22

. TPETbAKOBCKASA M'AJIEPEA K 100-NETUO TMUN nm. A.C. MYLLKNHA

Buranun Mumunna

KHura Xy10;)KHIKA —
Livre d’artiste

Hcnanckas koanexuyusi.
Iluxacco. /lanu. Mupo. I'puc. Knase. Tanvec.
BricraBka B TMHMWU um. A.C. Ilymkuna. 1 ¢peBpansg — 25 mapra 2012

Konnekuym «KHUT XynoxKHUKa», coctaBlieHHble bopucom ®punmanom u I'e-
oprueM ['eHcoMm, — Toxainyii, camble mpeactaBuTebHble B Poccun. HaBep-
HOE, Y MHOTMUX KOJIJIEKLIMOHEPOB paHO WM IO3JHO BO3HMKAET HACTO-
sITeJIbHAsI TIOTPeOHOCTh clieIaTh COOPaHHBIE COKPOBUILIA TOCTYITHBIMU I1IH-
pokoii ob1ecTBeHHOCTU. MMEHHO Takue MOTUBBHI pyKoBoauan bopucom
®puamaHoM, Koraa oH oopaTtuicst B My3eii ¢ mpeiioXKeHUeM O COTPYIHM -
yecTBe. My3eil ¢ TOTOBHOCTBIO MOIAEPXKAJI €T0 UIICH0, Cpa3y OLICHUB KaueCTBO
MaTepuaia U IPOCBETUTEbCKOE 3HaUEHE IMPOEKTa: BEICTABOK TAKOI'O pojaa
B Poccum, aeiicTBuTenbHO, elie He ObL10. B akcno3uiiym, 3aHuMaBIIei Jae-
caTh 3aJi0B B Otnene 1nyHbiX Kosutekuuii MWW M. A.C. TlymikuHa, Ob110
MpecTaBIeHo 00Jiee TPUALATH KHUT — paOOTHI IIECTU BeIYIIUX UCITAHCKUX
xynoxxHuKoB XX Beka — [1aono Iukacco, CanbBagopa Jdanu, Xoana Mupo,
XyaHa I'puca, AHTonn Knase u Autonu Tanbeca. Kak npaBuio, Kaxkaomy
13 HUX OTBOJMJIOCH JIBa 3aJia (ToJIbKO KHUTM ['prica roka3bIBaauch B OTHOM
3aie ¢ mpousBeaeHusiMu Kiase). X0Ts BbICTaBKa He YJI0XKMJIACh B KaJeH1ap-
Hble paMku 2011 roga, oobsBiaeHHoro I'onmom Mcnnanuu B Poccuu, 3aaymMbi-
Bajach OHA B KOHTEKCTE JPYIMX «MCIIAHCKUX» MporpaMMm. IMeHHO 3TuM
00BSICHSIETCSI BHIOOP MCIAHCKUX MACTEPOB, XOTsI 3a7a4a BbISIBJICHUST KAKO -
TO HAaLIMOHAJIbHOM CIielIn(UKN B JaHHOM IIPOEKTe HE CTaBUJIach — TeM 0oJiee
YTO caMo MoHsTHE /ivre d’artiste cOOpMUPOBaAIOCh HA (PpaHILY3CKOI ITOUBeE.
[TpoexT uMen 1eJibl0 00paTUTh BHUMaHME LIMPOKOTO Kpyra poCCUMCKUX
3puTeliell Ha caMoO 3TO SIBJIECHUE, KOTOPOMY IMPUHAIJIEKUT 0C000€ MECTO B
HncKyccTBe XX Beka.
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TUTy IBHBIN TUCT P
13 KHUTU

Pierre Reverdy.

Le Chant des morts
[Ilecnv mepmevix].
Paris, 1948.
Jlurorpacdust
ITa6no INukacco
42 x 32

The title page »

of the book

Pierre Reverdy.

Le Chant des morts.
Paris, 1948.
Lithograph by
Pablo Picasso

42 x 32 cm
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Pa3BopoT U3 KHUTH
Pierre Reverdy.

Au Soleil du plafond
Paris, 1955

LIBeTHast tutorpadust
Xyana ['puca

42 x 64

A double-page spread
from the book

Pierre Reverdy.

Au Soleil du plafond
Paris, 1955.

A colour lithograph
by Juan Gris

42 x 64 cm
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Xom PYCCKUI TEPMUH «KHUTA XyI10XK-
HUKa», KaK W aHTJIMUACKUI artist’s
book, IpeIcTaBIISIIOT COO0I TOYHYIO KaJTh-
Ky ¢ dpanirysckoro livre d’artiste, Ha ca-
MOM JIeJIe OHU He TOXIeCTBEeHHBI. To, 4TO
HasbIBaeTcs livre d’artiste, 6e3yCIIOBHO, OT-
HOCHTCS K JKaHPY «KHHTA XyITOXHHUKA», HO
HE BCSKYIO «KHUTY XYIOXHMKa» MOXKHO
OIIPEIE/INTh Kak livre d’artiste. B pycckoit
M aHIJIMHACKON TPaIULIMK TEPMUH YKa3bl-
BacT, B MEPBYIO o4yepeab, HAa 3HAYCHUE
«MHBEHIUN», TO €CTh KOHLEINTYAIBHOIO
HavaJia B CO3JaHUM KHUTH, HOCUTEJIEM KO-
TOPOrO SIBJIIETCS XYIOXHUK (MMeEETCs B
BUJY, KOHLIEITLIXS B3aUMOIEHCTBUS TEK-
cta u u3obpaxkeHus). Bo dpaHiry3ckom
SI3BIKE TIOHATHE [ivre d’artiste TOXXe HeCceT B
cebe ITOT CMBICT, HO CBEPX TOTO TIPE/IITO-
Jlaraet ocoOble TpeOOBaHUS, TIPEAbsIBIIsIC-
MBblI€ K MaTepHUaJTbHOMY BOITJIOIICHUIO 3a-
MBICJIa, HEKOTOPBIC TTPU3HAKK, OTINYAI0-
1I[Me TaK Ha3bIBaeMbIE «POCKOIITHEIe» OMO-
JModUIbCKUe u3nanus (éditions de luxe),
WX TO, YTO aHIIMYaHEe HAa3bIBAIOT fine
printing. YTOOBI TOUHEE ONIPENEIUTD MPE-
MET BBICTABKH, B €€ Ha3BAHUM U CBSI3aH-
HBIX ¢ Heil MHGOPMALIMOHHBIX MaTepua-
JIaX UCITOJTb3YeTCs IBOMHOM pyccKo-(paH-
LIY3CKUI TEPMUH: «KHUATA XyJOXHHUKA —
livre d’artiste».

BaxHeiimmit mpusHak, OTJIHUYalO-
LU KHUTU TAKOTO poJa, — MCIIOIb30Ba-
HHE OPUTMHAJIBHBIX TEXHUK I1€YaTHO
rpacduku: pesia, ohopTa, CyXOM WIJIBI,
aKBaTUHTHI, Kcuitorpaduu, murorpabun

E_@“Mé& =
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(BmpoueM, u3peakKa B 3Ty cdepy gomyc-
kaetcst u ororpadust). MHorna oHu mo-
MOJIHSUTUCh TUCHEHUEM, PACKPACKOI Mo
Tpadapery, KoJiJIaxXeM U APYyTUMU Mpue-
MaMU, TPUAAIOIINMY KHUTE YHUKATbHBIM
xapakTep. V3naHust mpuHIUITHAIBHO Ma-
JIOTUPAXXHBI: OOBIYHO HECKOJIBKO COT, Yac-
TO — HECKOJIBKO JIECATKOB 3K3EMIUISIPOB.
Takue KHUTH, Kak MpaBuiIo, He COPOILI0-
pOBaHbI, OHU COCTABJISIIOTCS U3 OTHEJNb-
HBIX, CBOOOIHO CJIOXEHHBIX JIMCTOB, 3a-
KJIIOUEHHBIX B OYTIIsIp Min Kopooky. Oco-
00oe BHUMAaHUE YIEJSeTCs KayecTBy Oy-
Maru M TeJyaTtu; HepeaKo pa3Hble YacTu
TUpaXa MevaTaTcsd Ha OyMarax pazHbix
COPTOB; YaCTO UCIOJIb3yeTCs Oymara pyd-
HOTO OTJIMBA, C HEOOPE3aHHBIMU KPasiMU.
L pudt urpaet poap BaxHeliuiero dop-
MOOOPa3yIOLIETO 3JIEMEHTA; HEPEIKO BOC-
TPOU3BOMASITCSI PYKOTTCHBIE TEKCTHI aB-
TOpa WIN XyIO>KHUKa, YTO ellie 6oJee Moji-
YepKUBaeT PyKOTBOPHBIN XapakTep u3na-
HUs. BaxkHble XymoXecTBeHHBbIE (aKTO-
Pl — TIPOTIOPIINY MEXIY TEKCTOM U TIO-
JISIMU B TIpefie/iaX CTPaHUIIbI; OO BUI
KaXJI0ro pa3BopoTa; paBHOBECHE WJIH, BO
BCSIKOM CJIy4ae, 3CTETUYECKU OCMBICIIEH-
HOE COOTHOILIEHUE MEXKTy TEMHBIM U CBET-
JIBIM, MEXAy pu@ToM Win n3obdpaxe-
HUEeM — U (poHOM Oymaru.

Yarue Bcero Bemy11ast pojib B ONpee-
JICHUU 3CTETUYECKOTO O0JIMKA KHUTH B Lie-
JIoM (a He TOJIbKO OJI0Ka COOCTBEHHO WJI-
JIIOCTpALMi) TIpUHALJIeXana Xya0XKHUKY.
Xy[0XHUKHU, pabOTaBLIME B 3TOM KaHpe,
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Pa3BopoT u3 KHUTH
Joseph Brodsky.
Romische Elegien
(Pumckue sneeuu)
Switzerland,

St. Gallen, 1993
Jlutorpadust
Antonu Tamnbeca
36,5 x 57

A double-page spread
from the book

Joseph Brodsky.
Romische Elegien
(Pumckue sneeuu)
Switzerland,

St. Gallen, 1993
Lithograph by
Antoni Tapies

36.5x 57 cm

He OBLIM CIelUaTuCTaMU-UUTIOCTPATO-
pamMu B TPaIUIIMOHHOM CMBICIIE CJIOBa,
Tmogyac OHU BOOOIIE He CTaBWIN Tepel
co0oli 3amauy MHTEePIIPETalluy TeKCTa; B
JOOOM ciydae, OHU ObLTM OYeHb JTaJleKn
OT TOTO, YTOOBI IIPOCTO «BU3YATM3UPOBATH»
Gabyny nuTepaTypHOTO MPOU3BEICHUS.
OHU co3maBan 0cob0TO poaa XyaoKecT-
BEHHBII 00BeKm.

OnHako ycrex 3aBHces OT B3aUMO-
TMIOHUMaHWS BCEX YYaCTHUKOB MTPOEKTa —
He TOJIbKO OT XY[I0XHUKA, HO M OT aBTOpa
TeKcTa (eciu pedb II1a 0 COBPEeMEHHUKE 1
OH OBUT BOBJIEUEH B [IEJI0), OT U3IATENST, OT
revyaTHrKa. B kaXmoM KOHKpeTHOM 13/ia-
HUU POV MEXITy HUMU pacTpelesuinich
MO-pa3HOMY; WHOT/IA B OTHOM JIMIIE CO-
BMEIIATICh pa3Hble YHKIMU (HATTpUMeD,
XyIOXHUK WCITOJIb30BaJl TEKCThI COOCT-
BEHHOTO cOuMHEeHus). B syumux obpas-
11aX ATOTO XXaHpa eINHAsT XyT0XECTBEHHAs
BOJISI IPOHU3BIBAET BCe KOHCTPYKTUBHEIC
9JIEMEHTBHI KHUTH, TIPEeBpaIias ee B HEKOe
CHUHTETUYECKOE TIPOU3BEICHIE NCKYCCTRA.
To, YTO Ha3bIBACTCSI «aBTOPCKAasl KHU-
ra», — OT HavaJjia 1o KOHIIA IJIOM TPy/a Ofl-
HOTO YeJIOBeKa — YaCTHBII CTydail «KHUTH
XyIOXHUKa», IBJICHUE, OJyYUBLIEE 1IN~
poKOe pacmpocTpaHeHue OJIMke K KOHITY
XX Beka.

B npunuune, 10060 TEKCT MOT CTaTh
OCHOBOW 1yt co3nanus livre d’artiste —
OyIb TO COUMHEHNE HUKOMY HEBEIOMOTO
aBTOpa, OOIIEN3BECTHBIN JTUTEPATYPHBII
MMaMSATHUK WJIY TEKCT CAMOTO XYIOKHUKA.

Ho mist ucropum xxaHpa B epBbIe TECATH-
Jetuss XX BeKa 0coOblii MHTepec Mpea-
CTaBJISIIOT CJTydyaud aKTUBHOTO y4acTHs B
WU3IaTeIbCKUX TPOEKTAaX COBPEMEHHBIX
mcatesneil ¥ o3ToB, MPUHAIEXKABIITNX K
TOMY Ke KpYyTy apTUCTUYECKOTO aBaHTap-
na, yto u xynoxHuku (['mitom Anosin-
Hep, Auzpe bperon, [Tons Dmoap u apy-
rue). IMeHHO B 3TOl TUTEepaTypHO-XyI0-
xecTBeHHOU cpene [Tapmxka dopmuposa-
Jlach acTeTuka livre d’artiste.

Ho BaxHyio MUcCHI0 BBITIONHSUT U
W3MIaTeh, OT KOTOPOTO MCXOMMIT 3aKa3 Ha
paboTy: MHOTJa UMEHHO OH 3a/1aBajl OC-
HOBHBIE TTapaMeTpbl OyIyIieit KHUTH, Gpajt
Ha ce0s1 pa3paboTKy ee qu3aiiHa (MMeeTCs
B BUAY pa3paboTka OOIIed CTPYKTYpHI,
orpesieJIeHNe COCTaBa U XapakTepa KHIK-
HBIX YKpaIleHU ! U WITIOCTPALINiA, BBIOOD
HIPUTOB U T.11.); HENAPOM Ha KaxKIOM K-
3eMIUIsIpe OOBIYHO CTOST JABE TIOATUCU —
U XyIOXHUKA, U u3naress. s cioxeHus
0COOBIX «IIpaBUJI XaHpa» livre d’artiste
WMeJI0 3HaYeHUE TO 0OCTOSITETLCTBO, UTO
WHUIIMATOPaMU TIEPBLIX KHUT TaKOTO poja
0Ka3aJich He MPodeCCUOHATbHBIC U3/1a-
TEJIW, a TOPTOBIIBI TIPOU3BEICHUSIMU UC-
KYCCTBa, MPOSIBJISIBIIINE MHTEPEC K MU3[a-
TeJTbCKOU esiTeibHOCTH. Peub net, B riep-
BYI0 ouepenb, 00 AMOpyase Bosnape u la-
Husne-AHpu Kanseiinepe. OHU cTpeMu-
JIUCh MPEAOCTABUTD JIOMOJHUTEBLHOE M0JIe
JeTeTbHOCTH MacTepam, C KOTOPBIMU UMe-
JIV [IEJTO B KAUeCTBE MapIIaHOB, U TEM ca-
MBIM CITOCOOCTBOBaTh WX WM3BECTHOCTH.
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Cnauasa Bosap mompo6oBai 3aka3biBaTh
3CTaMITBl He TIPO(deCcCUOHATBHBIM IpaBe-
paMm, a XWBOIKCIIAM, OCBAWBABIINM TEX-
HUKU nevyatHoii rpaduku. [lo3nHee oH
obpaTwics K KMBOIUCIIAM B CBSI3W CO
CBOVMMM TIPOEKTaMM M3NaHUs KHUT. [1pu
STOM OH JIEICTBOBAJ B 00XOJI «CTIeTAT -
CTOB» — TpaMKOB-MUJUTIOCTPATOPOB 1 Ha-
TIepeKop CIOXUBIIEMYCSI CTaHAapTy OMO-
modwIbcKuX u3nanuit. Mzmatenmbckast
Kapbepa AMOpya3a Boisnapa Havanach B
1900 rony ¢ xuuru Paul Verlaine, Paralléle-
ment ¢ nutorpadusimu [1bepa boHHapa.
DTo u3naHue, BBINIEAIIee TUPAKOM JBE-
CTH C HEOOJBIITNM K3EMILISIPOB, CTAJIO BO
MHOTUX OTHOIIIEHUSIX 3TAJIOHOM KaHpa.
Livre d’artiste, Kak HeKasl IparomeH-
Hasl Belllb, OblJIa pacCuMTaHa Ha TO, YTOOBT
OpaTh ee B pyKH, HETOPOIIUBO TIepeKia-
IBIBATH CTPAHUIIBI, OCSI3aTh hakTypy Oy-
Maru (XOTs B My3esiX MPUHSITO TOJb30-
BaThCs CTIeIIMATBHBIMY TiepyaTkaMu). He-
KOTOpBIE BJIAIEITBIIBI TAKUX KHUT COBEP-
IIAIOT HEeTIPOCTUTETbHOE HACWIIME Hal UX
TIPUPOJION, OTIaBast HECOPOLTIOPOBAHHEIE
JIVCTHI B TIEPETUIET, MyCTh JaXe PeMeCIo
TeperuieTINKa JOCTUTaeT YPOBHS HACTOSI -
mero uckyccrsa. Ho, ¢ apyroii ctopoHs,
He HapyllaeM JIM MBI eCTeCTBEHHYIO (hop-
My CYIIIECTBOBAHUSI 3TUX KHUT, KOT/IA TT0-
KasbIBaeM Ha CTEHaX IO OTAETbHOCTHU 13-
BIIeUeHHbIe U3 HUX JIUCTBI? CTPOro TOBO-
ps1, HapymaeMm. Ho Bce e y Takoro cro-
coba HKCITOHNPOBAHUS €CTh OTHO HEOCTIO-
pUMOE TIPEMMYIIEeCTBO — BO3MOXHOCTH
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OXBATUTh BCE COMEPXKUMOE KHUTU OTHUM
B3DISIIOM. T0, YTO OOBIYHO CYIIIECTBYET B
caToM, KOMIIaKTHOM, BUJIEe BOPYT Pa3BO-
paunBaeTcs rmepe HaMy ¢ TTOPa3UTeTbHOMN
HaTJISTHOCTBIO U 61eckoM. ['oBopst o livre
d’artiste XaKk 0 «CHHTETYECKOM TIPOM3Be-
NEHUU WCKYCCTBa», MBI UMEJIW B BUIY
HEKYI0 UJEATbHYIO MOJIe]b TAKOTO 00b-
ekta. Ha mpakTuke cTereHb «\HTEerpupo-
BaHHOCTU», «CIUIABJIEHHOCTU» OTAEIbHBIX
3JIEMEHTOB KHUXHOTO O(opMIIeHUs 3a-
METHO BapbUpyeTCs B PA3HBIX U3MAHUSIX.
Hepenko reHeTuyeckast CBSi3b UJUTIOCTPA-
LU CO CTAHKOBOW TpaprKoit TOCTaTOUHO
XOPOIIIO TIPOCMATPUBAETCS, MHOM pa3 oHa
JaXke HaMEepeHHO ToauepKuBaeTcs. Mbl
VMeeM B BUIY U3aHUS, TIie TPaBIOPhI WK
nurorpadu  TPUCYTCTBYIOT OTHOBpPE-
MEHHO B JBYX (hopMax — pa3po3HEHHO
BHYTPU CaMOWl KHUTW KaK yKpalleHWe
TEKCTa ¥ B BUJIE €IMHON CIOUTHI, KOTOPast
CJIYXKUT HEKUM MpuUoxeHueM. Takumu
MPUWIOKEHUSIMU CHAOXaIaCh OOBIYHO JIUIIb
4acTh THpaxa, NMpuoOpeTaBiias B CUITY
9TOTO KCKIIIO3UBHBIN XapakTep. Ciouta
Morja ObITh M3laHa B BUJE OTIOEIbHOU
Tarku u 60Jiee OrpaHNTICHHBIM THPAKOM;
Tak mipousotnio ¢ opopramu [Mukacco K
kHure Aristophanes, Lysistrata (1934). B ax-
CITO3UITNY Ha CTEHE OJTHOTO 13 3aJI0B MOX-
HO ObLIO BUAETh U JIUCTbI, U3BJICUECHHbIE
U3 TaKOU Manku (¢ HeoOpe3aHHBIMU T10-
JISMU Y TIONITUCAHHBIE XyTOXHUKOM), U
caMy KHUTY, BBICTaBJIEHHYIO B BUTPUHE.
Odopmrnennoe Knase uznanue Alexandre
Pouchkine, La Dame de Pique (1946) BKJi0-
YaeT JOTOJHUTEbHYIO CIOUTY JIMTOTpa-
¢uit B ToHe cenuu (B caMOil KHUTEe OHU
YepHO-0eJTbie) U BApUAHTHI K HEKOTOPBIM

1 Sepi dFL BT OG0
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JIATOTpadusiM; TIPUYEM 3T TOTIOTHUTEITb-
HBIE JIUCTHI CONEPXKAT TaK Ha3bIBaeMbIe
«pemMapKu» — pa3HOTO pojia HabpOCKU Ha
MOJISIX OCHOBHOTO W300pakeHwusl, TPU-
JaroNIre KHUTe B ere OOJbIIeil CTereHn
Xapaktep papurtera. Takyio e poJib UT-
paeT OpUTUHAIBHBIN PUCYHOK, BIIOXEH-
HBIN B 9K3eMIULIp Apyroit knuru Kimase —
Prosper Merimée, Carmen (1946). OmHako
SKCTIO3UIIMOHEPHI CTAPATIUCH TTO BO3ZMOX-
HOCTH TTOKA3bIBaTh B COITYTCTBYIOIIINX BUT-
puHax KOpoOKu, QyTaspbl U OOJTOXKU —
KaK HalTOMWHAHUE O TOM, YTO MBI BCE-Ta-
KU MeeM JIeJI0 C KHUTOI, a He CO CTAaHKO-
BOW rpachuKoii.

B kauecTBe mpumepa n3naHus, B KO-
TOPOM HEBO3MOXHO Da3NeuTh padboTy
«AJLTIOCTPATOPa» B Y3KOM CMBICIE CJIOBA 1
paboTy nu3aitHepa, MOXXHO Ha3BaTh KHUTY
Knase Frangois Rabelais, Gargantua (1955):
BCE€ YACTH, COCTABJISIONINE €€ «apXUTEK-
Typy», — LIBETHbIE JIUTOrpadpuu (IByX- U
OTHOCTPAaHWYHBIE MU pa3MelleHHBbIe B
TekcTe), Keunorpaduyeckre OYKBULIBL U
KOHIIOBKU, Ipu(TOBOI HAabop — obOpa-
3YIOT HepasIeTbHOe 11eJI0e, TOMIMHEHHOE
3aMBICITY OTHOTO YeJIOBeKa — XYIOXHU-
ka. [Ipyroii mpumep u3naHusi, B KOTOPOM
XYIOXKHUK OBUT TTOJTHOBJIACTHBIM XO3SU-
HoM, — KHMTa Pablo Picasso, Poémes et
Lithographies (1954), Boltieaimasi B u3na-
tenbeTBe Galerie Louise Leiris: 3nech [u-
Kacco OTBeyas 3a BCE €€ COCTaBIISIIONINE:
OH OBLUT aBTOPOM TEKCTOB, TIPUYEM HaT-
CaHHBIX €T0 PYKOI; OH € BBITTOJHUJ PU-
CYHKM M CKOMIIOHOBaJl BCE€ CTPAaHUIIBI
arpboMa, HaXoIsT KaXIbli pa3 Kakoe-To
HOBOE COOTHOIIIEHUE MeXIy n300paxke-
HMEM U PYKOITUCHBIM TekcToM. Erte onux
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o0Opaszel Takoro poga — kuura Mupo Le
Lézard aux Plumes d’or (1971), B XoTOpoit
LIBeTHBIE JINTOTpaduM XyIOXKHUKA TIepe-
MeXaroTcsl CO CTpaHWIaMU, 3aIlOJTHEeH-
HBIMUA TEKCTOM, aBTOPOM KOTOPOTO SIB-
JisieTcst caM Mupo; Tipy 9TOM HalMCaHHBII
WM OT PYKH TEKCT MPEICTABIISIET COOOI TTa-
MSTHUK Kajurpaduu, odnagaroimuii ca-
MOCTOSITEJTbHOI, YNCTO TpadynIecKoii BbI-
pasutenbHOCThIO. KcTaTtn 3ameTum, 4to
KOT[a XyTOXXHUK VIMeJT IeJI0 He CO CBOUM,
a C IyXUM TeKCTOM, OH BCE PAaBHO HEPEIKO
MPENTTOYNTAI eT0 PYKOTTMCHOE HadepTa-
HHE: TaK, B KHUTE Pierre Reverdy, Le Chant
des Morts (1948) TTukacco BOCTIpOU3BOIUT
pykomucHBIN TekcT Pesepau, Tambec B
xuure Joseph Brodsky, Romische Elegien
(1993) ucnonb3yet aBTorpadsl bpoacko-
ro, Mupo B kuure Jacques Prévert, Adonides
(1975) — cootBercTBeHHO aBTOrpads! [1pe-
BEpa M T. II.

XOT$ 9KCITOHATHI Ha BBICTaBKE OBLITH
pacTipe/ieIeHbl TI0 XyTOXKHUKAM, €€ MOX-
HO OBUIO OCBaWBaTh U WHBIMU TYTSIMU,
PYKOBOJICTBYSICH COOCTBEHHBIM TIJTAHOM.
Hanpumep, MOXHO ObUIO «ITPOMTUCH» MO
u3maTesIsIM. DKCTIO3UIIMS 1aBajia TIOBOJL
TOBOPUTH O TAKWX BBIIAIOIINXCS (PUTYpaX,
kak AMOpya3 Bosutap, JlaHusnb-AHpu
Kauseitnep, Wnba 3maneBuu, Tepuan,
Ome Mar, Ansbep Ckupa. [IpencraBneH-
Hasl Ha BBICTaBKe KHUTa Honoré de Balzac,
Le Chef-d’Oeuvre inconnu ¢ ATIOCTpaIU-
amu [lukacco ecTb B 0OJIBLIOI Mepe pe-
3yJbTAT U3IATEeTLCKOTO BEIOOpA, OHA Jac-
TBIO COCTaBJIEHA Ha MaTepuaie PUCYHKOB
xynoxHuka 20-X rofoB, M3HAYATBHO HE
CBSI3aHHBIX C M3IAHWEM U OTOOPaHHBIX
Bomtapom u3 ctapbix amb00MOB U TIOPT-

e i

Pa3BopoT u3 KHUTK
Héléne Baronne
d’Oettingen (Roch Grey).
Chevaux de minuit
[Iloaynounsie konu|
Cannes/Paris, 1956
I'paBiopa (cyxas urnia)
[Ta6so IMukacco

31 x 62

A double-page spread
from the book

Héléne Baronne
d’Oettingen (Roch Grey).
Chevaux de minuit
Cannes/Paris, 1956
Drypoint print by
Pablo Picasso

31 x62cm



TuTynbHBIN Pa3BOPOT
13 KHUTU

Lewis Carroll.

Alice’s Adventures

in Wonderland [Anuca
6 cmpane uydec|

New York, 1969
I'paBiopa Ha
dpoHTHCTIIICE
(uBeTHOI 0hOPT)
CanbBanopa lanu

43 x 57

A double-page spread
with the title page
from the book
Lewis Carroll.
Alice’s Adventures
in Wonderland
New York, 1969
A print (colour
etching) on

the frontispiece
by Salvador Dali
43 x 57 cm

dommo Mmactepa. OcoOblll WHTEpeC It
POCCHUIICKOTO 3pUTENISI UMEIOT KHUTH, W3-
nanHbie Mibeit 3naneBruem — Unbsizmom.
XyIOXHUK, KPUTHUK, TIOIT, IIPOTIATAHTUCT
pycckoro ¢yrypusMma, 3MaHeBUY TIOCTe
nepeesna Bo @pannuto B 1921 romy mpo-
JIOJTKaJl 3aHUMAThCs M3IaTeIbCKON Mesi-
TeJIbHOCTHIO. Ha BhICTaBKe MTOKa3hIBAINCH
IIECTh €T0 KHUT C TPaBIOpaMHU, CTIeIIUab-
HO BBITIOJIHEHHBIMU TSI OTUX W3TaHUIA
[Muxacco, n ogHA — C WUTIOCTPALIASIMU
Mupo. 3naHeBUY ITPOSIBIISLT OOJTBIITYIO MHU-
1IMaTUBY B BBIOOPE M OTHICKAHUU TEKCTOB.
Hauarts ¢ Toro, uTo B city4ae ¢ ero nepBoit
KHUTOU B XXaHpe /ivre d’artiste OH caM BBI-
CTYNUJI B KavyecTBe aBTOpa, MPEIIOXUB
[Mukacco, ¢ KOTOPBIM OH TIOAPYKUJICS B
1922 romy, TOTIOMTHUTE €TO COHETHI PSITOM
TpaBIop: TaK MosiBWIach Kuura Afar (1940).
B uHbIX citydassx 3maHeBUY HaXOIWIT COYU-
HEHWUsI MaJIOU3BECTHBIX aBTOPOB (Adrien de
Monluc, La Maigre, 1952; Marcos Jimenes
de la Espada, Le Frére Mendiant, 1959),
CJIOBHO 3KeJsiasi TIOMYEPKHYTh, YTO KHUTA
Kak TpeIMeT MCKYCCTBA MOXKET MPeICcTaB-
JIATh WHTEPEC JIake MPOCTO B CUITy CBOMX
n300pa3nUTETLHO-XYIOKECTBEHHBIX U TH-
norpacdckux KauectB. HexoTopsie mpo-
eKThI 3MaHeBNYa JatoT IPUMep 0COOSHHO
aKTUBHOI, TBOPYECKOI POJIU U3IaTeNs B

K 100-IETUIO FTMUW nm. A.C. MYLLIKNHA

LEWIlS CARBOLIL

WK

KOHCTpyUpOBaHUU KHUTU. OUeHb HaTJISIII -
HO 3TO TIPOSIBIIsSIeTCST B u3naHuu Héléne
Baronne d’Oettingen, Chevaux de Minuit
(1956), rae anemMeHTHI TUITOTPahCKOTro Ha-
6opa pa3MelieHbl B PUTMUIECKOM COOT-
BeTCTBUU ¢ wnmiocTpanusmu [lukacco.
N3narens v oH ke nu3aiiHep KHUTH BbI-
CTYTIaeT 3/IeCh Ha PaBHBIX ITPaBax C XyI0X-
HUKOM. 3/aHeBUY TPUAABAJ UCKITIOUU-
TeJIbHOE 3HAUeHUe XapakTepy mpudra,
PACCTOSTHUIO MEXIy OYyKBaMU W MEXIY
CTPOKaMH, OT KOTOPOTO 3aBUCEJIO 00IIee
BIIEUATJIEHWE JIETKOCTH, TPO3PavYHOCTH
crpaHuLIbl. [IOpoil «<KOHCTPYKTUBUCTCKUE
9KCITEPUMEHTHI 31aHeBUYa co MpPUdTO-
BBIM Ha0OpOM, «3CTETU3ALMs» LIpudTa
3aXOIUJIN JOBOJIBHO AaJIeKO: TaK, B KHUTE
Adrian de Monluc, Le Courtisan grotesque ¢
otdopramu Mwupo (1974) o mectamm
YKJIaabIBaeT OyKBHI HAa OOK, YTO, KOHEUHO,
3aTPYAHSIET YTEHUE TEKCTa, 3aTO HEOObI-
JaifHO 00OCTpsIeT BOCTIpUSATHE HIpUdTa
KaK CaMOLIEHHOTO dJIeMeHTa rpaduKu.
Ha BbIcTaBKE MOXHO OBLIO HAOJIO-
JaTh OYEHb MIMPOKUUN CIIEKTP TeXHUYe-
CKUX U N300pa3UTEbHBIX CPEJICTB, K KO-
TOPBIM TIpUOETaI XYMOXKHWKW KHUTH.
DKCMO3UTINOHEPHI MECTAMU OOBITPHIBAIIN
KOHTPACTHBIE PEIeHNUs: TaK, SKCTIOHATHI
B MEpPBOM 3ajie, Te OBbLIM BBICTABICHBI

TPETbAKOBCKASA MANEPEA

TWILVE

ALICES ADVENTURES
IN WONDERLAND

ILLUSTEATECG NS
DEJGIMAL WORODCLITE

LTI

AN DENAIMAL ETOGHEING EY

EATLNVADOR DALL

MAECENAS FRESS - RANDHM HOUSE

NEW . TORE 4069

KHWTHU, co3MaHHbIe [TnKacco B COTpyIHM-
YeCTBE CO 3MaHEeBUYEM, — 3TO CTPOTO Uep-
HO-0Oemas Tpacduka, MOCTPOCHHAS TIpe-
WMYIICCTBEHHO Ha BBIPA3UTECIBHOCTH
04epKOBOTro oopTa MU CyXOi WIJIBI;, B
Hell MHOTO Bo3/Iyxa U cBeTa. B cocenmHem
3aJie, 4TO I10 TIPABYIO PYKY OT BXOJa, TOXE
MOKa3bIBaIMCh paboThl [1MKacco, HO 31ech
B ILICHTPE TJIaBHOM CTEHBI TOPEJI MHTEHCHUB-
HBII KPaCHBI IIBET — 3TO JINCTHI M3 KHUTH
Pierre Reverdy, Le Chant des Morts, B KO-
TOPBIX XYIOXHMK Habpocal IIUPOKOI
KHCThIO a0CTpaKTHBIC (hOPMBI, TTOXOXKUE
Ha ueporaudsl U Kak OyATO CBOOOAHO
CKOJTB3SIIIINE TIOBEPX PYKOITMCHOTO TEKCTA.
3puTenb, MOXeIaBIINN U3 TIEPBOTO 3aia
MOWTHU HE HampaBo, a MPSIMO, TToTaaal B
(aHTacTUIeCKUT MUp MUpPO; 1 31eCh, TO-
K€ IO KOHTPACTy C TIPEIBIIYIIAM 3aJI0M,
LIapWJI IIBET — LIBETHBIC TpaBIOPBl MMpo Ha
(boHe OesbIX CTeH CUSLIM HaIrogo0ue BUT-
paxeii. B mucrax us kauru Jacques Prévert,
Adonides XymoxXHVK WCTIOTb30BAJI CPEIU
MPOYEro TUCHEHME, COo3/1alolee B M300pa-
JKEHWU KaK OBl TOTIOJTHUTEIbHOE M3Mepe-
Hue. OcoOEHHO M30IIPEHHBIC (PaKTypHBIC
3pdeKTHl MPUMEHSIT B CBOMX KHUTaX
Tambec; BlipoyeM, OHM He OBIIN TSI HETO
CaMOLIEJTbIO, HO CO3IaBajii 0COOYIO 3aBO-
pPaXkMBAMOIIYI0 TTOBEPXHOCTh, pacIioya-
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Adrian de Monluc. B S R A

Le Courtisan grotesque

[TpomeckHotii Kypmu- oA BFE NH FOULAPDINT O&
3an]. Paris, 1974 I N NS R TR T ) - T e T
FpaBIopa (HBCTHOH HANLCHES & > ZF oo i o - O &

oopT ¢ akBaTUHTOIT)

XoaHaM]/[po 44 x 58 Om DuwXw Dw B=ul LES CHAURIELS

o, BAMDOES:S [~ 1] = SR - B 2 L*5
A double-page spread CAMSGHS Ow mEmmmg—w LES 0L
from the book
Adrian de Monluc. O TOJdai- LEL SOULIERY & HEULE
Le Courtisan grotesque. Ew ToODa-F L FOETOIT WHE
Paris, 1974 c MTLR = BT L e TP | 5 b i

A print (colour etch-
ing with aquatint)

by Joan Miro

44 x 58 cm
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Pa3BopoT u3 KHUTH
Joan Miro.

Le Lézard aux

plumes d’or [Awepuuya
¢ 3010MbLMU nepbImu]
Paris, 1971

LBeTHas mutorpadust
XoaHna Mupo

35% 100

A double-page spread
from the book

Joan Miro. Le Lézard
aux plumes d’or

Paris, 1971

A colour lithograph
35x 100 cm

TaIoNIyI0 K MEIUTAIINY U CO3EPIIaHUIO; He-
KOTOpBIE JIUCTHI 3aCTaBJISIIOT BCTIOMHUTH
JATbHEBOCTOUYHOE MCKYCCTBO. Jlamu mpu-
GeraJ IUTsi BOTUTOIIIEHNUST CBOUX CIOppeaTn-
CTUYECKUX BUACHUN K CaMbIM pa3HO-
00pa3HBIM TEXHUKAM, OXOTHO CMEINBast
ux 1pyr ¢ apyrom. OcoOyro nzodperaresib-
HOCTb OH IIPOSIBUJI B «<KOHCTPYHPOBAHII»
cBOMX KHUT: usnanue Salvador Dali, Dix
recettes d’immortalité (1973) ornuyaaercs,
TIOMUMO 3KCTPaBaraHTHOW KOPOOKM, Ha-
JITIreM IBYX 0pOPTOB B BUIE OOBEKTOB —
pacKyIaabpIBaIoNIeiicst B TIPOCTPAHCTBE Oy-
MaxXHOU KOHCTpyKIuu. bynyriee moka-
3aJI0, UYTO pa3BUTHE XKaHpa «KHUTH
XyIOXHUKa» TOUIET UMEHHO TI0 3TOMY
MyTA — TI0 TIYTH TIpeBpalieHus] KHUTU B
00BeKT, BCe OoJiee OTHASIONIUICS OT Ty-
TeHOeproBcKoro npoodpasa. [Ipumep to-
T0, KaK KHUATa 00peTaeT OMOJTHUTETLHOE,
3BYKOBOE, U3MepeHne — pabora Tambeca
Joseph Brodsky, Romische Elegien: ee 3Kc-
TIOHUPOBAHKE COTIPOBOKIAIOCH 3ATTUCHIO
rojoca Mocuda bpoackoro, untatouiero
cBou «Pumckue anerun» (CD-muck BXo-
JIUT B COCTaB U3IaHMSI).

Ha doHe BbicTaBKuM ObLT NIPOBENEH
«KpYIJIbI cTo/» — «KHuUra xynoxHuka:
rpanuibl seaeHus» (TMUU um. A.C. Tlym-
KuHa, 15 mapta 2012). B Hem yyacTBoBaiu
U3BECTHBIE XyIOXHUKU, paboTarolue B
3TOM XaHpe, UCKYCCTBOBEIbI, (PUIIOJIOTH,
usnareyiuv, paboTHUKU OMOIUOTEK, KO-
JIEKIIMOHEPHI, rajepuctel. PasroBop o
«TpaHULIAX SIBJICHUSI» — 3TO HEU30€XXHO U
pasroBop o trepMuHax. O6cyxneHue no-
Ka3ajao, YTO pycckas TEPMUHOJIOTUS B
JIAaHHOW 00JIaCTHU ellle HE BIOJHE YyCTOsI-
Jlach, U XOTSl «Kpyribiid cton» B TMUN
uMm. A.C. [lymkuHa He MOT paguKaIbHO
U3MEHUTh 3Ty CUTyallMl0, cama IMocTa-
HOBKa TMpoOJieMbl JOJIKHA MPUHECTH
Kaky1o-To mnojb3y. KoHcratupoBaiocs,
4YTO CTaHHApTHl /ivre d’artiste, CIOXWUB-
muecss B mepBoil monoBuHe XX Beka,
YTPaTUJIU CBOKO 003aTEIbHOCTh K KOHILY
CTOJIETUS U 1aXXe paHblIe, HO «KHUTA XYy-
JIOKHUKA» B IIIUPOKOM CMBICIIE 3TOTO TI0-
HATUS TMPOAOJIKAET pa3BUBATbCA U
ocTaeTcs 00JIACThIO KCIIEPUMEHTA, aB-
TOPCKOTO «XKecTa», He TIPU3HAIOIIEeTO HU-
Kakux rnpaBuji. Bo MHOTHX BBICTYTLICHUSIX

TPETbAKOBCKASA MANEPEA

K 100-IETUIO FTMUW nm. A.C. MYLLIKNHA

MPO3BYYAJIO COXaJIEHUE MO TTOBOIY TOTO,
yTo B Poccuu, B OTiIMUKE OT MHOTUX APY-
TUX CTPaH, «KHUTA XyJOXHWKa» KaK BUI
HWCKYCCTBAa HE MOJIb3YeTCs BHUMAHUEM,
Kakoro 3aciyxupaeT. ['ocynrapcTBeHHbIE
My3eu U OUOJIMOTEeKM MpUJIaratloT SIBHO
HEIOCTATOYHO YCUJIUIA O KOMILJIEKTOBa-
HUIO0 (HOHIOB MaTepualoM TaKOro poja
WK BooOIlle UTHOPUPYIOT ero. Becbma
Y30K KPYT YaCTHBIX KOJIJIEKIIMOHEPOB, UH-
TEPECYIOMINXCST «KHUTOW XyTOXKHUKa»;
nesrenbHOCTh b. @punmana u . T'enca
BBINJISIIUT CKOpee KaK UCKIIOUEHUE, OCO-
Oblii cyyaii.

Mexny TeMm Bpemst paboTaeT IMpoTUB
HAac, pecypchl XYJI0XECTBEHHOTO PbIHKA
ObicTpo uctolatotcsa. Ho, HecMoTpst Ha
O0LIYI0 MECCUMUCTUYECKYIO OLIEHKY MO~
JIOXKEeHUsl el B 2Toi cepe, ecTb Ha-
JeXIa, 4YTO TMPU3bIBBI  YYACTHUKOB
koH(pepeHMu OymyT ycibimaHbl. Cam
(hbakT rnpoBeAeHUS TaKOH KOH(bEpeHIIUN —
MO3UTUBHOE $SIBJIEHUE, OJHO U3 CBUIE-
TeJILCTB TOTO, 4TO BbicTaBka B TMUU
uM. A.C. [TymkuHa BbI3Baa 00IIeCTBEH-
HBII PE30OHAHC.
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Jlucr u3 kHuTK >
Johann Wolfgang
von Goethe.

Faust [@aycm]
Geneva, 1969
I'pasiopa (odopr,
cyxas urjia)
CanbBagopa danu
38 x 28

A page from the book »
Johann Wolfgang

von Goethe. Faust
Geneva, 1969

Print (etching,
drypoint) by

Salvador Dali

38 x 28 cm
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Vitaly Mishin

Livre d’Artiste:

The Spanish Collection —
Picasso, Dali, Miro, Gris, Clave, Tapies,
at the Pushkin Fine Arts Museum

ON THE 100th ANNIVERSARY OF THE PUSHKIN FINE ARTS MUSEUM

The collections of artists’ books amassed by Boris Friedman and George Gens are probably
the fullest of their kind in Russia. There comes a point in the life of many collectors when they
feel the urge to make the riches at their disposal available to the public. Such were the motives
of Friedman, when he approached the Pushkin Fine Arts Museum with a suggestion for
cooperation. The museum was pleased to accept: the material on offer was of extremely high
quality, and such projects have undoubted educational value. On show from February to the
end of March 2012, it was the first an exhibition of its kind in Russia.

aking up ten rooms in the private col-

lections department of the museum,
the exhibition showcased more than 30
books by six leading 20th-century Spanish
artists: Pablo Picasso, Salvador Dali, Joan
Mir6, Juan Gris, Antoni Clavé and Antoni
Tapies. Most artists were allocated two
rooms, with Gris and Clavé sharing a room.
2011 marked the “year of Spain in Russia”,
and although the exhibition did not formally
open in that year, it was nevertheless
planned as one of the special Spanish-
themed events. Hence the choice of Spanish
masters, although the organizers did not at-
tempt specifically to examine national traits
in the works on display. The concept of the
livre d’artiste was, of course, born in France.
The aim of the project was to draw the at-
tention of the broad Russian art-loving pub-
lic to this special phenomenon, which
occupies a unique place in 20th-century art.

Although the Russian term kniga
khudozhnika, like the English “artist’s
book” is, it seems, a calque from the
French livre d’artiste, there are differences
in usage. The livre d’artiste is always a kniga
khudozhnika, yet an artist’s book in the
Russian sense is not always a livre d’artiste.
In Russian and English, the term indicates
the primary importance of the artist’s
imaginative view, of his or her conception
of the interaction between images and text.
The French term /ivre d’artiste possesses
the same connotations, whilst also imply-
ing a particular approach in the realization
of the artist’s concept — certain traits, typ-
ical of so-called éditions de luxe, or fine

THE TRETYAKOV GALLERY / #2'2012

printing. In order more clearly to define
the object of this exhibition, its name, and
in all supplementary material the double
Russian-French term is used.

A trait typical of livres d’artistes is the
use of original printing techniques such as
engraving, etching, drypoint, aquatint, xy-
lography and lithography. Occasionally,
photography is used. These methods can be
supplemented with stamping, stenciling,
collage and other techniques emphasizing
the book’s uniqueness. Livres d’artistes are
usually published in small editions of sev-
eral hundred or, in many cases, several
dozen copies. Rather than being stitched,
they are most often made up of separate
sheets stacked in a case or box. Particular
attention is given to the quality of the paper
and printing, with different parts often
printed on different types of paper. Hand-
made paper with uneven edges is often
used. The typeface is also crucial in setting
the style: sometimes, hand-written texts by
the author or artist are reproduced, high-
lighting the “handmade” impression. How
much space the text occupies on a page,
the general view of each double-page
spread, the aesthetic balance between light
and dark patches, the proportion of images
to text, and the relationships between text,
image and background — all are given the
most careful consideration.

The artist was most often responsible
not only for the illustrations, but for the
overall aesthetic image. The artists working
on such projects were not in fact illustrators
per se; their aim was not so much to inter-

pret the text, producing artistic images to
reflect the words, but to create a special ob-
ject of art.

A project’s success, however, de-
pended on the degree of understanding be-
tween all of its participants. Besides the
artist, these included the author of the text
(provided he or she was living, and involved
in the work), the publisher and the printer.
The roles of each party would differ de-
pending on the project. Sometimes, the
same person might take on several func-
tions: artists, for instance, might work with
texts they themselves had written. In the
best examples of such books, all elements
are born of a single artistic vision, and to-
gether produce a single synthetic work of
art. A particular type of artist’s book — that
created entirely by one person — became
common in the late 20th century.

In principle, a /ivre d’artiste can be
created around any text, be it a famous lit-
erary masterpiece, a work by a little-known
author, or something written by the artist.
Yet in the first few decades of the 20th cen-
tury, the most interesting examples of /ivres
d’artistes were perhaps those combining text
by contemporary writers and poets (such as
Guillaume Apollinaire, André Breton or
Paul Eluard), with images by artists from
the same avant-garde circles. In this
Parisian literary and artistic milieu, the aes-
thetics of the /ivre d’artiste took shape.

The publisher placing the order for
any such livre d’artiste, could also exert an
important influence on the end product.
In many cases, publishers determined the
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Jlucr u3 kHUTH

Pablo Picasso. Poémes et
Lithographies [I1aono ITukacco.
Tosmer u numoepagpuu]

Paris, 1954

Jlutorpacus IMadmo

IMukacco. 65 x 50
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A page from the book
Pablo Picasso.

Poémes et Lithographies
Paris, 1954

Lithograph by Pablo
Picasso. 65 x 50 cm
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garsannet, luy
demandans
ReCTellemer:t ol
ettt los o it -
hles des rrands 7
chevaulx, pen-
sans que volon-
tiers Jes enfans
shecellene toat.
oo Lors 3l Bes
mienx r\-:.r ;Fq
prands degres
da chastea,
passant par 4
siconde salle,
on ane !_E'.'.I.I'ldi:

Ch apitrl: X1 Des chevanx f.:‘it'ff':'ﬁﬁ de Cretr-
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UTS, atho que eoute s vic feust bo
chevaulchenr, Ton oy feift un bean
grand cheval de boys, leguel il G-
soit pemader, saulter, woltwer, s
et dancer tour ensemble, aller Le pas,
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de pecile, de pye, de lenoe,
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edition’s design and main characteristics,
deciding on the general structure, style and
subjects of the decoration and illustrations,
the typeface and other such matters. In-

Livres d’artistes are precious things, to
be handled with care. Readers would pick
them up lovingly, slowly perusing page after
page, fingering the texture of the paper.

¢
-
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of the illustrations’ “genetic” link to non-
illustrative easel art — frequently, this link
is deliberately accentuated. This is, of
course, the case with editions, in which

g::ﬁﬂgger pacust deed, most books were signed by the pub-  (Though in museums, visitors were given  prints are present in two forms: within the
38 x 56 lisher, as well as the artist. An interesting  special gloves so as not to damage the book as decoration, and as an extra ap-

A double-page spread

and significant detail in the history of the
livre d’artiste is that the first such books ap-

books.) Certain fortunate owners of livres
d’artistes chose, however, to violate the very

pended set. Such sets would not be avail-
able with all copies of a book; thus, those

from th_e book ) peared thanks to art dealers with an interest ~ nature of these unique publications by hav-  boasting them became even more exclu-
g :l "”i‘:”tsu f“bel‘”s' in publishing, not professional publishers.  ing them bound, albeit by skilled book-  sive. The supplement could be published
Toﬁon 1955 The most notable figures in this regard are  binders. That said, did we ourselves not  as a separate folder with fewer copies, as
A Colmir lithograph Ambroise Vollard and Daniel-Henry Kah-  break up the natural state of the /ivres  was the case with Picasso’s hors-texte etch-
by Antoni Clavé nweiler. As art dealers, they strove to create  d’artistes by displaying their pages sepa-  ings for Aristophanes’ “Lysistrata” (1934).
38 x 56 cm new opportunities for the painters whose  rately on the walls of an exhibition space?  In the exhibition, these signed etchings

works they sold, in order to make them bet-
ter-known. Vollard had in the past favoured
artists studying printing over professional
printmakers to commission plates. He later
approached painters with ideas for produc-
ing original books, similarly bypassing the
“specialists” — graphic artists and illustra-
tors, thus flaunting accepted practice for
bibliophile editions. Vollard’s publishing
career began in 1900 with Paul Verlaine’s
“Parall¢lement”, which contained litho-
graphs by Pierre Bonnard. Published in an
edition of just over 200 copies, the book in
many ways set the standards for the genre.

It could certainly be argued that we did. At
the same time, this method of display has
the undeniable advantage of simultane-
ously offering the viewer all of the book’s
contents. The story, previously encased in
compact form, suddenly unfolds with strik-
ing clarity and impact.

In referring to the livre d’artiste as a
synthetic work of art, we perhaps implied
an ideal model — the perfect execution of
such a project. In reality, the degree of har-
mony and integration between the differ-
ent elements of such books varied
enormously. In many cases, one is aware
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with untrimmed edges were displayed on
the wall in one of the rooms, the book itself
shown alongside in a display case.

The 1946 edition of a French transla-
tion of Pushkin’s “La Dame de Pique”
(The Queen of Spades) includes a set of
separate sepia lithographs by Clavé (those
within the text are black and white), as well
as variations on some of the plates. The
hors-texte plates also contain sketches
made beside the main images, rendering
the edition even rarer. The original drawing
by Clavé in Mérimée’s “Carmen” (1946)
has the same effect. The organizers of the

/ THE TRETYAKOV GALLERY / #2'2012 33



ON THE 100th ANNIVERSARY OF THE PUSHKIN FINE ARTS MUSEUM

exhibition attempted to display the boxes,
cases and covers alongside the /ivres
d’artistes themselves, to remind visitors that
they are admiring books — not merely sep-
arate works of art.

Clavé’s 1955 edition of “Gargantua”
by Francois Rabelais is perhaps an example
of a livre d’artiste in which the work of the
“illustrator” and that of the designer can
scarcely be distinguished from each other.
The single- and double-page colour litho-
graphs, as well as those within the text; the
large xylographic initial capitals and tail-
pieces; the typeface — all come together as
one to create a single effect, orchestrated
by a single person — the artist. Another ex-
ample of a /ivre d’artiste, in which the artist
had overall control, is Picasso’s “Poé¢mes et
Lithographies” (1954) published by the
Galerie Louise Leiris. Picasso was respon-
sible for all the book’s components: the au-
thor of the texts, which are presented
handwritten, he also produced the accom-
panying images and set out the pages, find-
ing for each its own unique relationship
between image and text.

Another such example is Mird’s “Le
Lézard aux Plumes d’Or” (1971). Here,
the artist’s colour lithographs alternate
with pages filled with text. Written by Mir6
himself, the text is an outstanding piece of
calligraphy: a work of art in itself; it is strik-
ingly expressive.

Many artists preferred working with
handwritten text, even if it belonged to
a different author. Thus, in “Le Chant
des Morts” (1948), Picasso offers Pierre
Reverdy’s poetry hand-written; in Joseph
Brodsky’s “Romische Elegien” (1993)
Tapies reproduces the poet’s autograph;
and Mir6 does the same in Jacques
Prévert’s “Adonides” (1975).

Although the books were displayed by
artist, one could have viewed the exhibition
in different ways, for instance, by publisher.
The display brought up the names of out-
standing figures such as Ambroise Vollard,
Daniel-Henry Kahnweiler, Ilya Zdanevich,
Tériade, Aimé Maeght and Albert Skira.
Balzac’s “Le Chef-d’Oeuvre Inconnu”
(1931), one of the books on display, is
largely the product of its publisher’s deci-
sions, for instance. To go with the text, Vol-
lard chose 1920s drawings by Picasso,
which initially had nothing to do with the
work: the images were selected from Pi-
casso’s old albums and portfolio.

For Russian visitors, the books pub-
lished by Zdanevich, also known as “Ili-
azd”, were of particular interest. Artist, art
critic, poet and proponent of Russian Fu-
turism, in 1921 Zdanevich moved to
France, where he continued his publishing
activity. The exhibition includes six books
published by Iliazd with etchings made es-
pecially by Picasso, and one with illustra-
tions by Mir6. Zdanevich took great interest
in seeking out and choosing the texts for his
books. For his first /ivre d’artiste he used his
own, approaching Picasso, whom he had
met in 1922, with a suggestion that the artist
create a series of etchings to accompany his
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sonnets. Thus, “Afat” (1940) was born. On
other occasions, Iliazd chose works by lit-
tle-known authors, such as Adrien de Mon-
luc’s “La Maigre” (1952) or Marcos
Jimenes de la Espada’s “Le Frere Mendi-
ant” (1959), as if to underline that a book
may become a work of art by dint of its artis-
tic appearance and high-quality typography.

Certain projects undertaken by Iliazd
offer particularly striking examples of the
publisher’s active creative role in designing
the books and putting them together.
Héléne, Baronne d’Oettingen’s “Chevaux
de Minuit” (1956) is one such example.
The typeface chosen for this edition devel-
ops its own rhythmic relationship with Pi-
casso’s illustrations. The publisher, who is
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also the designer, shapes the project just as
much as does the artist. Zdanevich paid
particular attention to the typeface and dis-
tances between lines and letters, through
which a page could “breathe”, creating an
impression of airiness and space. At times,
Zdanevich’s “Constructivist” and aesthetic
experiments with typesetting could be quite
extreme. In Adrian de Monluc’s “Le
Courtisan Grotesque” (1974), illustrated
with etchings by Mird, lliazd places some
letters on their sides. While making the text
a little harder to read, this does make the
reader superbly aware of the artistic poten-
tial of print.

The exhibition allowed visitors to
appreciate the remarkably diverse range of
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technical and artistic methods employed
by the artists. The display itself was
planned to maximum effect: in the first
room, containing the books created by Pi-
casso with Zdanevich, one was met with
striking black and white graphic art: etch-
ing and drypoint combine to create a
light, airy effect. The room next door, to
the right of the entrance, also contained
works by Picasso, but the prevailing colour
here was red. Displayed in the centre
of the main wall, pages from Pierre
Reverdy’s “Le Chant des Morts” burned
with an intense sanguine. The abstract
forms created by Picasso with a wide
brush are like hieroglyphs, floating freely
over the handwritten text.
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Those who chose to continue
straight on out of the first room without
turning right, found themselves in the fan-
tastic world of Mir6. Like the glowing red
of the Reverdy, the brilliant colour here
contrasts dramatically with the reserved
black and white of the first space. Vivid
prints by Mir6 stand out from the white
walls like stained glass windows. In
Jacques Prévert’s “Adonides” (1975),
Mir6 uses the technique of stamping,
which has the effect of creating an extra
dimension to the images.

Perhaps the most complex textural ef-
fects, however, are to be found in the books
by Antoni Tapies. Although the artist did
not pursue these as an aim in themselves,

they serve to create a unique, bewitching
surface, conducive to contemplation and
deep thought. Certain pages are reminis-
cent of Far-Eastern art.

Salvador Dali used a range of diverse
techniques to put across his Surrealist vi-
sion, frequently combining them with star-
tling effect. In putting together his /ivres
d’artiste, he displayed particular inventive-
ness. Besides its extravagant case, his “Dix
Recettes d’Immortalité” (1973), for in-
stance, boasts two etchings that can be set
up as “objects”, or unfolding paper con-
structions. The subsequent development of
the /ivre d’artiste showed that this was, in
fact, the future of the genre: becoming
more like “objects”, such books would in-
creasingly lose their resemblance to
Gutenberg’s prototype.

Joseph Brodsky’s “Romische Ele-
gien” with illustrations by Antoni Tapies,
for instance, acquired the extra dimension
of sound: the edition was accompanied
by a CD of the poet reading his poems.
Visitors entering the room where the book
was on display could hear the recording.

On 15 March 2012, a roundtable dis-
cussion on livres d’artistes was held at the
museum, titled “The Artist’s Book: Boun-
daries of the Phenomenon”. The event
brought together well-known artists work-
ing with this genre, as well as art histori-
ans, philologists, publishers, librarians,
collectors, museum workers and gallery
owners.

In discussing boundaries, one in-
evitably turns also to discussing terms. The
debate showed that Russian terminology in
this area remains in flux. Naturally, one
roundtable discussion could not radically
alter the situation, and yet the very fact that
the problem was raised should go some way
to bringing about change.

The standards expected of a livre
d’artiste in the first half of the 20th century
had largely been abandoned before its
end, participants noted. Yet the artist’s
book as a broad genre is still developing
today — a creative experiment, a bold ges-
ture by authors refusing to be bound by
any rules.

Many speakers expressed regret that
in Russia, artists’ books as an art form do
not receive the attention they merit, and
indeed, in many countries, receive. State
museums and libraries do not make
enough effort to secure material of this
kind or, at worst, ignore it altogether.
Artists” books are of interest to few private
collectors, with Boris Friedman and
George Gens undoubtedly the exception
rather than the rule. And time is, sadly,
not on our side, as the resources offered
by the art market are dwindling fast. De-
spite such a pessimistic general evaluation
of the situation, however, hopes remain
that the call of the conference’s partici-
pants will be heard. The very fact that such
an event took place should be seen as a
positive sign, proving that the exhibition at
the Pushkin Fine Arts Museum did trigger
a public response.
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