleagues. His first play with the
essentially ex—pictorial element, though it must be admitted that a
long tradition of the close relationship between the letter and the image
in terms of a visual communication, was done in his provocative gesture
most likely after Larionov; a gouache of 1911 with his signature and
the inscriptiom in left center "etiud krest'yanina" (study of peasant).(33)
Andersen suggests that this work in the ex—collection of the late Nina
Kandinsky might have been exhibited in the second "Blue Rider" exhibition
in Munich in 1912 < and it appears to have remained with Kandinsky after
the exhibition was over.(34). There is another evidence that shows Malevich's
particular attention to letters. It is a curious drawing of the same
peasant subject, head of peasant, with a printed word "zdes' "(here)

(35). These two drawings do not of course testify to a serial, consis=
tent exploration into the linguistic. Rather they are isolated prelimi=
naries that, it seems, the painter carries out by inflected consciousness

toward the letter. And here lies his inner basis to receive keen stimuli
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criticism for his partial, arbitrary citations from Khlebnikov's textss
he just keeps silent about other signs which should be relevant to his
further discussion: the number "4" and the letter/word "i" that he mis=
reads for "e" (42).

Arithmetic can be interpreted in the light of the Futurist opera
and of the four - dimensional notion manifested in the play. In the
fourth scene of the first act the character. "Many" declares triumphantly:
"We pulled the sun by its fresh roots / These fat ones became permeated
with arithmetic." (43) Like the sun to be conquered by Puturists as a
dreary symbol of 0ld World, the arithmetic was one of those disciplines
which were compmletely subordinate to the outmoded cultural establishment
in which the traditional notion of space-time and linear forms of knowle=
dge still dominated and repressed the true creation. Hence Matiushin's
insistance in his preface to The Three: "The days are not far when the
conquered phantoms of three-dimensional space, of the illusory, drop-
shaped time, and of the cowardly causality... will reveal before everybody
what they really have been all the time - the annoying bars of cage in which
the human spirit is imprisoned." (44) This negation of arithmetic as a
methodological 1limit of human thoughts was a possible conclusion drawn
from Futurists' and especially Matiushin's involvement in the problematic
of the four-dimensional geometry advocated by Hinton and Ouspensky (45).
Hinton made various attempts to represent — imagine, more exactly — an
invisible, four-—dimensional hypersolid "Tesseract" by geometrical analo=
gies (46). The Russian thinker Ouspensky properly evaluated Hinton's
Metggeometrx(47) as an actual method, a new form of thought to reconstruct
the worldview, but with certain reservations: at the same time he pointed
out the circuitous naiveté of analogy based on geometrical perception,as=
serting that dimensions are not mathematical magnitudes; one should take
a "direct path" to examine possibilities of the four-dimensional proper=
ties which he bears with hims$lf in his psyche. The fourth dimension was
thus not a mathematical problem but a far-reaching, psychological, and
even onthological problematic to (re-)establish co-ordinates of Man and
World (49). Seen from this point of view, it is no wonder that Futurists
considered arithmetic, which supported that "cowardly causality", as a

lower—dimensional discipline that lacked a metaphysical depth int; the
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