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A CENTURY
OF ARTISTS BOOKS

By Riva CASTLEMAN

TH1s SPLENDID CELEBRATION of the illustrated
book as an art form begins with remarkable works
produced in France by Henri de Toulouse-Lautrec
and Paul Gauguin at the end of the last century, and
traces the international development of the modern
illustrated book to the last decade of this century. It
includes notable works by major artists of the mod-
ern movement—among them Marc Chagall, Henri
Matisse, and Pablo Picasso—who turned to the
“illumination” of poems, classical literature, or their
own writings to make books that are luxuriously
produced collectors’ objects. Such limited editions
have continued to be created alongside other types
of artists’ books aimed at a much larger audience.
The more available artists’ book has served a differ-
ent purpose, often expressing aesthetic and political
principles, in the hands of such artists as Kasimir
Malevich, Marcel Duchamp, Edward Ruscha, and
Joseph Beuys.

In the essay for this publication, Riva Castleman,
Chief Curator in the Department of Prints and
Hlustrated Books at The Museum of Modern Art,
New York, offers authoritative historical back-
ground on the art of the book. She considers the
complex relationships artists have had with publish-
ers, authors, and printers; the constraints imposed by
physical materials and processes of bookmaking;
and recent dramatic changes in assumptions about
the book as a site of artistic creativity. Illustrations
include page spreads from 140 volumes, many in full
color, with comments and detailed bibliographic
information about each work.

A Century of Artists Books is published to accompany
an exhibition at The Museum of Modern Art, New
York, that constitutes the most extensive and wide-
ranging survey of modern illustrated books to be
offered in many years, presenting work by artists
from Pierre Bonnard to Barbara Kruger and writers

from Guillaume Apollinaire to Susan Sontag. It is the

most complete survey in English on this subject and
an important reference for collectors and connois-
seurs, as well as a delight for any lover of fine books.

3
L

}’




e e i e b

N e g i 1]






A CENTURY OF ARTISTS BOOKS







A CENTURY
OF ARTISTS BOOKS

RivA CASTLEMAN

THE MUSEUM OF MODERN ART, NEW YORK
Distributed by Harry N. Abrams, Inc., New York



Published on the occasion of the exhibition 4 Century of Artists Books, organized

by Riva Castleman, Chief Curator, Department of Prints and Illustrated Books,

The Museum of Modern Art, New York, October 23, 1994—January 24, 1995.

This exhibition is supported in part by a grant from the

National Endowment for the Arts.

Produced by the Department of Publications
The Museum of Modern Art, New York

Osa Brown, Director of Publications

Edited by Harriet Schoenholz Bee

I.){'signcd l'JI\_-' Antony Drobinski,

Emsworth Design, Inc., New York
Production b}' Marc 5;1;Ji1'

Composition by U. S. Lithograph, typogra-
phers, New York, and Emsworth Design, Ine.
Printed by Stamperia Valdonega, Verona, ltaly
Bound by Legatoria Torriani, Milan, Italy

Copyright © 1994 by
The Museum of Modern Art, New York

Certain illustrations are covered by claims to
copyright cited in the Photograph Credits.
All rights reserved.

Front cover: Detail from Sonia Delaunay-Terk.
)J.r:' Prose c)‘]H fa".}h’\.\H{'(.‘I."};.‘!i -4 c.]’rx'.' ."’ILI If'r_'a'a'ﬁ.' __f:.'."r.' anrne ({L’
France by Blaise Cendrars (Frédéric-Louis
Sauser). Paris: Editions des Hommes Nouveaux
[Cendrars], 1913. Pochoir, 81% x 144" (207.4 x
36.2 ¢m), irreg. The Museum of Modern Art,

New York. Purchase (see plate 118)

Library of Congress Catalogue Card

76019

~151-7 (clothbound, MoMA, T&H)
O-152-5 Lp;l]]c‘rbf:und, MoMA)

Number: g

ISBN 0-8707
ISBN o-81009-6124-5 (clothbound, Abrams)

Published l)_\_' The Museum of Modern Art
11 West 53 Street, New York, New York 1oo1g

Clothbound edition distributed in the United
States and Canada by Harry N. Abrams, Inc.,
New York, A Times Mirror Company

Clothbound edition distributed outside the
United States and Canada by
Thames & Hudson, Ltd., London

Printed in Ltaly

Page 264: Detail of Le Cygne, from Henri de
Toulouse-Lautrec. Histoires naturelles by Jules
Renard. Paris: H. Floury Editeur, 1899. Transfer

20.2 cm), irreg. The

lithograph. 77% x 7'%s" (
Museum of Modern Art, New York. Louis E.

Stern Collection




CONTENTS

6 FOREWORD

7 ACKNOWLEDGMENTS

7z A CENTURY OF ARTISTS BOOKS

87 PLATES
235 LENDERS TO THE EXHIBITION
236 CATALOGUE OF THE EXHIBITION
246 BIBLIOGRAPHY
256 PHOTOGRAPH CREDITS

257 TRUSTEES

258 INDEX




FOREWORD

THIS VOLUME 1S PUBLISHED on the occasion of the first extensive exhibition to
focus on the Museum’s extraordinary collection of books illustrated or wholly cre-
ated by modern artists. Over the past thirty years the expansion of the collection has
followed the parallel increase of publications in this form by artists. This, then, is a
celebration of the history of the modern artist’s book as exemplified by richly inven-
tive and beautiful works included in the Museum’s holdings with a few additional
examples from other distinguished collections.

A project of this scope could not have been realized without the support of
many individuals and organizations. An essential aspect was the thorough catalogu-
ing of the Museum’s book collection, which has been carried out during the past six
years with deeply appreciated assistance from Mrs. Arthur Stanton, Mrs. Donald B.
Straus, Philip A. Straus, The Cowles Charitable Trust, the National Endowment for
the Arts, and the New York State Council on the Arts. We are also most grateful to
Walter Bareiss, the Drue Heinz Foundation, and the National Endowment for the
Arts for grants which have aided this presentation of 4 Century of Artists Books.

We owe a large and very special debt of gratitude to Riva Castleman, who
conceived, planned, and directed the exhibition and this accompanying publication.
She has graciously and appropriately dedicated both to Monroe Wheeler, whose
early recognition of the illustrated book as a significant expression of modern art laid
the foundation for the Museum’s outstanding role as a collector and exhibitor in this
field. The fact that most of this exhibition, representing a hundred years of artists’
books through superb and often rare examples, could be drawn from the Museum’s
own holdings is impressive testimony to the dedication, care, and connoisseurship
with which she has expanded and shaped our collection of artists’ books during more
than three decades at this institution—as a member of the Drawings and Prints
Department beginning in 1963 and subsequently as Director of the Department of
Prints and [llustrated Books since its inception in 1976. Her accomplishments in the
world of prints and her contributions in other program areas are equally notable,
and the present occasion is only the most recent manifestation of the professional-
ism, knowledge, and perceptive eye which characterize every exhibition she orga-
nizes. A Century of Artists Books is special, however, in offering the opportunity to
appreciate in high degree how greatly Riva Castleman has enriched the inheritance
she received from Wheeler and his colleagues and what a remarkable legacy of her
own achievements she will pass on to the next generation of curators entrusted with
this collection. On their behalf, as well as my own, I am happy for this occasion to
express to her our admiration and very warm thanks.

Richard E. Oldenburg
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ACKNOWLEDGMENTS

IN ORGANIZING THIS EXHIBITION and producing its accompanying publica-
tion, a multitude of colleagues, collectors, publishers, and dealers assisted, advised,
and supported my research and helped to bring these endeavors to a successful con-
clusion. They all deserve my most enthusiastic appreciation and heartfelt thanks.
At the outset, however, the following individuals must be accorded special recog-
nition for their support and crucial contributions: Walter Bareiss, collector, con-
noisseur, and longtime donor to the Museum’s collection; Robert Rainwater,
Miriam and Ira D. Wallach Librarian of Art, Prints, and Photographs and Curator
of the Spencer Collection of the New York Public Library, who graciously brought
his considerable knowledge on the subject to reviewing my manuscript; and Gérald
Cramer, John Fleming, Lucien Goldschmidt, and Warren Howell—four illustrious
members of the commercial world of books, who inspired my own love of the book
but died before I could demonstrate my profoundest gratitude in this form.

In addition, while the collections of many esteemed institutions were made
available to me for research, the opportunity I was given as a Visiting Scholar at the
Resource Collections of the Getty Center for the History of Art and the Humani-
ties, Santa Monica, was an invaluable occasion to organize a wealth of material and
my thoughts about artists’ books.

Other friends and colleagues to whom sincere thanks are owed are: Daisy
Aldan; Charles Altschul; Andrew Hoyem, Arion Press; John Ashbery; Brigitte
Baer; Dr. Karl Dachs, Dr. Elmar Hertrich, and Dr. Béatrice Hernad, Der Baye-
rischen Staatsbibliothek, Munich; Pierre Berés; Loriano Bertini; Antoine Coron,
Conservateur a la Réserve des Imprimés, Bibliotheque Nationale de France;
Frangoise Woimant, Conservateur en Chef du Département des Estampes, Biblio-
théque Nationale de France; Timothy A. Eaton, Curator, Boca Raton Museum of
Art; Elaine Lustig Cohen; Marilyn Symmes, Curator of Drawings and Prints,
Cooper Hewitt Museum, Smithsonian Institution, National Museum of Design,
New York; Patrick Cramer; Frangois Chapon, Bibliothéque Littéraire Jacques
Doucet, Paris; Harriett Watts, Associate Director, Lyonel Feininger Galerie,
Quedlinburg; Rainer Michael Mason, Conservateur, Cabinet des Estampes du
Musée d’Art et d’Histoire, Geneva; Donald Anderle, Assistant Director, |. M. Edel-
stein, Senior Bibliographer and Resource Coordinator, and Marcia Reed, Special
Collections Curator of Rare Books, The Resource Collections of the Getty Center
for the History of Art and the Humanities, Santa Monica; Sabine Solf, Leiterin des
Forschungs und Kulturbereichs, Herzog August Bibliothek, Wolfenbiittel; Kimball

E. Higgs, Cataloguer, The Grolier Club; Anne Anninger, Philip Hofer Curator of




Printing and Graphii‘_‘ Arts, and Eleanor Garvey, Phl’lip Hofer Curator Emeritus
of Printing and Graphic Arts, Houghton Library, Harvard University, Cambridge;
Ralph Jentsch; Gunnar Kaldewey; E. W. Kornfeld and Christine E. Stauffer,
Galerie Kornfeld und Cie, Bern; Emmanuel Benador, Jan Krugier Gallery, New
York; Maurice Jardot, Galerie Leiris, Paris; Helmut Friedel, Director, and Annegret
Hoberg, Curator, Stidtische Galerie im Lenbachhaus, Munich; Sid Shiff, Limited
Editions Club; Kenneth Lohf; Jean-Francois Meijanés, Conservateur, Cabinet des
Dessins, Musée du Louvre, Paris; William S. Lieberman, Chairman, Department of
Twentieth-Century Art, and Colta Ives, Curator, Departments of Drawings and
Prints, Metropolitan Museum of Art, New York; Isabel Monod-Fontaine, Conser-
vateur, Musée National d’Art Moderne, Paris; Anna Lou Ashby, Associate Curator
of Printed Books and Bindings, The Pierpont Morgan Library, New York; Andrew
Robison, Curator of Prints and Drawings, National Gallery of Art, Washington,
D.C.; Francis O. Mattson, Curator of the Henry W. and Albert A. Berg Collection,
Virginia Bartow, Rare Book Curator, Roberta Waddell, Curator of Prints, and Mar-
garet Glover, Librarian, New York Public Library, Astor, Lenox, and Tilden Foun-
dations; Ben Shiff. Osiris, New York: Michael Owen; Carlo Bella, Pace Prints, New
York; Innis H. Shoemaker, Senior Curator, Prints, Drawings, and Photographs,
Philadelphia Museum of Art; Elizabeth Phillips; Anatole Pohorilenko; John Russell;
Dr. and Mrs. Marvin Sackner; Lawrence Saphire; Mary C. Schlosser; Ulrike Gauss,
Leiterin, Graphische Sammlung Staatsgalerie Stuttgart; Carlton Lake, Executive
Curator, Linda Ashton, Assistant Curator, and Debra R. A rmstrong-Morgan, Reg-
istrar, Harry Ransom Humanities Research Center, The University of Texas at
Austin; Christine Swenson, Curator of Graphic Arts, The Toledo Museum of Art;
William Goldston, Universal Limited Art Editions; Gerrard White; May Castleberry,
Editor, “Artists and Writers Series,” Whitney Museum of American Art, New York;
Mrs. William Wolgin; Richard Field, Curator, Department of Prints and Drawings,
Yale University Art Gallery, New Haven; Tony Zwicker.

Over the many years since the Louis E. Stern Collection of illustrated
books arrived at The Museum of Modern Art, there have been numerous members
of the Museum'’s curatorial staff who have worked with the Museum’s book collec-
tion. Among these, I particularly wish to acknowledge Deborah Wye, Curator in
the Department of Prints and Illustrated Books, and Kynaston McShine, Senior
Curator in the Department of Painting and Sculpture, both of whom have written
catalogues including them and have brought a considerable number of works into
the collection. I have benefited greatly from their experience and expertise, and also
from that of Clive Phillpot, former Director of the Library, who made the Museum
a major resource of the Artist’s Book.

Both the exhibition and this publication are the result of the dedicated work
and rigorous intelligence of the following individuals, mostly members of the Muse-
um’s staff, to whom the preponderance of my gratitude belongs. In the Department
of Prints and Illustrated Books, Starr Figura, Curatorial Assistant, did most of my
work and hers, perfectly; Carol Smith, Research Assistant, devoted such care in

cataloguing the Museum’s illustrated book collection that it was possible to under-




take this project; and Audrey Isselbacher, former Associate Curator, assured the
accuracy of the cataloguing. For this intricate publication, I wish to thank Harriet
Schoenholz Bee, Managing Editor in the Department of Publications, who bril-
liantly improved my phrases and pages while leaving their messages intact; Antony
Drobinski, of Emsworth Design, Inc., this book’s splendid designer, who mastered
the narrow line between classic purity and modern accessibility; and Marc Sapir,
Assistant Production Manager. I sincerely appreciate the thorough contribution of
Daniel Starr, Associate Librarian and always the consummate bibliographer. For
the exhibition, I am especially grateful to Jerome Neuner, Director of Exhibition
Production and Design, who organized the display of the material with the skill and
fine eye of a magician; Barbara London, Assistant Curator, Department of Film and
Video, whose research led to video presentations of complete books; and Nestor
Montilla, Assistant Registrar and caretaking manager of the many valuable loans.

Thanks are also owed these members of the Museum’s staff: Sue B. Dorn,
former Deputy Director for Development and Public Affairs; James S. Snyder,
Deputy Director for Planning and Program Support; Charles Danziger, former
Assistant General Counsel; Wendy Weitman, Associate Curator, Alyson Shotz,
Senior Ca[almgnen and Frances Nicosia, Executive Secretary, Department of
Prints and Illustrated Books; Terence Riley, Chief Curator, Matilda McQuaid,
Assistant Curator, and Christopher Mount, Curatorial Assistant, Department of
Architecture and Design; Magdalena Dabrowski, Senior Curator, Department
of Drawings; Peter Galassi, Chief Curator, and Virginia Dodier, Study Center
Supervisor, Department of Photography; Rona Roob, Museum Archivist; Janis
Ekdahl, Assistant Director, and Eumie Imm, Associate Librarian, the Library;
Richard L. Palmer, Coordinator, and Eleni Cocordas, Associate Coordinator, Exhi-
bition Program; Antoinette King, Director, Karl Buchberg, Conservator, Patricia
Houlihan, Associate Conservator, and Erika Mosier, Mellon Intern, Department of
Conservation; Diane Farynyk, Registrar, and Meryl Cohen, Associate Registrar;
John L. Wielk, Manager, Exhibition and Project Funding, and Rebecca Stokes,
Grants Assistant, Department of Development; Jessica Schwartz, Director, and
Rynn Williams, Press Representative, Department of Public Information; Osa
Brown, Director, and Kim Tyner, Executive Secretary, Department of Publications;
Mikki Carpenter, Director, Photographic Services and Permissions; Kate Keller,
Chief Fine Arts Photographer, and Mali Olatunji, Fine Arts Photographer; and
Michael Hentges, Director of Graphics.

My final words of thanks are to the Committee on Prints and Illustrated
Books, its Chairman, Joanne M. Stern, and Vice Chairman, Jeanne C. Thayer, for
their loyal and generous support, and to Richard E. Oldenburg, the Museum'’s
Director for the past two decades, for his leadership and enthusiastic encouragement
of this and the many other projects I have undertaken during his notable tenure.
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A CENTURY OF ARTISTS BOOKS

FOR THE PAST THREE DECADES exhibitions at The Museum of Modern Art
have included small selections from the Louis E. Stern Collection of illustrated
books, which was presented to the Museum by the executors of Stern’s estate in
1964. For the most part, the contents of the present survey are taken from that col-
lection, which was itself formed under the influence of other surveys, particularly
a singularly historic exhibition organized by Monroe Wheeler. The Museum of
Modern Art and all who admire and cherish modern artists’ books are, therefore,
greatly in his debt for revealing their beauty and importance more than fifty years ago.

Monroe Wheeler, to whom this book and the exhibition it accompanies are
dedicated, was director of publications and exhibitions at the Museum. Since his
youth in Evanston, Illinois, he had published poetry. During the late 1920s and
early 1930s, under his own imprint, Harrison of Paris (occasionally called by the
names of additional backers, but never by his), he was able to design and publish
several beautiful books, including Alexander Calder’s Fables of Aesop (plate 52).
His tremendous accomplishment in putting together over two hundred books in
the 1936 exhibition Modern Painters and Sculptors as lllustrators opened up to the art
audience a previously nearly invisible field of creation. In 1933 Iris Barry, the act-
ing librarian of the Museum, had written on behalf of the director, Alfred H. Barr,
Jr., to the incomparable collector Philip Hofer, asking him if he would have any-
thing to lend to a projected exhibition of livres de peintre. Pursuing the idea two
years later, in April 1935, Hofer suggested that such an exhibition be held to open
the Museum’s library. He noted that an exhibition of illustrated books in the mod-
ern style had never been held in America and recommended Wheeler, who had
organized part of the international exhibition in the Petit Palais in Paris and was to
make a small exhibition of the bookbindings of Ignatz Weimeler at the Museum in
September and October, 1935, as the unpaid director of such an exhibition. Hofer
wrote, “It would be my idea wherever possible to have original drawings, proof
impressions of lithographs, etchings and woodcuts, etc. for wal/ display and to accen-
tuate the art side of the exhibition. As you know, almost a// the important modern
English, French and German artists have done work for books.”' Wheeler of
course knew the publishers and artists in Paris and America.

In his exhibition Wheeler included a facsimile of Paul Gauguin’s Noa Noa
manuscript (plate 4) to make the point that when artists first illustrated books with
their sketches (that is, reproductions of their drawings and watercolors) it “stimu-
lated them to mastery of first-hand techniques. For only if they themselves drew on

stone or plate, or cut in the wood, could they be sure that the qualities they prized
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most highly in their work would not be lost.”* With this in mind, Wheeler dedicat-
ed his exhibition to Ambroise Vollard, a generous lender as well as the father of the
modern illustrated book, and followed the footsteps of the great French publishers
of the first third of the twentieth century, devaluating if not entirely disdaining the
reproduction and the literal illustration. He wrote that having concentrated on
painters and sculptors, “I honestly believe that the elimination of those whose spe-
cialty and chief source of income have been book-illustration—while convenient-
ly reducing the number of books I had to choose from—has automatically raised
the level of excellence and the percentage of sincerity.” Because of this, the “exhi-
bition may be studied as a miniature survey of modern art in general.”* After decry-
ing the lack of American painters who had turned their hand to books, he pointed
out to the American viewer that “no effort be made to like what seems repugnant,
or to rationalize what may indeed be irrational. . . . I believe this to be a necessary
step in the evolution of any people in any period, toward the enthusiasm and the
critical temper favorable to creation.”

Among the books included in the present exhibition are three that were
published by the Museum while Wheeler was director of publications (he officially
joined the staff in 1938). Shortly after World War I1 Wheeler’s attempt to associate
the Museum’s publishing program of exhibition catalogues with the type of artist’s
book he so admired began in 1946 with a reprint of a booklet by Calder, first issued
by the art dealer Curt Valentin. Antonio Frasconi and Leonard Baskin, perhaps the
two most prominent and prolific creators of traditional artists” books in America
since that time, were commissioned by Wheeler to create books with original
woodcuts and wood engravings for the Museum. Bruno Munari, whose books were
featured in an exhibition at the Museum devoted to his inventive graphic designs in
the 1950s, also made a special book for the Museum in 1967, a year before Wheeler
retired and twenty years before he died.

Since Wheeler’s retirement and over the thirty years since Stern’s collec-
tion was added to the few valuable books that had been purchased for the Museum’s
library, artists in Europe and the Americas have created an incalculable number of
books. Many of these reflect the lavish manner developed by French publishers dur-
ing the first forty years of the twentieth century. However, a far greater number
have been of a less luxurious character and share with the early publications of the
Russian avant-garde, rediscovered during this period, a need to produce images
and ideas by the most available and/or cheapest means. This type of recent publi-
cation is called an Artist’s Book, and, in fact, all the books in this survey emphasize
the artist’s contribution.

A strictly chronological recitation of the history of modern artists’ books
made in Europe and the United States would present the outlines of how the book
form was varied and reformulated by visual artists throughout a period of one hun-
dred years. However, such summaries have rarely clarified how the participation of
individuals other than artists has precipitated these changes in creating books in
terms of both inspiration and collaboration. Because the relationships artists have

had with publishers, authors, and printers have not only given books their form




but, even more important, have stimulated the artists’ imaginations, several sec-
tions of this survey have been devoted to these collaborations as well as to artists.
In the text of this volume, this has resulted in an examination of several books more
than once, analyzing factors that were outside the artist’s control as well as within
it. Because producing books is a complex activity, the artist’s many approaches to
keeping the book his or her own creation are also studied. To make this multifac-
eted examination of artists’ books as comprehensive as possible, without assem-
bling a group so large that the trees would overwhelm the viewers of the forest, the
following criteria have been employed to guide the selection of works. Books pub-
lished in editions are included, but unique printed or handmade books and all types
of periodicals are excluded; whenever possible, early examples of an artist’s work,
particularly when they present stylistic or other theoretical breakthroughs, have
been selected, while some well-known ones that are less pertinent to the explana-
tion of the art of the book have been left out.

Several ground-breaking examples of the directions in which artists wished
to take books at the end of the nineteenth century are studied before a description of
the collaborative aspects of making books is given. Producing books in more than
one copy is always a matter of organization and having money to pay for the costs.
Entrepreneurs who felt inspired by art and books and who cultivated artists’ inter-
ests in illustrating or embellishing them became the encouraging and often inventive
publishers whose work is reviewed here. Then the various relationships between
artists and authors are explored. The perceived primacy of art or text in books often
defines the conditions under which the two are brought together. Artists with
authors, artists as authors, and artists for authors are three aspects of this subject.
Another is how artists dispense with text altogether without departing from the
essential components of the book: integrity of idea and sequential presentation. Yet
the text is a perennial and expected component, so that certain themes that have
been traditional vehicles for the meeting of word and art over the centuries are also
examined. Ways of dealing with the physical parts of books—their covers, paper,
typography, and shape—evolve from the interactions of artist’ ideas. Finally, the
integration of the book form into the mainstream of art making is indicated by
noting the kinship artists’ books have with other kinds of works they create.

There is a distinct and incontrovertible difference between the group of
works selected by Wheeler for his exhibition in 1936 and that selected in 1994.
While twenty-five of his selections are included in the present survey, assumptions
about the book and the artist’s relation to it have changed dramatically in the past
thirty years or so. Added to painters and sculptors who create books there are now
photographers, designers, and Conceptual, Performance, video, and even book
artists. The book has emerged as a central formal element in art. It is no longer sole-
ly a text printed on pages that have also been decorated by an artist in one of the tra-
ditional print techniques, but an object totally created by an artist, which may not
have text, paper pages, covers, or any other properties usually associated with

books. The following overture to a description of these changes reviews the devel-

opment of the book form itself and how it became the site of artistic creativity.




THE BOOK

FORMS OF OBJECTS EVOLVE from needs, then become refined, elaborated, and
often needlessly embellished until they become radically transformed by ensuing
needs. The book as an object took its familiar form many centuries ago. At first it
was a gathering together of handwritten sheets of vellum (made from the skin of
calves, lambs, or goats), the earliest appearing around A.D. 100. Although word of
mouth predominated, from the beginning of the use of symbols to convey infor-
mation there was a written tradition. On clay tablets and scrolls of papyrus or vel-
lum, the edicts from gods and governments provided the irrevocable texts upon
which profbssionals based their duties. It was only after the codex, or bound book,
form evolved, however, that important texts could be easily read and available in
many places to many types of readers. Manuscript books were duplicated by scribes
who made errors, comments, and emendations as they carried out their devoted but
monotonous work.

The advent of printing in the Orient and Europe, as with other mechanized
inventions that made duplication possible, did not immediately transform the book.
Although impressions in clay from carved stones and woodblocks predated Christ,
it was in the Far East where such objects were first printed directly onto cloth and
paper. In the West the earliest printed images were probably decorative designs on
fabrics. The Chinese invented paper nearly two thousand years ago and made both
accordion-folded and codex-style books of it only two centuries later. The knowl-
edge of papermaking made its way from China through the Islamic centers, arriv-
ing on the European continent at the end of the eleventh century. Between the
mid-twelfth and late-thirteenth centuries small religious images were printed from
woodblocks on this material (the earliest recorded printing occurred in what is now
Germany at the end of the fourteenth century). The importance of this step in the
spread of images and ideas can be illustrated by the use, less than a century later, of
printing to provide a fixed system for calculating astronomical calendars. Until the
fifteenth century, astrolabes (sets of discs on which were engraved signs of astro-
nomical features that, when revolved, plotted their movements and, thereby, the
annual calendar) were hand-engraved and, like the scribe-written texts, often incor-
porated slight errors that produced incorrect calculations. The first printed astro-
labes were, therefore, the first absolutely identical instruments producing identical
information. They appeared in books as early as 1476, for example, in Johannes
Regiomontanus’s Calendarium, published in Venice (figure 1) only two decades after
Johannes Gutenberg began to use letters that, instead of being engraved, one at a
time, into metal or woodblocks, were separate pieces of type that could be put
together into words and paragraphs, and printed, one full and absolutely repeatable
page at a time.

At the end of the twentieth century we are still the legatees of this object—
the book—made of sheets of paper, bound together, and printed with words made
of separate letters. The manner of printing and binding has changed, and there are

other forms of mass-printed pages that we handle and read in ways that differ con-
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siderably from the way privileged prelates read their Gutenberg bibles. But the
basic book published in the late twentieth century does not substantially differ from
that of the late fifteenth century. Its essential quality, that of an object containing
information that can be taken into one’s own hands, read and contemplated in pri-
vacy, and projected by the reader into the most personal of realms, the imagination,
has yet to be broached—though there is every sign that a radical transformation is
in process.

But before contemplating the future of the book versus other reading
forms, we will address the role of pictures and decorations in the book form and
how it became possible to refer to some books as artists” books. The earliest forms
of visual communication were pictures, or more exactly, signs representing things.
Pictographs in caves related how and where to hunt; in the Orient very simple line
drawings of things were combined to form ideograms; more complex and formal-
ized, hieroglyphs on Egyptian burial chamber walls praised the dead and associat-
ed divinities and provided information for their journey through the netherworld.
Hebrew letters evolved from signs of things, so that the Hebrew alphabet is a list-
ing of names of those things, whereas the Roman alphabet, the familiar one you are
now reading, is a listing of abstractions that, when recited, consists of one or two
connected sounds imitating what the letters sound like when combined into words.
No wonder such an alphabet encouraged pictorial embellishment!

Until the Renaissance, when manuscripts were decorated with ornament or
images, texts and pictures were so closely associated that the total work was clearly
understood to have come from an initiating higher spirit, not from those who made
it a physical entity. Although we look at the Book of Kells (circa eighth—ninth cen-
tury) or the early illustrated psalters as works of art, those who made the pictures did
not create them: they followed the directions of the Creator. The earliest treatises on
mathematics and science, including their illustrations, were the works of monks who
understood that they were merely conduits, passing divine knowledge on to their
species. Yet the invention of printing came at a time when mankind was beginning
to observe its own history and place in the universe. Once this had occurred, the idea
of the genesis of pictorial invention, too, was transformed. While the religious book
and its associated illustrations remained the transmitted invention of a divine other,
the understanding of human intervention underwent a critical change.

Many types of books were made possible by printing, or, rather, the possi-
bility of distributing many copies of the same book contributed to the kinds of
books demanded by those now able to obtain them. Books with pictures were the
nucleus of this commerce, as they could be acquired and understood by those
whose reading skills were slight. Sets of moral tales, proverbs, and emblems
(images accompanied by words in motto form that indicated laudable human qual-
ities) were predominantly in the realm of the inspirational, but rudimentarily in
that of the educational as well. The sixteenth century saw the first printed examples
of the do-it-yourself book. Studies of the body and other elements of nature,

whether scientific or artistic, as well as plans for mechanical and architectural pro-

jects, included illustrations that indicated size, proportion, and that new feature,




perspective. Pictures in books that had once been visionary began to be explicit.
Stories were truly illustrated, that is, specific moments were provided with images
uniquely designed to depict them. In the Romantic era of the seventeenth century
both texts and images began to emphasize expression, thereby encouraging readers
and viewers to imagine nuances of meaning.

After the flamboyant, elaborately illustrated special editions cultivated

by the pretentious society of the eighteenth century and the heavy demands of

high-speed printing presses that made hacks of the best illustratcrs in the nine-
teenth century there was a reaction. First, Francisco de Goya’s Los caprichos of 1799
(figure 2), a book of satirical aquatints accentuated with scathing captions, and
then, the inventive lithographs with which Eugéne Delacroix paid homage to the
great Johann Wolfgang von Goethe’s masterpiece, Faust (figure 3), announced a
definitive change in the attitude of artists toward working in the book form.
Between the time that Delacroix’s book appeared, in 1828, and the last decade of the

century there were only a few times that fine artists (as opposed to illustrators—a
designation that began to have meaning once painters no longer were commis-
sioned to produce specific images) joined their images to literature. Most notable
were Edouard Manet’s lithographs to Stéphane Mallarmé’s translation of Edgar
Allan Poe’s The Raven, published in 1875 (figure 4). However, his evocative prints
were issued in a portfolio of loose sheets assembled together with the folded sheets
of the text. The intention that these items were created as a “book”—to be bound
together—was asserted by a small extra print of the raven itself, titled £x libris.
Several illustrated-book formats had developed over the preceding years.
The earliest block books of the mid-fifreenth century consisted of full-page wood-
cuts, each containing both picture and text, printed on one side of a sheet, leaving the

other. or verso, blank. At about the same time, Gutenberg’s invention of movable
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FIGURE 2: Francisco de Goya. The Sleep of
Reason Produces Monsters, plate 43 from
Los caprichos by Francisco de Goya. Madrid,
1799. Aquatint and etching, The Museum of
Modern Art, New York. Louis E. Stern

Collection

FIGURE 3: Eugéne Delacroix. Mephistopheles
in Air from Faust by Johann Wolfgang von
Goethe. Paris: Ch. Motte Editeur, 1828.
Lithograph. The Museum of Modern Art,
New York. Louis E. Stern Collection




FIGURE 4: Edouard Manet. At the Window from
Le Corbeau by Edgar Allan Poe. Paris: Richard
Lesclide Editeur, 1875. Transfer lithograph.
The Museum of Modern Art, New York.

Louis E. Stern Collection

type allowed for more flexibility in placement so that illustrations could be
designed to fit into a page of printed words, at the top, middle, bottom, or side of
blocks of text. Other volumes with full-page or folded plates opposite pages of text
gave the illustrator much more space for detailed representations. Series of prints,
such as those of The Great Passion, made by Albrecht Diirer at the end of the
fifteenth century (circa 1497—1500), perpetuated the format of the picture book in
which the entire narration was clear from the images. Sets of prints in books, such
as Goya's Los caprichos, accompanied by individual captions, carried on this tradi-
tion. On the other hand, because of the technical disparities between printing type
(from shaped surfaces) and printing lithographic stones (from flat surfaces),
Delacroix’s single-page lithographs had to be separately printed and inserted
between appropriate pages of the text. The result was totally new: the richness of
the lithographs, both in their bold emphasis on the range of darks made possible by
the medium and in their dramatic imagery, presented the artist’s contribution as
equal, if not somewhat superior, to that of the author of the text.

The propensity of many artists during the past hundred years has been to
fill entire pages rather than share them, creating completed compositions rather than
incidental vignettes. In this they have been encouraged by those who have believed
that books were excellent vehicles for artists’ ideas as well as a means of expanding
an audience for them. During the first decades of the hundred years of this survey,
many of the publishers of these often luxurious, limited editions were the artists’
dealers. As the pictures themselves were explicitly associated with the artists’ total
oeuvres, they could be less dependent upon the text for inspiration. They were no
longer expected to define the text exactly and thus became the pictorial equivalents
of musical obbligatos or cadenzas—related to the theme, but tangentially.

There were two important components that had to be attained before fine
artists, that is, painters, would find enough creative satisfaction in their work to feel
complete freedom in embellishing the book form. Color was an easy element when
manuscripts were themselves painted, rare when it came to printing. The first book
to include more than one color in an image was published in 1482; it was a version
of the thirteenth-century English mathematician Johannes de Sacrobosco’s Tracta-
tus de sphaera mundi. However, this and subsequent experiments, most of which
required the printing of each added color separately on a hand-operated press, were
time consuming, particularly in the production of books. Hand labor being cheap,
hand-applied color, either to the matrix or to black-and-white printed images, free-
hand or brushed through stencils, solved the problem for centuries.

The second component was control over the print mediums, and this
occurred in the context of the relationship of artworks and books to each other,
specifically in the reproduction of the former in the latter. Until the advent of pho-
tography and color printing, all extant works of art were reproduced by artists and
artisans, who painstakingly engraved, etched, or cut their images into copper or

wood. From the early years of printing, images were reproduced—that is, recut

into woodblocks or re-engraved into metal. The printing process alone often

ruined the matrices, but more often printers who had not initiated an illustrated text




wanted to publish it in their town or country, their language, and their type. So
from the beginning there were frequently several versions of the same printed
illustration. Once it was necessary to reproduce specific paintings and sculptures
in printed books, the task was to interpret, for there was no way that linear print-
making techniques could copy totally nonlinear paintings without distortion.
With the tonal possibilities of lithography, a clearer sense of these nonlinear art-
works emerged.

Photographs pasted onto book pages in the mid-nineteenth century con-
veyed a better idea of three-dimensional sculpture, but photographs themselves
could not be printed on a press until a method was devised, only two decades before
the end of the nineteenth century, of putting their images on a matrix capable of
retaining tonal nuances (the c/iché, or halftone). Only after a method of combining
red, yellow, and blue with black was invented in the early eighteenth century and
applied to lithography (chromolithography) in the mid-nineteenth century was it
possible for prints to convey some of the colorful aspects of paintings. Neverthe-
less, the success of chromolithographic reproduction was subject to the skill and
sensitivity of artisans (chromistes), who still had to draw their compositions after
artworks. By the end of the century photomechanical color separations could be
made, but the prints from the plates etched from them consisted of flat colors. Not
until after World War I was it possible to convey the varying tones of photographs.
Plates consisting of minute dots were produced by overlaying the photograph with
a screen, which, at long last, offered the semblance of continuous textures in print.
Among the many kinds of books that took the Great War as their theme, several
reproduced in color both photographs and paintings done by war artists in this way
in 1919. A surge of interest in the publication of art books occurred, and in the mid-
1920s brilliant color reproductions of watercolors were interspersed among black-
and-white drawings in George Grosz's Ecce Homo (plates 107-108), and the
embellished manuscript of Paul Gauguin’s Noa Noa was published in full color by
R. Piper & Co. Verlag, Munich (plate 4).

The economic atmosphere of the Depression did not aid and abet costly
printing projects. However, public awareness of the vast treasure of art in the world
was finally captured after World War IT when reproductions were published in
what must have been among the first coffee-table books, the ambitious books pub-
lished in Switzerland by Albert Skira under the series title Painting, Color, History;
in lavish magazines such as France illustration and L’Oeil; and in well-illustrated
exhibition catalogues. After examples of artists’ works became widely known
through books, it followed that the book itself was an excellent medium for creat-
ing new work. In the 1930s Skira had published an important art magazine called
Minotaure with a Greek named Efstratios Tériade. He also commissioned several
outstanding books with black-and-white etchings by Salvador Dali, Henri Matisse,
and Pablo Picasso and with texts by renowned but dead authors. In 1937 Tériade
began Ferve, his own deluxe art magazine, depending upon photogravure for the
color. but after World War IT he issued two extraordinary volumes by Fernand

Léger and Matisse, who had created and designed their own books, combining their
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own texts in their own handwriting with their own lively color prints. Color repro-
ductions of these artists’ paintings had appeared in magazines, but the prints in these
books, Cirgue and Jagz, were not reproductions of something one could see in an art
museum; they were conceived, designed, and printed in colors that the artists chose
to place in books (plates 20-23). The proliferation of reproductions actually liber-
ated artists to recognize the potential of book pages as a field to be cultivated.

MODERN ARTISTS BOOKS BEGIN

IN THE EXUBERANCE OF THE 18908, color was everywhere. Color posters and
various experiments to produce color on the pages of books and periodicals drew
the public’s attention. The publishers of chromolithographs issued views and repro-
ductions that were gaudily exaggerated, like overly rouged old ladies, in misguided
attempts to glamorize their products. When Pierre Bonnard and Henri de Toulouse-
Lautrec made color posters, they created their images as lithographs, knowing the
ways in which the medium might be altered to convey the shapes and color effects
they sought. For example, Toulouse-Lautrec devised a spatter technique that pro-
duced subtle tones that were otherwise unobtainable. Unlike the designers of chro-
molithographs, artists who turned to lithography were not trying to imitate either
painting or photography. This difference in concept of how a print medium might
be exploited, which still exists today, also reflects a difference in attitude about illus-
tration. Besides reproduction of existing images, chromolithography was also a sys-
tem used by artists who did not choose to work directly on lithographic stones. Like
the Japanese printmakers whose work was admired at the time, many artists were
pleased to produce watercolors and other artworks for reproduction. For those who
commissioned such prints, public attraction was a major factor, so that those prints
had to appeal to popular sentiment. Some publishers were less interested in that
aspect of commerce and, like André Marty, published works by younger, more
experimental artists who, like Toulouse-Lautrec, might choose to picture the world
but by a unique method and with a unique attitude—one that reflected the ideas of
some of the literary creators of the time.

In 1894 Marty agreed to publish a limited-edition album with illustrations
about the popular Parisian performer Yvette Guilbert by two of her admirers,
Toulouse-Lautrec and a semiradical journalist named Gustave Geffroy (plates 5-7),
at that time the editor of the journal La Justice, published by the clever politician,
statesman, and writer Georges Clemenceau. Geffroy had written an article in
Figaro illustré the previous year that included two portraits of Guilbert by
Toulouse-Lautrec. The artist was already well known for his witty renderings of
the denizens of the cabarets and cafés concerts where she declaimed her songs.
Interested more in the social betterment of the working class than in the arts of
popular singers, Geffroy wrote an essay that began and ended with admiring
descriptions of Guilbert’s performances, but dwelled for the most part on the
severity of the workman’s lot and the deleterious effects of the airless, smoke-filled

cafés in which he relaxed. Geffroy’s text ended by extolling the life-enhancing,
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life-saving features of the natural countryside. Guilbert was used in the essay as a
focus for this environmentalist discourse, since it was she, the author stated, who
had the good sense to quit Paris after her performances and retreat to her home in
the country.

On each of the sixteen pages of the unusual square book Toulouse-Lautrec

filled the margins with images of Guilbert singing, preparing her makeup, meeting

admirers, and so on. Every page was printed in olive-green ink—text as well as
images—all melded into one clearly conceived object. The square cover depicted
long gloves, the singer’s trademark, lying casually on a stairway. Ribbon held the
booklet together. All in all, the impression was of a feminine, perhaps boudoir,
object, which was attractive to those who appreciated its oriental sensibility. Great
pains were taken to promote the book at the time of its publication, at the end of the
Parisian vacation period, with articles placed in appropriate journals. The combi-
nation of an homage to a popular star and a political message about the betterment
of living conditions evidently reflected the opinions of one segment of so-called
cultured society at the fin de siécle. It is impossible to know if the use of green ink
in a book about the virtues of nature had the symbolic meaning it has today, but it
is worth commenting on the fact that we still use famous performers to focus inter-
est on environmental concerns.

Toulouse-Lautrec’s approach to illuminating Geffroy’s text heralded the era
of freedom from the constraints of illustration that accompanied the entrance of
painters onto the pages of books. His images not only did not show incidents in the
narrative, but they also encroached upon the type, spreading their haze of green
below the formal lines of the letters. Type had been set in various patterns since the
fifteenth century (earlier manuscripts had visually emphasized letters within words so
that messages besides those contained within the normal lines were visible); after the
middle of the nineteenth century it was common for illustrations to divide areas of
text, even diag(mally, and marginal illustrations were particularly popular. However,
in order to fit the page properly, these illustrations had to be made in techniques that
could be printed at the same time as the text type. Since lithography was still incom-
patible with letterpress, the typography had to be printed on the lithographically
printed sheets. Printed in the same color ink for both mediums with images bled into
the text, the pages of Yvetre Guilbert presented a fresh contiguity and spaciousness
that was recognized in its day as “a new form of book production.”

Concurrent with such innovation was the reversion to past techniques.
Woodcut is the oldest method of printing; the most symbolic, as it was the first to
carry religious images; the most primitive when it takes the form of native relief
sculpture from far off, uncivilized places; and the most evocative of an era of fine
handicraft. By the end of the nineteenth century the Industrial Revolution had pro-
duced its biggest successes and its worst results. Political and social scientists had
written their denunciations, some had suggested solutions, others had recognized
problems that seemed to have no solutions. New directions were sought by those
who could find no other means of avoiding the burdens of the age. Among artists,

there were three men who took different routes toward reestablishing meaning in




their lives in the face of the industrial age: in Paris Alfred Jarry, a wild youth,
looked to turn everything upside down and inside out, armed with his sharp poet-
ic wit and lack of reverence; Paul Gauguin, a disappointed Parisian stockbroker
and disillusioned painter, went to Tahiti; and William Morris, an English book col-
lector, writer, and designer, sought the perfection of form and craft of the early
Renaissance. In the work of all three the woodcut played a central role, and the sub-
sequent repercussions of their work were widespread.

At age twenty-one, Jarry was already a published author. While he was
still in school his untameable spirit had given birth to a scatological character, Ubu
Roi, or, as first translated into English, King Turd. Writing at the height of the
Symbolist movement, he based his ideas on “the identity of opposites.” In his first
book, Les Minutes de sable mémorial (1894), the obscurity of his vivid language
made it impossible to pin down one idea without it being simultaneously under-
stood in another sense (plates 80—81). This small book, containing poems, two mul-
tipart texts in play form, and portions of César Anti-Christ, was illustrated by the
author. Among his several woodcuts is a nearly abstract figure of an owl in front of
a window. The emphasis on planes of light reflected Jarry’s use of geometric terms
in some of the descriptions in the text of the second play in the book, Haldernablou,
and has led some to believe that an elemental cubism was implied.

The book begins with a series of prose pieces that are substantially about
death, so the first print, which evokes the country Calvary, filled with the instru-
ments of Christ’s torture as well as other symbols of his Passion, may easily be
viewed as pertinent. However, the tone of the text, which is confusingly irrational,
undermines the serious meaning of Jarry’s illustrations and reinforces his penchant
for confrontation, in this case, with the then-current fanatical interest in religious
mysticism. At the time Jarry published this book he was co-editor with Rémy de
Gourmont of the periodical L’Ymagier, profusely illustrated with religious images
from Epinal (a French center for popular prints), renderings of Calvary, and brief
texts that described specific religious symbols in the context of some of their exam-
ples. Jarry wrote a short article in the first number on the Passion of Christ. Anoth-
er woodcut depicts medieval-style figures called palotins, who perform in the first
“play” while their master, M. Ubu, creates havoc. Their representation (with an
Ubu-like figure, who might also be a bumblebee, flying above) is surely an obtuse
reference to the romantic notions of knights and their noble exploits. Jarry’s fasci-
nation with medieval lore appears in the language of his poems, to the point that the
colors of objects (that is, the misleading sable of the title—%sand” in French,
“black” in heraldry) are heraldic designations, and the final woodcut of a bleeding
heart over a skull, the drops equated with gules on an escutcheon, is given the form
of a sablier (a sand-clock or hourglass), as in the title of the final poem.

Jarry’s Les Minutes de sable mémorial was notable for more than its dynam-
ic disharmonies. The typography of the title page (figure 5), designed by Jarry, pre-
ceded the better-known adventures in arrangements of letters and words of the
Italian Futurists, Russian Constructivists, and, more directly, the calligrammes of

Guillaume Apollinaire. Jarry was one of a group of writers who were known as the




circle of the periodical Mercure de France. 1t, therefore, might not have been peculiar
if, when Mercure de France published his books, he had artistic control over them. He
used several sizes of sans-serif letters, bunched tightly together, both for the title of
his book and for the name of the publisher, balancing the two blocks of type on an
otherwise unembellished page. The covers of Les Minutes de sable mémorial and
César Anti-Christ were black paper, carrying only a heraldic symbol printed in gold
on the front. From the outside alone it was possible to intuit the iconoclastic charac-
ter of both books and presume that they might be breviaries for a black mass.

Jarry, impoverished and usually on drugs, was befriended by Apollinaire
well after the publication of his renowned tales Ubu Roi, Ubu cocu, and Ubu
enchainé. Jarry’s writings, imagery, and life (he was known to brandish a pistol at
the slightest taunt to his sensibilities) were models for the circle around Picasso and
Apollinaire during the first decades of the twentieth century. Apollinaire identified
the unique contributions of the art of his time, participated in their adventures, and
translated them into veiled fiction. Thus his association with, and understanding
of, Jarry’s tightrope walk through reality was extremely important. Little wonder
that the first book Apollinaire wrote that contained illustrations, L’Enchanteur
pourrissant, was tacitly about Merlin, the magician of King Arthur’s medieval court
(plates 12-13).

Jarry’s religious background was the mystical Catholicism of Brittany.
The attraction of this still unsophisticated area to certain painters of the late nine-
teenth century helped to form their imagery. Foremost among them was Paul Gau-
guin, whose paintings of biblical incidents in the midst of Breton landscapes are the
most estimable examples of Symbolism. Never comfortable with his situation for
long, Gauguin was a prime candidate for seeker of the romance of unsullied nature.
From this search, which took place in Tahiti, Gauguin created Noa Noa, a book that
never was published as he planned it (figure 6; plates 1-4).

Immediately upon his arrival in Tahiti, Gauguin realized that the French
colony had lost its native simplicity. No longer guileless, the beautiful women (in
this he was not disappointed) were tainted by European diseases and habits. In the
summer of 1893 Gauguin returned to Paris, hoping to sell some of the canvases he
had painted of Tahitian gods and daily life. He also had it in mind to create a book,
and in October he began to write a text, picked up from older chronicles of Tahiti
as well as some of his own adventures, which he hoped would “facilitate the under-
standing” of his Tahitian works (he did not permit translation of their Maori titles).
Charles Morice, a poet and disciple of Mallarmé, who wrote a preface in the cata-
logue for the exhibition of Gauguin’s Tahitian paintings in November 1893, was
enlisted by the artist to help him put his text into a more literary form. Later Morice
insisted that it was he who had suggested to Gauguin that they collaborate on a
book combining the painter’s themes with his own. Reorganizing and rewriting
Gauguin’s text took longer than expected, and the poems inspired by his paintings
and native tales found in earlier commentaries took even longer. In February and
March, 1894, Gauguin made woodcuts to illustrate the text, later noting in a letter

to Morice, “Je viens de terminer mon travail (gravure) sur Noa Noa je crois que
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FIGURE §: Alfred Jarry. Title page from

Les Minutes de sable mémorial by Alfred Jarry.
Paris: Mercure de France, 1894. The Museum
of Modern Art, New York




FIGURE 6: Paul Gauguin. Noa Noa. 1894.
Autograph manuscript. The Resource
Collections of the Getty Center for the History

of Art and the Humanities

cela contribuera beaucoup au succés du livre. Il faur donc que le livre soit fait et au
plus t6t.™

The first ten illustrations for Noa Noa were cut on end-grain wood, the
material used throughout the nineteenth century for the extremely detailed wood
engravings that filled numerous volumes and provided some of the first images of
exotic places. Such engravings had first exposed Gauguin to the Tahitian culture
that he sought too late. But Gauguin did not cut his blocks in the reproductive man-
ner of these prints; he treated them somewhat like relief sculpture. The images,
derived from his paintings, were to be printed in color. Gauguin took a few proofs
with a printmaker neighbor and then turned the blocks over to the printer Louis
Roy, whose heavy unsubtle inking contrasted with Gauguin’s less professional but
far more sensitive printings. About thirty copies of each block were printed and
awaited the completion of Morice’s manuscript when, discouraged by the lack of
interest in his paintings and financially able to return to Tahiti, Gauguin left France
in June 1895. He carried with him what he considered to be the almost complete
manuscript, copied in his own hand with blank pages awaiting Morice 's poems, and
a few additional woodblocks of various sizes. The first ten blocks and most of the
prints remained with a friend in Paris. Morice retained in his possession an early
draft of the manuscript in Gauguin’s hand, and continued not only to add poems
but also to rewrite some of Gauguin’s narrative. In 1897 excerpts from Noa Noa “by
Paul Gauguin and Charles Morice” were published in the journal La Revue blanche;
and Morice’s completed work was issued at his own expense as a book by Editions
La Plume in 19o1. There were no illustrations (the size of the book was smaller than
the woodcuts), and it seems that Gauguin never received even one copy. He used
the manuscript that he had taken to Tahit and later to the Marquesas as a sketch-
book, covering some of the writing with photographs, scraps of his own prints, and
watercolors. Totally discouraged with his pilgrimage to a better world, without
even the book left behind to show a wider audience the wonderful images he had
invented from the land that had seduced him, he died in 1903.

Noa Noa was never published as Gauguin had conceived it, but its elements
influenced subsequent art and artists’ books for many years. The manner of mak-
ing the prints, more carving than cutting, producing bold forms, encouraged
twentieth-century artists to approach the woodcut in a direct, less technically inhib-
ited, manner. Gauguin’s blocks were similar in scale to Japanese woodcuts, and
some incorporated decoratively framed panels filled with lettering (the titles of the
prints) in a style borrowed from Japanese prints. It is likely that in choosing to imi-
tate these idiosyncrasies of oriental woodcuts, Gauguin also planned to emulate
other aspects (such as contrasts of flat colors and patterns). Most definitely, his
manner of cutting the lines was not that of the methodical Japanese craftsmen who
cut around tracings of each and every line the artist had drawn. Finally, Gauguin’s
artistic contributions were, according to the preface of Noa Noa, derived from the
“memory of a painter,” and illuminated pages of a text that derived from the “imag-
ination of a poet.”” They neither described nor explained. In 1926, when the deco-

rated manuscript of Moa Noa was published in full color (a remarkable event in
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book publishing), a misconception of how Gauguin’s book was meant to look
resulted. Since that time, even Gauguin’s original manuscript has been reproduced
with the same later embellishments as illustrations. Noa Noa has been, from the
beginning, a piece of fiction, both in its conception and in its history. Had it been
published as Gauguin wanted it to be, its aesthetic contribution would have been a
major influence on subsequent artists’ books.

While William Morris’s publications in England had marginal impact on the
ensuing history of artists’ books, that is, the books primarily known for artists’ con-
tributions, they were decisive in the field of typographical design and printing. His
ambition, to bring art and craft together in the harmony he believed existed in the
early years of Italian printing, culminated in several projects. It was the period in
England of the Pre-Raphaelite artists, who romanticized the past by painting can-
vases and designing stained-glass windows, using great themes such as the Creation
and the quest for the Holy Grail. Edward Burne-Jones, Morris’s college friend and
associate in his design company, Morris, Marshall, Faulkener and Co., illustrated
most of the books for Morris’s Kelmscott Press, founded in London in 1890. In 1893
he embarked on a new edition of Geoffrey Chaucer’s The Canterbury Tales, the ear-
liest and worthiest British contribution to travel lore: The Works of Geoffrey Chaucer,
Now Newly Imprinted of 1896 (plate 33). In the linear manner found in illustrated vol-
umes of the great fifteenth-century Venetian printer Aldus Manutius (printer of
Aldine books) and those of printers he influenced, Burne-Jones made drawings that
were then redrawn by Robert Catterson Smith, revised, and then photographed
onto eighty-seven blocks that were hand-engraved. These were set into pages filled
with ornamental letters and margins designed by Morris, the printed equivalents of
the whorls of ferns and vines that embellished the fourteenth- and fifteenth-century
manuscripts that had provided the models for early printing. The type, which emu-
lated those letters that filled the pages of the earliest printed books from Mainz by
Gutenberg and Peter Schoeffer, was one of several fonts designed by Morris. The
pages were of a thick handmade paper, specifically milled to resemble the weight and
feel of those sheets that, in the past, were considerably less uniform than the slick,
pulp-based, sized, and mechanically perfect paper of Morris’s time. The result was a
formidable volume—equal in every way to the monumentality of the famous text—
the most ambitious book of the Kelmscott Press.

Morris and his associates had designed wallpaper, fabrics, tapestries, and
other materials for interior decoration: these were “objects—including books—
whose value lay not in rarity, lavishness, or intricacy but in thoughtful design and a
conscious appeal to medieval traditions of committed craftsmanship.™ After Mor-
ris’s death in 1896, the Kelmscott Press continued for two more years to produce
volumes and pamphlets that were notable for the balance of type, design, and
meticulous production admired by those for whom the book was the most noble
object. The finely honed conjunction of those elements became an aspiration for
many initiates in the art of the press book in primarily English-speaking countries.
Only a few of these books incorporated additions by artists, who, for the most part,

were more involved with the design of the page than with their illustrations. All




these books were hand set from type, and all the decorations were cut from wood
or metal. Thus the lowly woodcut had become a highly refined element in what had
originally been the pursuit of high art in simple craft.

While the three volumes discussed above were the seedlings of the modern
concept of books in which artists play a major role, there were others in which the
artist took a different route. One example, Aubrey Beardsley’s version of Oscar
Wilde s scandalous play Salome, a Tragedy in One Act, will have to stand for a num-
ber of marvelously excessive tall tales (plate 32). Whether designed for children or
adults, the curls, wisps of foam, diaphanous wings, and all manner of adaptations
FI'(_'J]TE Yi]e eX()tiCl—l ()f nature were means (}f_ C[)ﬂ\u'e_\.i'iﬂg dan Ell)erl'ilﬂt \\.-’l‘l’ld, nice or
naughty. Beardsley had taken a massive step away from acceptable illustration by
using his pen (all his book decorations were line blocks, photographically made
from ink drawings) to confer a dangerous or perverted twist on the subjects of, in
this case, Wilde’s play. Filled with the decorative tendrils and serpentines of Art
Nouveau, the ten full-page plates of Salome, a Tragedy in One Act parade the skewed
story of Salomé’s infamous dance and perquisite in calculated combinations of sin-
uous line and heavy blacks. The pictures exude sensuosity and delectable revulsion.

The sense of titillating disgust created by Beardsley’s illustrations mirrors
the fin-de-siécle disdain for the ordinary. Decorative volutes, in varying degrees of
ornateness, covered buildings all over Europe. Without reverting to illustration,
the decoration of a book could convey a similar sense of the extraordinary. The
book designs of the Belgian architect Henry van de Velde, like his furniture and
architecture, captured this love of shape and material. In stimulating contrast to
their texts, he decorated two books by Friedrich Nietzsche, Ecce Homo and Also
sprach Zarathustra, ein Buch fiir Alle und Keinen (plate 34). In the latter, the massive
maroon-and-gold titles and geometrical motifs that punctuate lines of type trans-
form the philosopher’s text into a sumptuous magical tale, evoking the mystery of

the narrative while, perhaps, subverting the tough truths it teaches.

PUBLISHERS

He~NRryY van DE VELDE designed type and pages for Count Harry Kessler, a Ger-
man nobleman who loved books and began to commission artists to make them in
the early twentieth century. More like William Morris than André Marty, Kessler
was enamored of the craft of bookmaking. He was involved in type design, paper
manufacture, choice of texts, and selection of artists, who were not only to embel-
lish the texts but be active participants in the production of their books.

More common was the type of publisher of artists’ books who succeeded
Marty in Paris. Marty was the publisher of, among several enterprises, L'Estampe
originale, a series of albums of artists’ lithographs that appeared periodically and
were purchased by subscription. La Revue blanche, the literary and art journal, also
issued sets of original prints by artists, advertised in the journal. After seeing the
early editions of these sets, the art dealer Ambroise Vollard began to publish his own

series: first L Album des peintres-graveurs and then L’Album d’estampes originales de la
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Galerie Vollard. Among the artists he included in his albums were Odilon Redon
and Auguste Rodin. Furthermore, he decided that he would publish albums of
prints by individual artists, and had begun with a reissue of Gauguin’s zincographs
of Brittany in 1894, a series of lithographs by the twenty-eight-year-old painter
Pierre Bonnard in 1895, and a group of haunting lithographs by Redon inspired by
Gustave Flaubert’s Za Tentation de Saint Antoine in 1896. Redon had prepared ink
drawings for a book as well, incorporating the lithographs and Flaubert’s text, but,
unfortunately, the author’s heirs refused to give Vollard permission to publish it.
Because nothing more was done with the book until around 1910, Vollard never
considered this his first book project, probably because he was able to publish
many others before it was issued. As time went on, other difficulties arose, so that
the book’s appearance had to wait until, for example, the discovery of misplaced
prints (two were never included in the book). More than forty years passed before
the book was published in 1938, twenty-two years after Redon’s death (figure 7;
plate 11). The large volume, printed on a thick Arches paper that took beautiful
impressions of the woodcuts made from Redon’s ink drawings, was produced in a
style that Vollard would return to in the several books he issued by another, equally
arcane, artist: Georges Rouault.

While Redon’s experience as an artist whose book was languishing in the
hands of Vollard was largely the result of outside constraints, Rouault suffered from
another cause. Vollard was foremost an art dealer, eccentric and moody. He came
to France from the French island of Mauritius to do what the sons of many colonists
did—pursue his education. He was to be a lawyer, but became sidetracked by the
wonder of art. He was clever (many thought, crafty) and successively took up
artists who were not represented in galleries (first Paul Cézanne and Gauguin, then
Bonnard and Picasso, among others). Rouault began a long association with Vol-
lard in 1913 when he signed a contract turning over all his paintings in his studio to
the dealer. He was fascinated by circus performers and other unusual characters,
like other artists of his time, but unlike them he was profoundly devout and used his
images metaphorically in his paintings and prints. He worked in an expressive man-
ner that was restrained formally by his tendency to outline his figures in black, like

the stained-glass panels in church windows. It was a style that could be transferred

successfully to the print mediums, and it was Vollard’s idea to begin most of

Rouault’s illustrations by photographing his drawings onto copper plates. Vollard
pl:mncd several books with Rouault, some with texts by André Suares. Rouault
would prepare numerous ink drawings and sometimes paintings, and then the artist
would scrape and etch the heliogravure (photogravure) plates made from them,
adding aquatint to reinforce and emphasize the strong black outlines. In many
cases, with the assistance of Roger Lacouriere, one of the finest intaglio technicians
of the century, color passages were added.

Only three of the albums and books planned by Rouault were published
during Vollard’s lifetime. The first, Réincarnations de Pére Ubu (1932), a com-
pendium of several tales Vollard wrote about Jarry’s character, Ubu, seems to have

been part of a bargain he made with the artist in 1922 to assure that work on
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FIGURE 7: Georges Aubert, after Odilon
Redon. La Tentation de Saint Antoine by
Gustave Flaubert. Paris: Editions Ambroise
Vollard, 1938. Wood engraving. The Museum
of Modern Art, New York. Louis E. Stern

Collection




Lt gue Vetasgues @ peint FIGURE 8: G eorges Aubert, after i',rcn'l_t_r‘v.\
Presdes infanies blondes . .

Ef des grands chiens . Tiraue de [étotle file ? ITTes
i Rouault. Cirgue de [éroile filante by Georges

Etait-il bicrk . 5 . .
S ik o esusuac, Rouault. Paris: Ambroise Vollard Editeur, 1938.

Ow'en penser-vous, geis de Bellewitle ?

La vie et un bien 5 précieus S NETAVINGS s N S /

o e s e e Wood engravings. The Museum of Modern Art,
sont ercne plica atiahis - : : % ;

(e eeue-is meme qu'an dii heuras New York. Louis E. Stern Collection

75

Rouault’s favorite project, Miserere, would be completed. Another book, started in
1926, Cirque de [’étoile filante (1938), contained color aquatints as well as woodcuts
made by Georges Aubert after Rouault’s gouaches (figure 8; plate 10). Suarés had
written the text, but Vollard found that some of his critical remarks would be offen-
sive to his customers, and Rouault was compelled to write the text himself. The
third project, Suares’s text for Passion (1939), begun in 1927, finally appeared in a
book that had been fraught with similar difficulties, many due to changes in plans
by the artist and lack of the special Montval paper that Vollard had decreed the only
proper material for Rouault’s images.

The tour de force of Vollard’s and Rouault’s association was to have been
the elephantine book Miserere et guerre, Rouault’s great work, begun in 1922 and
nearly complete in 1927. However, when it finally appeared in 1948 (under
Rouault’s imprint of L’Etoile Filante) it had only a short introduction by Rouault,
alluding to the tremendous problems he had had rescuing the gouaches and prints
from the Vollard estate (plates 56—57). Nevertheless, Rouault wrote, “If injustice
has been shown Ambroise Vollard, let us agree that he had taste and a keen desire
to make beautiful books without breaking any speed records, but it would have
taken three centuries to bring to perfection the various works and paintings with
which, in utter disregard of earthly limitations, he wished to burden the pilgrim.™

Parallélement by Paul Verlaine with lithographs by Pierre Bonnard, the
first book Vollard published, has long been considered the earliest Zivre d artiste in
the modern sense (plates 8—9). This point of view has been taken principally by
those who do not consider Yvetze Guilbert a full-fledged book. However, Bonnard’s
lithographs to Verlaine’s poetry, printed mostly in pale pink in the margins, have
their conceptual origins in Toulouse-Lautrec’s work. It was Vollard’s idea to pub-
lish the poetry of Verlaine, who died before it was possible to issue the book. The

dealer had cast about for an illustrator, hoping first to attract Lucien Pissarro, the




son of the painter Camille Pissarro, who mistrusted Vollard. Ultimately, Vollard
settled on Bonnard, taking the imaginative step of inviting a painter who had done
a few prints to work on a fairly costly project. The type was set, and Bonnard made
drawings around the blocks of type. After he re-created the drawings on litho-
graphic stones, changes both in the position of the type and the tonalities of the
lithographs were made. The images that surround the poems suggest their mean-
ing or impulse while expanding upon the general aura that pervades each themat-
ic section. According to Vollard, once it was discovered that some of Verlaine’s
poems intended for the book had been banned in France, the emblem of the French
Imprimerie Nationale had to be removed from the title page, and a new title page
substituted. From the beginning, it appears that Vollard always found himself
delayed by one thing or another.

Vollard was often accused of procrastinating, but he had more than a few
excuses, among them the financial difficulties of the Depression. He completed few
of the books he began, but, fortunately, most of those that were awaiting the right
paper, or the printer’s time, or a new font of type, were published by others. While
he published several books by Bonnard (including 4/manach illustré du Pére Ubu by
Jarry and two books by himself), he issued only one of the three books he had start-
ed with Marc Chagall during the 1920s, while those by Georges Braque and André
Dunoyer de Segonzac, begun in the eatly 1930s, were ::c_m1plcted well after World
War I1. After his bad experiences dealing with contemporary writers (Flaubert,
Verlaine, and Suarés), Vollard preferred the well-dead, from Virgil to Honoré de
Balzac. Picasso agreed to illustrate Balzac’s Le Chef-d ‘oeuvre inconnu, but in filling
the book with loose plates that had individual merit as prints but were inconsistent
with the book’s format it seems clear that he had little if any interest in how the
completed book would appear. Only one of the etchings he contributed made direct
contact with Balzac’s theme of the obsessive painter, and a selection of abstract
drawings (made years before the book was planned), placed by the book’s editor in
an isolated section of the preliminary pages, may have been an attempt to con-
tribute, in some way, a concordance with the subject. Another commission, Picas-
so's Eaux fortes originales pour textes de Buffon, was published by one of the
executors of Vollard’s estate. All the books, with the exception of the planned
Miserere et guerre, were designed in a folio format. Bonnard’s Parallelement and
Daphnis et Chloé were the smallest of the deluxe books, basically because they were
the first completed, while the Redon took its larger, more imposing form from Vol-
lard’s subsequent decisions about luxurious style. For all his good intentions
regarding the art element in his books, Vollard knew he had to appeal to the fine
book collector who might be persuaded to acquire a classic text, well printed in
hand-set type on sumptuous paper, notwithstanding that the pictorial material
adorning the pages might be considered too modern. What might have been Vol-
lard’s most important contribution to the art of the book, the first with Picasso’s
own writings, remains unfinished. Only a few weeks before Vollard was killed in a
motor accident Picasso had been working in Roger Lacouriére’s atelier on his first

color prints for this book (plates 9o-91).
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In contrast to the perceptible conservatism of Vollard (who, for example,
deserted Picasso at the outset of the artist’s invention of Cubism), Daniel-Henry
Kahnweiler enjoyed the challenge and excitement of working with avant-garde
artists and writers. When, as a young man, he arrived in Paris from Germany, he
too was expected to pursue an economically sound profession. Instead, he began to
sell art and meet the members of the new bohemia. His idea of commissioning an
artist and writer to create a book together bore its first fruit in L Enchanteur pour-
rissant (1909), Apollinaire’s first book with provocative woodcuts by his friend
André Derain (plates 12-13). Both were associated with Kahnweiler (Apollinaire
had written a preface for his Braque exhibition, and Derain had been under con-
tract to the dealer since 1907). The energetically carved woodcuts were the full-
fledged legacy of Jarry’s and Gauguin’s formative work in the medium. Fully
realized from African influences and holding together the text as tightly as the
woodcuts in fifteenth-century block books, Derain’s prints extended Apollinaire’s
story about the rotting body of Merlin into further unexplored territory, implied
but not completely described verbally.

Kahnweiler’s debut in the bedeviled territory of artists” books included an
element that was traditional: a publisher’s device, or logo. Like Aldus Manutius and
many subsequent printer-publishers, Kahnweiler relished the idea of having a sym-
bol placed on the title pages of his books that would identify them (and imply their
serious connection with the past). Derain designed the twin-shell motif (a play on
the word coguille, which means both shell and typographical error—two coguilles
were the limit of errors a publisher could accept, according to an old adage). In the
original device, Kahnweiler’s initials, HK (he used only “Henry” rather than his
hyphenated first name when he was young), were in the center (figure 9). They were
dropped when, after World War I, his gallery was called La Galerie Simon, and
after World War 11, La Galerie Louise Leiris (the changes were deemed advisable

because of his German nationality). The device, however, never ensured the sale of

FIGURE 9: André Derain. Drawing for the
Kahnweiler vignette for L'Enchanteur pourrissant
by Guillaume Apollinaire. 1909. Brush and ink.
Carlton Lake Collection, Harry Ransom
Humanities Research Center, The University of

Texas at Austin
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Kahnweiler’s books, and although, unlike Vollard, he clearly had no problems in
issuing books, his dependence on avant-garde artists narrowed the market for them.

Kahnweiler ultimately published an exemplary array of books in a variety
of formats, always first editions of texts and always specially adorned by contempo-

rary artists. The adventures of Max Jacob’s cleverly disguised alter ego, Victor

Matorel, formed the basis of three books, two of which—Saint Matorel (1911) and
Le Siége de Jérusalem, grande tentation céleste de Saint Matorel (1914)—were illus-
trated with Picasso’s first Cubist etchings (plate 14). In these examples, primarily
one guesses because Jacob was one of Picasso’s friends, the artist created prints that
were in context, if not easily identified as such. Because Jacob’s writing style was
cubistic—that is, with phrases set against each other, which by themselves lack the
structure made comprehensible by their combination—Picasso’s Cubist images
become fascinating equivalents. Through their complexes of lines and planes, they
evolve into figures and landscapes. Other Cubists—Braque, Juan Gris, and Henri
Laurens—adorned Kahnweiler’s books after World War I, accompanying texts by
Erik Satie, Jacob, and Raymond Radiguet. The play Les Pélican (1921) by Radiguet
is a domestic farce made even more inane by the sculptor Laurens’s seven linear
etchings (plates 124-125).

In 1924, only three years later, Kahnweiler was prepared to publish a book
by André Masson, a young artist working in a new Sty!e, somewhat cubist in struc-
ture but full of figures that evoked the instability of remembered dreams rather than
the fixedness of reality. That year André Breton produced the “First Surrealist
Manifesto,” proclaiming his thesis about depicting subconscious recollections.
Masson’s prints for Georges Limbour’s Soleils bas (1924) and Michel Leiris’s
Simulacre (1925), both published by Kahnweiler, are the first Surrealist lithographs
in books (plate 131).

In the early 1930s another major publisher of fine printing emerged in the
person of a young Swiss bookseller with an interest in art, particularly that of the
famous artists whose center of activity was Paris. Unlike Vollard and Kahnweiler,
Albert Skira was not an art dealer, but he shared with Vollard an appreciation of the
deluxe illustrated book and emulated his format to some degree. At the age of
twenty-four, before he had had any experience in publishing, much less organizing
the production of a work of art, Skira was audacious enough to ask Picasso to illus-
trate a volume of Ovid’s Les Métamorphoses (plate 39). In his earliest contemporary
art enterprises he was assisted in matters of content and design by Tériade, the for-
mer artistic director of the journal Cahiers d’art. Tériade introduced Skira to
Matisse, and the result was the painter’s first artist’s book, Poésies by Stéphane Mal-
larmé of 1932 (plates 15-17). This astonishingly perfect debut, together with Picas-
so's Les Métamorphoses (1931), published a year earlier, set the elegant style of
Skira’s books. Both artists produced refined linear etchings that so perfectly bal-
anced the typography that there must have been an incomparable rapport between
the artists and their publisher to achieve this harmony. Neither book, however, had
the spirit of experiment and daring that each artist was to achieve after World War

11 with books published by Tériade himself.




Tériade also helped Skira found and produce Minotaure, a Surrealist-
oriented, illustrated journal, in 1933. The following year Skira published the
acme of Surrealist books: Salvador Dali’s illustrated Les Chants de maldoror (1934)
by the comte de Lautréamont (plates 18-19). The text, which had served the early
Surrealists as a historic example of their so-called method, was taken over sever-
al times by them for illustration, but it was the polished style of Skira that helped
to make Dali’s version memorable. The text of the author, whom Henry Miller
called “a black messenger heralding the death of illusion and the nightmare of
impotence to follow,”"" is punctuated by forty-two etchings (thirty full-page) that
are the sensational painter’s most substantial contribution to the history of the
artist’s book. Controversial now, more because his direct involvement in creating
the actual copper plates from which the illustrations were printed has been ques-
tioned than for his disturbing, bizarre visions, Dali’s prints in Les Chants de mal-
doror represent Surrealist expression to many. (The year of their appearance Dali
was temporarily expelled from the Surrealist group, supposedly for expressing
sympathy for the Nazis.)

In 1943, Skira produced an exceptional book of color woodcuts by Derain,
Pantagruel by Frangois Rabelais. Its large format enclosed more than 180 prints
reminiscent of fifteenth-century playing cards, all printed from blocks that had
been hand colored before each impression. After World War II, Skira continued to
issue artists’ books while publishing his grand series of books reproducing paint-
ings. With Masson he issued Les Conguérants by André Malraux in 1949 (plate 64).
Masson and Malraux had been introduced to each other in 1921 by Kahnweiler, who
later wrote that Les Conguérants was “among the most beautiful books of our

times.”!

' After Malraux completed his first stint as minister of information in
Charles de Gaulle’s government at the end of World War 11, he added an afterword
to this novel, one of his controversial documentary works from the 1920s (the one,
in fact, that preceded his most famous literary endeavor, La Condition humaine).
About the 1925 Canton uprising, Les Conguérants, narrated by a Russian anarchist
adventurer, presented a new version of the hero, one who, according to Malraux’s
1948 addition, “united within himself the aptitude for action, culture and lucidity.”"
Skira’s book followed the popular reissue, and Masson contributed thirty-three
aquatints, mostly in color, which erupt throughout the text like the flickering of film
that intermittently slides off its sprockets, a fit commentary on the literary form that
Malraux had devised under the influence of the Russian director Sergei Eisenstein’s
cinematic style.

Tériade, on his own, was the able publisher of several journals, the most
memorable being Ferve, which was profusely decorated by the best artists in
France, as well as a series of colorful artists’ books. It was, perhaps, the residual
difficulties of World War II that suggested to him that instead of using typography
(full fonts of type being nearly impossible to compile), the texts of his books should
be handwritten. It also was his preference that the words be those of the artist. The
first of these volumes was the greatest: Jaz; by Henri Matisse of 1947 (plates 22-23).

Combining printed images made from collages of colored paper with undulating
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FIGURE 10: Fernand Léger. Study for Les y | C )

Trapéqistes, from Cirgue by Fernand Léger.

c. 1950. Gouache. Collection Georges Bauquier :

TL oLt

black writing on crisp white pages, the total effect of Jaz; was spectacular. Soon
after, in Le Chant des morts by Pierre Reverdy (1948), Picasso created bold red
ciphers along the margins and at the ends of stanzas written by the author (plate 63).
Then, two years later, Fernand Léger, fresh from his years in America, created the
text and lithographs for Cirgue (figure 10; plates 20-2r1).

Léger’s skill in organizing and designing books had not been given the ele-
gant stage that Vollard and Skira had provided to his peers. His style, from its
Cubist beginnings, was extremely compatible with the graphic requirements of
book illustration. He had made a few lithographs, some black-and-white ones for
Lunes en papier by André Malraux (1921), published by Kahnweiler, and single-
color ones in 1927. Tériade seems to have speculated that the artist, whose paint-
ings after World War 11 commanded a great deal of attention, could accomplish 2
complete book incorporating his own text. The result was Léger’s engaging vision
of the circus, from trapeze artists to performing bears.

Tériade’s personal style for his books developed from both lack of materi-
al and a concept that might appeal to the artist. The style of Iliazd (Ilia Zdanevitch),
the Georgian writer who brought his Constructivist ideas about typography to
Paris, first appeared in books published under his imprint, Le Degré 41 (the latitude
of Thlisi, Georgia, the town of his press, and the alcohol content of some brandy),
in 1919. One of his first publications in France was a compendium of poems by
twenty-one poets illuminated by twenty-three artists, Poésie de mots inconnus of 1949
(figure 11; plates 24-25). Reacting to the then-current activities of the French lettriste
movement, 1liazd wished to show that the Russian avant-garde had done it first. On
single sheets he printed the images and, in a distinctive sans-serif type designed by
the English sculptor and engraver Eric Gill, the poems. The latter were often as
much visual as verbal, making some sheets appear intriguing in their near illegibsili-

ty. Besides the type graphy, Iliazd chose the soft but rough-textured, handmade
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FIGURE 11: Alberto Giacometti. Page from
Poésie de mots inconnus by various authors. Paris:
Le Degré 41, 1949. Etching, with three poems
by Alexei Kruchenykh. The Museum

of Modern Art. New York. Louis E. Stern

Collection
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paper of the Auvergne upon which the type, etchings, woodcuts, and lithographs
made distinctly different but brilliant impressions. He chose to enclose his books in
vellum, and in this case, a second vellum wrapper was included for a normal book
of sheets folded in quarters. It carried the warning Ne coupe; pas mes pages (do not
cut my pages), but, since each sheet was printed in only one direction, this pre-
vented anyone from reading the page without unfolding it.

As lliazd was at once the designer, publisher, and writer, he continued to
pursue these roles in several of his subsequent publications. Picasso contributed
etchings to several of them, the most unusual being Prsmo/Escrito, a love letter of
1948 (plate 180). The etching printer Lacouriére provided Picasso with sheets
of paper marked with a line where they would be cut, to give the artist an idea of
the size of the page on which his prints should be placed. Picasso misunderstood the
marks, so that several of his prints fall in the areas that were to be trimmed, divid-
ing the folded book sheets into full and one-third pages. This type of unexpected
situation challenged Iliazd, whose page layouts consistently presented typography
in unusual formats. His last book, Le Courtisan grotesque by Adrian de Monluc,
illustrated by Joan Mir6 (1974), consisted of a text printed horizontally and verti-
cally, like the warp and woof of woven fabric.

[liazd’s most unconventional typography, however, was incorporated into
his most ambitious book, 65 Maximiliana, ou ['exercice illégal de !'astronomie of
1964, written and illustrated by Max Ernst (plate 26). Not only is the type for the
text made to fall into patterns, at times surrounding color etchings by the artist, but
Ernst created a pseudotext of letterlike symbols that mimics the typeset text and
alludes to the encoded mysteries of Ernst Wilhelm Tempel’s work in astronomy.
The large pages rarely duplicate each other in layout, although those that contain
central etchings reestablish a motif that, like chapter headings, orients the viewer-
reader.

These pages also recall those of a book issued a year earlier by another
poet-publisher, Pierre André Benoit, La Lunette farcie by Jean Dubuffet in 1963
(plates 98-99). PAB, as he preferred to be known and impressed his books (he was
usually the printer of prints and text), issued four books by Dubuffet between 1962
and 1964, but La Lunette farcie was the largest. Each central print (color lithograph)
is surrounded by the artist’s writing of his own, mostly inane, text. The color prints
evolved from an enormous series of lithographs titled Phenoménes (1958—62),
which, in their chance abstraction, evoke the undefined spaces of the universe,
much as Ernst’s do.

PAB, who worked in Alés in southern France, sent plates to artists in order
to provoke them into making books with him. He often added poems to these prints,
but also would mix together a small text with a few plates. When he asked the Dada
writer Tristan Tzara for a poem, the result was a series of lines that, placed on
revolving discs of paper, could be read in several ways. Accompanied by drypoints
by Picasso, Tzara’s La Rose et le chien (1958) is a modern adaptation of the astrolabe
form (see figure 1; plate 182). It also relates to a textual form that, in the late twenti-

eth century, has become an infatuation with texts that consist of multiple narrations




from which the reader makes selections (presently a formula best utilized through
the hypercard computer program).

There have been, and continue to be, many other prominent publishers of
artists’ books who have concentrated on the major artists of the School of Paris.
Gérald Cramer, a print dealer in Geneva, commissioned Joan Mir6 to collaborate
with the poet Paul Eluard on what became one of the most original and beautiful
books of the century, 4 toute épreuve of 1958 (plates 27-29). He later was to publish
several books with etchings and woodcuts by Marc Chagall, and, looking away
from France, Elephant Skull, a monumental book of etchings by the venerable
British sculptor Henry Moore, of 1970 (plate 192). Aimé Maeght, who became one
of the most powerful art dealers in Paris after World War I1, had begun his profes-
sional career as a designer in a lithographic printing house. By one means or anoth-
er, after he became an art dealer, he found ways to publish the works of writers and
artists. Eventually, he was to own his own printing establishment. At first he pub-
lished poetry and then information about the works of artists he exhibited. Each
issue of Maeght’s elegant journal, Derriére la miroir, was devoted to one artist, who
created lithographs for the covers and the pages in between the articles, which were
written by some of the most prominent authors of the time. M aeght also published
deluxe artists’ books and kept his artists busy making lithographs and occasionally
prints in other mediums at his print workshops, for which his son Adrien was
responsible. He took over Braque s prints made for one of Vollard’s projects, 7%éo-
gonie by Hesiod (plates 40—41), finally completed with some new etchings in 1955,
and produced several other volumes by the artist. Among the many artists who
were given the complete attention of Maeght’s Arte printers (named for his first
gallery, in Cannes) in the pursuit of their own perfect livre de peintre were Mir6,
Antoni Tapies, Eduardo Chillida, and Pierre Alechinsky, with texts by Tristan
Tzara, Octavio Paz, and Jacques Dupin, among others. In 1947 Maeght’s publish-
ing division produced a special edition of Le Surréalisme en 1947, exposition inter-
nationale du surréalisme, notable for its special cover containing a Readymade by
Marcel Duchamp, a foam-rubber “falsie” (plate 193).

While the major publishers of artists” books pursued their profession in or
around France, dependent upon the creative efforts of the artists in its capital of cul-
ture, publishers in other parts of Europe had greater difficulty. With the exception
of Cranach Presse in Weimar, there were few who wanted or were able to publish
the deluxe artist’s book a /a frangaise. Germany, where there were many graphic
artists, produced a myriad of books, but compendiums and periodicals were the
preferred sites of artists’ prints. Paul Cassirer published books in Berlin by Ernst
Barlach, Marc Chagall, and Oskar Kokoschka; while Kurt Wolff, best known as
Germany’s premier publisher of Expressionist literature and one of the first to issue
series of books with reproductions of art, published artists’ books by Kokoschka,
Ernst Ludwig Kirchner, George Grosz, Paul Klee, and Frans Masereel before he
escaped from the Nazis. In America, his Pantheon Books published Chagall’s first
color prints in Four Tales from the Arabian Nights in 1949 (plates 47-48).

In the United States there had been many efforts to publish artists’ books,




foremost being the work of the Limited Editions Club, founded in 1929. Most of the
books issued were appreciated primarily for the fine printing of respectable texts. In
the 1930s the Club had commissioned Matisse to illustrate James Joyce’s Ulysses,
and when his etchings were inconsistent with the text there were complaints. The
freedom that artists needed to have to make books their own form of art did not
truly arrive in America until after World War II. The unspoken competition of the
expatriate European artists, many of whom made prints in New York during the
1940s, partly led to that freedom. However, it was mainly expressed in the paint-
ings of Abstract Expressionists, who were rarely encouraged to apply their vision
to the graphic arts.

No single publisher who could tempt American artists into making books
emerged until the late 1950s when Tatyana Grosman, the Russian-born wife of an
émigré painter, began Universal Limited Art Editions (U.L.A.E.). The daughter of
a newspaper publisher, she loved literature and dedicated herself to the task of
motivating American artists and writers to make books for her. Her first effort,
Stones by the poet Frank O’Hara and the painter Larry Rivers (1960), did not have
anormal format (few did). The thirteen lithographs that make up this “book”™ were
drawn and written on lithographic stones by artist and writer together in the form
of a dialogue. The loose sheets were enclosed in a folder of dark blue paper made
from denim blue jeans, with each cover hand painted by the artist (plate 30). Later
publications would include a book without words printed on sheets of plexiglass—
Shades by Robert Rauschenberg, 1964—and a book so large it was housed in a
large drawer in a wood case—A la pintura/To Painting by Rafael Alberti, illustrated
by Robert Motherwell, 1972 (plates 31 and 186).

The 1960s saw the emergence of many print publishers in Europe and
America, a good number of whom would produce books. Paul Cornwall-Jones,
associated first with Editions Alecto and later with Petersburg Press in London,
produced books with David Hockney, Jim Dine, Jasper Johns, and Francesco
Clemente, using printers in New York, Paris, and Stuttgart. A new concept of
artists’ books, which placed the entire book object in the creative control of the
artist, arose at about the same time, and the finely printed limited edition with
artists’ etchings and lithographs took on a different meaning in this context. Such
deluxe books, together with the genre of the press book that emerged at the end of
the nineteenth century, continue to represent the tradition begun then, their pub-
lishers as selective if not as daring. If, as several late twentieth-century publishers
prefer, artists draw and paint their pages instead of making repeatable prints for
them, the book form seems to be on its way back to its manuscript origins at just the
time when the computer has produced another, more practical, form for carrying

words and images.
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ARTISTS AND AUTHORS
Artists with Authors

Books, HAVING BEEN DEVISED at first to carry words, have generally been
considered the objects of authors. The component contributed by artists, like that
of the typesetter and page designer, is there to enhance (or, given the opportunity,
sabotage) the author’s intent. Although it is artists’ books we speak of,, the inference
is that books are the vehicles and their content is a mass of words written by some-
body. Those words are often in place before any discussion with the artist occurs,
partly because publishers may have chosen them. However, that task has not been
exclusive to publishers. Writers and artists have long commingled, and their friend-
ships often have been the bases for artists’ books.

The work of the nineteenth-century poet Stéphane Mallarmé is the axle
upon which the presumption rides that an author and artist might collaborate as
equals. He and Edouard Manet planned the French edition of Edgar Allan Poe’s
The Raven (1875), with Manet’s lithographs and Mallarmé’s translation. However,
the most significant of Mallarmé’s writings to hoth artists and writers of the twen-
tieth century was his poem Un Coup de dés jamais n'abolira le hasard (first published
in a magazine in 1897). The words of the poem, originally written out on music
staves, were set in various sizes of type, and the lines of type were separated from
the standard block-form stanza, both deviations meant to give the reader impres-
sions of different sounds and emphases within an imposed time-space format. In
Mallarmé’s words, “A tremendous burst of greatness, of thought, or of emotion,
contained in a sentence printed in large type, with one gradually descending line to
a page, should keep the reader breathless throughout the book and summon forth
his powers of excitement. Around this would be smaller groups of secondary
importance, commenting on the main sentence or derived from it, like a scattering
of ornaments.”? The Futurist writer and leader Filippo Tommaso Marinetti’s con-
cept of “words at liberty,” flinging his words of many sizes and shapes across the
page, is an offshoot of Mallarmé’s experiment. Using Mallarmé’s poem itself, in
1969 the Belgian Conceptual artist Marcel Broodthaers paid homage to the French
writer’s contribution to freedom of the word in a transcription of its form without
its words in his book of the same title (plate 114). Mallarmé’s idea of physically sur-
rounding a main thought with secondary material that extends the main story in
several directions describes. to some extent, what writers have tried to do in writ-
ing fiction for the computer.

Among the writers whose orbit included artists, Guillaume Apollinaire
could be considered the first of this century to be an active instigator of art through
his pen. Apparently it was he who prodded Daniel-Henry Kahnweiler into publish-
ing his first book. By promoting it as worthy of comparison with Aldus Manutius’s
Hypnerotomachia Polifili, published in Venice in 1499 (figure 12), Apollinaire dis-
closed his acquaintance with the finest books with which he aspired to compete. A
captivating character, Apollinaire could write quatrains about the greatest and least

beasts with a shrewd wit one day, poems that formed pictures (his callzgrammes,
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begun in 1914 and certainly influenced by Mallarmé) the next, and criticism every
day. His Poet assassiné, published in 1916, was obliquely about the group of writers
and artists with whom he was associated. Well after he died, Raoul Dufy illustrated
his friend’s semiautobiographical and wildly metaphorical tale of the murder of
poetry (1926). Much later, for the fiftieth anniversary of Apollinaire’s death, Jim
Dine did the same for the first English translation, The Poet Assassinated, using pho-
tomontages to simulate the writer’s disjunctive narrative (plate 169).

Apollinaire was an admirer of Giorgio de Chirico, who had included the
writer’s shadow in a 1914 painting, Portrait of Guillaume Apollinaire, in the Musée
National d’Art Moderne, Centre Georges Pompidou, Paris, which was to be repro-
duced as the frontispiece of the writer’s projected anthology “Et moi aussi, je suis
peintre.” Among his poems, “Ocean de terre” was dedicated to de Chirico, and its
evocation of a house in the middle of the ocean surrounded by an earthly octopus
parallels the Adriatic atmosphere with which de Chirico suffused Apollinaire’s
Calligrammes in its 1930 publication (plate 133).

In Russia, before the revolution of 1917, there had been a revolution of
another sort. Marinetti found, during his visit to St. Petersburg and Moscow in 1914,
a Cubo-Futurist, or “Transrational.” movement that had a strong group of writers
within it. A poetic language, raum (a word probably coined by the writer Alexei
Kruchenykh combining a prefix, meaning beyond, and um, meaning reason—that
is, transrational), had developed and covered the pages, between sketches by artists
such as Kasimir Malevich and Olga Rozanova, of their cheap booklets (mostly pub-
lished between 1912 and 1914). The most published poets of this group were
Kruchenykh and Velimir Khlebnikov. Two of their earliest booklets were
Mirskontsa (Worldbackwards) and Slovo kak takavoe (The Word as Such), of 1912 and
1913, respectively, both accentuating through their titles the irrationality of order
and meaning. Against this background the illustrations emphasize a reordering of
objects and space as dictated by the methods of the Cubists and Futurists.

Because the majority of artists’ books were published in France, at least
until recently, most of the authors have also been French (although, like Apolli-
naire, not always French-born). Tristan Tzara was the liveliest member of the Dada
revolution, having even given it its name. Among the artists who were part of the
actions that erupted at the Cabaret Voltaire in Zurich in 1916, Jean (Hans) Arp and
Marcel Janco, for example, produced equally unconventional objects when they
embellished Tzara’s contributions to the Dada library, Vingt-cing poémes (1918),
with woodcuts by Arp (plates 129-130), and La Premiére Aventure céléste de Mr.
Antipyrine (1916), with color woodcuts by Janco (plates 127-128). The title of the
latter is a play on the subtitle of Max Jacob’s Le Siége de Jérusalem, grande tentation
céleste de Saint Matorel of 1914, which Jacob had called “aventures célestes de
Matorel” in a letter to Tzara in early 1916." Tzara went to Paris, where he present-
ed, at the famous March 27, 1920, Manifestation Dada, his Mr. A ntipyrine, with the
future leaders of the Surrealist movement in major roles: André Breton playing the
title character, and Paul Eluard and Louis Aragon in other roles. The collection of

his poems, written over a period of three years, was filled with brutal sounds, many
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emulating the noises of the street (paralleling, he noted in a letter to the collector
Jacques Doucet, the different materials used in the pictures of Picasso, Matisse, and
Derain). After he moved to Paris, Tzara (whom Aragon called “un adolescent
sauvage”) discarded the harsher, declamatory temper of his work, transforming it
into a more surrealist form before he became a member of Breton’s anointed Sur-
realist group in 1929. Kahnweiler published his Mouchoir de nuages in 1924 with
Cubist illustrations by Juan Gris. His poetic anthology Z'A4ntitéte (1933), contain-
ing work from 1916 to 1932, was one of several works by Tzara “illustrated” by
Picasso, while other artists such as Ernst, Masson, Matisse, and Mir6 contributed to
some of Tzara’s first editions.

By far the most esteemed and art-involved Surrealist writer after André
Breton, the philosophical maestro of the movement, was Paul Eluard. With Breton,
whom he met in 1919, Eluard participated in most of the activities of the Surrealists
until 1938, when he definitively broke their ties after serving with him as co-editor
of Albert Skira's magazine Minotaure in 1937. When Eluard was a teenager he was
confined to a sanatorium in Davos for two years; there he developed his consider-
able gift for poetry and met the young Russian woman called Gala who later became
his wife. The first important artist to illustrate his books was Max Ernst, with whom
he and Gala formed a ménage a trois during the 1920s (Eluard’s Au défaut de silence
of 1925 included Ernst’s drawings of Gala). In 1930 Gala went to live with Salvador
Dali just after he had been “named” a Surrealist and Eluard’s 4 toute épreuve was
published. This was the poem upon which Miré would later lavish his most intense
and enduring decoration; this work was planned in the 1950s with Eluard, during the
author’s last days, and was published in 1958. Between these two publications,
Eluard’s Facile (1935) appeared with photographs by another old friend, Man Ray
(plate 137). The love poems were structured by Man Ray, who surrounded them
with solarized and dimly lit photographs of their inspiration, Eluard’s sensuous sec-
ond wife, Nusch. Because the lines of poetry fit the contours of Nusch’s nude figure
so neatly, there has been some question as to whether Eluard and Man Ray were
creating in tandem, instead of the artist working arou nd the completed verses. The
beautiful Nusch was the subject of illustration again, this time in etchings by Picas-
so for a collection of Eluard’s poems, La Barre d’appui of 1936 (plates 139-140).

During his long association with Surrealist artists, Eluard was only a some-
time advocate of automatism, writing without preplanned structure or concepts.
This type of blind acceptance of the subconscious ordering of thoughts seems anti-
thetical to the extremely visual orientation of his writing, yet became reconciled by
its reoccurring theme of revelation or envisioning. Certainly, his collection of
poems dedicated to artists, /oir (1948), which reproduced their paintings (many of
which he had collected), and his poem “Les Yeux fertiles” (1936), display his visu-
al proclivities. In his poem “Georges Braque,” Eluard wrote: “A man with roving
eyes describes the sky of love.”"”

In the next generation of writers, the Frenchman whose work had the
greatest international cultural impact was Jean-Paul Sartre. His examination of

reality in his theoretical proposition of Existentialism was enthusiastically endorsed
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by those whose creativity had been compromised by the economic and political
burdens of the 1930s. Following in the post-Surrealist footsteps of those who, like
Eluard, felt that writers and artists should engage in the sociopolitical events of
their times, Sartre participated in several arenas of radical discourse between the
1940s and his death in 1980. He did not so much mingle with artists as exist among
them and, in one brilliant episode, acted in the clandestine first performance of
Picasso’s play Le Désir attrapé par la queue in 1944. Among the few artists about
whom Sartre wrote extensively and with whom he collaborated on books was the
painter Wols, whom he called “a poor devil.”"* This chronically ill and alcoholic
artist expressed the intensity of an anguished age in impulsive nests of fine drypoint
lines. In Visages, précédé de portraits officiels of 1948 (plate 144) and Nourritures
(1949), Wols gave to Sartre’s slim poetry a hyperreality. A later work, Un Soletl,
un Viet-Nam (1967), one of many politically motivated texts in which writers have
collaborated with sympathetic artists, united Sartre with Matta, a like-minded Sur-
realist painter (plate 65). Sartre was a member of the Bertrand Russell War Crimes
Tribunal, which at the time of the American intervention in Vietnam was holding
conferences of its membership of European intellectuals throughout Europe,
specifically to condemn the “American massacre.” Sartre’s attempt to organize one
of their meetings in France with participants who were unwelcome there was
rejected by President Charles de Gaulle in 1967. A year later there would be even
more associations of writers and artists as the student revolution in Paris catalyzed
into action all those who demanded justice in every sector.

Few writers have had as prolonged or defining relationships with artists as
Apollinaire, Breton, and Eluard. In France the interrelations of authors and writers
continue to this day. From the 1930s into the 1950s Georges Hugnet and René Char
regularly participated in books illustrated by their friends. Since that time writers
such as Michel Butor and André du Bouchet have done the same. Undoubtedly, this
situation has had to do with the place and time of their activities as well as the mutu-
al sympathy and respect of one creative means for another.

In Germany the events that scattered the potential of publishing had the
same effect on writers and artists. The great authors whose work was published
first in Germany, such as Thomas Mann, Max Brod, and Hermann Hesse, seem to
have evolved the details of their styles to make further definition superfluous.
Kasimir Edschmid was the best known of the German Expressionist writers, with
several novels in print, before Max Beckmann made drypoints for his Die Fiirstin
of 1918 (plate 126). Kurt Wolff, who had published many of Edschmid’s works,
also issued the one slim volume that exhibited what might have been had artists
taken the initiative: Georg Heym, who drowned in 1912, left behind a poem that
Ernst Ludwig Kirchner designed into one of the few Expressionist books, Uméra
vitae of 1924 (plate 190). In Germany it was frequently the foreign-born artist who
also did the writing—the Austrian Oskar Kokoschka, the Russian Vasily Kandin-
sky, and the Hungarian Laszl6 Moholy-Nagy—making an alliance of word and
image in one person.

After World War 11 new groups of artists and writers came together to

39




locate and voice their common interests. The center of art activity, having moved
to New York, was strengthened as American writers associated themselves with
outspoken painters and sculptors. At first, as had been the case in Paris, the writers
occupied themselves with translating the new artistic forms and grouping them
into what might be identified as a movement. Two of the young poets, John Ash-
bery and Frank O’Hara, moved among the second wave of Abstract Expression-
ists. Their poetry was expressive in the sense of quick changes in mood and
perception, and face-offs between multiple conversations and interior responses.
With Kenneth Koch and James Schuyler they were invited by the poet Daisy
Aldan to participate in an extension of her publication, Format, which consisted of
portfolios of poems with screenprints. In four bound volumes, each devoted to the
work of one of the poets and embellished with screenprints by one of her painter
friends, these colorful books were boxed together and published in 1960 under the
imprint of Tiber Press, founded in New York by Aldan, Richard Miller, and Flo-
riano Vecchi. Tiber Press had been issuing screenprinted greeting cards before
Vecchi supervised the printing of the screenprints for the four books (the texts
were printed in Germany). Ashbery, who was living in France, contributed a
group of six haibun (a Japanese form consisting of prose with a haiku, a seventeen-
syllable poem, at the end), which were illuminated by the action-filled abstract
screenprints of Joan Mitchell, another American who lived mainly in Paris. The vol-
ume was titled The Poems (plate 165). O’Hara, who was also a curator at The Muse-
um of Modern Art, contributed “Odes” to the Tiber Press set, enhanced by his
friend Michael Goldberg’s screenprints. Koch was paired with Alfred Leslie, and
Schuyler with the painter Grace Hartigan, who had made screenprints for Format
as early as 1954 and was a close friend of nearly all of this group and particularly
O’Hara, until she married and moved to Baltimore in 1960 (plate 166).

O’Hara was also involved in an artist-poet project of much longer gesta-
tion, 22 Etchings and Poems (1960), begun in Stanley William Hayter’s New York
Atelier 17 in 1951 (plates 163-164). Peter Grippe, who directed the workshop after
Hayter reopened his Atelier 17 in Paris, also organized the group of twenty-one
etched broadsides. Each consisted of a handwritten poem by one of the authors,
illuminated by the work of an artist. O"Hara’s poem was enhanced by a powerful
abstraction by the American painter Franz Kline. Both American and European
artists and writers were included in the set, but one aspect of its importance was that
it was the site both of Kline’s only print (albeit a photoetching of a collage) and
Willem de Kooning’s first print. O"Hara worked frequently with artists, both in col-
laborations of poems with drawings and paintings and in exhibiting their work at
the Museum. After his untimely death in 1966, the memorial collection of his poems
In Memory of My Feelings (1967), published by The Museum of Modern Art, was
illustrated by thirty artists.

Another group collaboration surrounded the poetry of one man, Walasse
Ting, a Chinese artist whose thoughts are conveyed in a raunchy Pidgin English.
His project, 7¢ Life (1964), was organized with the American painter Sam Francis,

and both European and American artists were invited to illustrate his poems
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(plates 167-168). This undertaking is the single instance in which artists of two
essentially contradictory philosophies of art were brought together in one unex-
pectedly cohesive book. The gamut ranged from Francis, a California-based
Abstract Expressionist, to Antonio Saura, his Spanish counterpart, to expressionist
painters Pierre Alechinsky and Karel Appel, and to nearly all the Pop artists, from
Dine to Andy Warhol. Altogether, twenty-eight artists made sixty-two lithographs,
almost all in brilliant color, for 7¢ Life, a vibrantly fresh addition to the library of

modern artists’ books.

Artists as Authors

WHEN GAUGUIN HAD GONE TO BRITTANY IN 1894 he got into a brawl.
During his convalescence there he was visited by his friend Alfred Jarry, who wrote
three poems dedicated to the disabled artist. That summer Jarry’s first book
appeared and he also began his most important text, Gestes et opinions de Dr. Faus-
teroll, pataphysicien. His title character is thought to be based upon Gauguin, and
one section, “L’Isle de fragrance,” is also dedicated to him. In the case of artists’
books, it is rare to find the author as artist (for example, Jarry, and later, Henri
Michaux). There are, however, many artists who have felt, as Gauguin did, that their
words might enhance their images. Some were entirely functional and gifted word-
smiths, like Vasily Kandinsky, who extended his words with pictures. Rouault,
Matisse, and Léger were more than capable of putting into words the color and
expression of their art.

At what point is the painter inspired to write rather than simply paint?
From the beginning, it seems, there have been masters and students, craftsmen and
apprentices, and, finally, artists who wished to pass on to others the ideas that
formed the foundations of their art. Many books have as their subject this educa-
tional intent. The first important artist to write about and illustrate such ideas was

Albrecht Diirer; his treatise on human form (figure 13), first published in Germany
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in 1528, is a model of artists” how-to books. The group of artists who were teachers
at one of the most remarkable educational experiments of the twentieth century, the
Bauhaus in Weimar and, later, in Dessau, also contributed to this library. Important
dissertations on art making and the philosophies of the artists who taught there
were written by Kandinsky, Paul Klee, and Moholy-Nagy, or were made into exclu-
sively visual form by Josef Albers many years later. In all cases, they put these ideas
into books that were aesthetically and formally part of their art. One of the most
significant examples of this type of book, consisting of only four pages of text and
thirty-four lithographs, is Kasimir Malevich’s Suprematism: 34 Risunka of 1920
(plates 73-74). In 1913 the Russian artist made his jump from Cubo-Futurism to
geometrical abstraction by creating a black square as the curtain design for Pobeda
nad solntsem (Victory over the Sun), an opera by Mikhail Matiushin and Alexei
Kruchenykh. He gave a name to his theory of nonobjective art in 1915, defining it
as Suprematism, a word he created. After the Russian Revolution he further
explained Suprematism in his 1919 booklet O novikh sistemach v iskusstve (On New
Systems in Art), printed and published by El Lissitzky in Vitebsk. Also in 1919 he was
invited to teach his method at the Vitebsk Svomos (Popular Art Institute), and the
following year, as part of the transformation of the educational system, he became a
member of the collective Unovis (Affirmation of the New Art) there, gathering
around him a number of pupils and creating the series of drawings that demon-
strated the principles of Suprematism. The Bauhaus was supposed to publish a later
example of his writings, “Suprematism and the Additional Element in Art,” but
instead issued his Die gegenstandslose Welt (The Nonobjective World ) in 1927.

Other artists have contributed to the understanding of their work by pub-
lishing their sketchbooks or explanations of specific works. One of the most provoca-
tive Surrealist images was a mechanical doll constructed by the German artist Hans
Bellmer. In 1936 the French edition of a booklet about the doll, Za Poupée, included
Bellmer’s text about his fascination with young girls, printed on pink paper, and
pasted-in photographs of his doll in various stages of construction, destruction,
and dress (plates 141-142). Marcel Duchamp’s endeavor in this area, La Mariée
mise a nu par ses célibataires, méme (the Green Box), published in 1934, is made up
of precise reproductions of all his notes for the large sculpture of the same name
made between 1913 and 1923 (plate 78). Its torn scraps of various papers, filled
with quickly jotted thoughts, which simply were placed in a green “suede” paper-
covered box, express Duchamp’s goal of communicating the sequences of a cre-
ative process. Similar in intent to Diirer’s treatise of 1528, Duchamp’s work is as
edifying. Perhaps more significant is the attitude embodied in the form. Since his
Dada beginnings, Duchamp’s willingness to transgress the accepted forms of art
inevitably provided models for later artists. The Green Box is both the model for
so-called object books (those works of the last quarter of the twentieth century
that include texts in nontraditional containers) and the most valuable prototype
for the Artist’s Book, as it came to be identified after the 1950s.

Another form of artist-as-author-and-illustrator emulates that of the col-

laboration of author and illustrator. Rarely are artworks developed simultaneously
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FIGURE 14: Oskar Kokoschka. Poster for
Mirder Hoffnung der Frauen. Vienna:
Internationale Kunstschau, 19og. Lithograph.
The Museum of Modern Art, New York.
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with texts. Kandinsky was eager to disseminate his ideas through his own philo-
sophical tract Uber das Geistige in der Kunst (Concerning the Spiritual in Art) of 1912,
and in editing with Franz Marc the illustrated almanac Der blaue Reiter (1912). He
added to these literary accomplishments a book of poems, Klange (1913), illustrat-
ed with his preabstract woodcuts (plates 83-85). Like L’Enchanteur pourrissant,
which preceded it by only four years, the overall story of Klinge is about “days of
yore,” populated by knights on horses going through the forest. Unlike the earlier
book, in which Derain added images to Apollinaire’s text, the artist and writer were
one; Kandinsky was now in control of the entire design, including his illustrations,
which run the gamut from an early fairy-tale style to nearly realized abstractions
evolving from his compositions of riders charging up hills. It was he who chose the
type and determined which illustrations would be in color. In his apocalyptic print
of the Large Resurrection (plate 84) Kandinsky’s forceful cutting and color combine
to relay his message of the spirituality that resides in art.

Less pedantic, intellectual, and certainly less self-disciplined than Kandin-
sky was the Austrian Oskar Kokoschka. As a student he was given his first book-
design assignment, which resulted in an adult fairy tale of 1908 titled Die
traumenden Knaben (plate 35). The unsold copies were reissued in 1917 by Kurt
Wolff. Kokoschka wrote his tale about young love with an autobiographical twist,
calling the female character Lilith, the name of his Swedish girlfriend. Commis-
sioned by the Wiener Werkstitte and published at the time of the 1908 Kunstschau
in Vienna, it consisted of full-page color lithographs framed with black outlines
and, to one side, the narrative presented in a form of free, uncapitalized, and
unpunctuated verse. The style of the images makes the book’s dedication to Gus-
tave Klimt, the respected painter of the Vienna Secession movement, quite logical;
Kokoschka'’s tapestries, in a similar style of black outlined color forms, were also
shown at the exhibition. Simultaneously, the artist was working on a play in a quite
different, brashly extremist vein, completing four clashing, discordant ink draw-
ings of the protagonists. The play, Morder Hoffaung der Frauen, was performed at
the 1909 Kunstschau and created a near riot (figure 14). A symbolic drama about a
woman’s domination over a weakened male who regains strength from their sexu-
al intercourse and murders her, it was made into a book with reproductions of the
drawings by the publisher of the journal Der Sturm in Berlin in 1916 (plates 86-87)
and transformed into an opera by Paul Hindemith the following year. Kokoschka
painted over the drawings in three copies of the 1916 publication, creating three
different visions of the two characters. One of the important features of the perfor-
mance was the dramatic use of lighting, and Kokoschka'’s coloring variants reflect-
ed the range of emotional impact he sought in the changing lights.

A booklet of just eight sheets, the English painter David Bomberg’s Rus-
stan Ballet (1919) is an example of a not-yet-successful artist’s attempt to expand
awareness of his work by publishing images that resemble his paintings (plate 82).
Six color lithographs, closer in style to his Mud Bath paintings than to those he did
of dancers (such as his wife), were given a cloisonné effect, amplified by their

placement on pages uncluttered with text. Facing the prints is a similarly pristine




page, the upper part of which is devoted to Bomberg’s poetic evocation of the
dance, printed in block letters. He wrote and printed the entire work, aided by his
wife, who sewed the pages together. The impetus for creating this work was the
appearance in London of Serge Diaghilev’s Ballets Russes, and Bomberg'’s plan to
sell it at the theater; when this was prohibited, it was sold at Henderson’s Bomb
Shop on Charing Cross Road."

The challenge to an artist who adds writing to his or her own images is to
find among the thoughts that need formal fulfillment those that must be expressed
in words. Most often the words are autobiographical or instructive. Although Marc
Chagall’s first publication of Mein Leben (1923) did not include the text that he had
written, the twenty etchings related specific incidents in his early life and stories
regarding events he had heard about (plates 88-89). Like the woodcuts for Noa
Noa, Chagall’s prints exist on their own, but his tales from the sheer/ where he grew
up (finally published in 1931) actually enhance them, making the famous fiddler on
the roof or the boy held upside down actualities rather than fantasies. In 1963 when
David Hockney made a series of etchings inspired by William Hogarth’s The
Rake’s Progress (1733—35), he depicted himself as the rake, not in London but in the
seductive city of New York (plate 102). Although his recounting of the story is dif-
ferent from Hogarth’s in most details. his rake, too, lands in Bedlam—not the
prison but among a singing group dressed like prisoners. Hockney is himself as he
shifts the old moralizing fiction into the Pop environment of the 1960s, just as the
male in Kokoschka's version of the age-old battle of the sexes is the shaven-headed
Oskar himself, modernizing the theme into his personal psychodrama.

If the personality of the writer is identifiable in the writing, then certainly
the artist who is known by his or her images is easily trapped into revealing more
of the same in writing. The wild and wondrous prints of Matisse’s /az7 (1947), so
full of movement and color, seem to represent the antithesis of the old and infirm
artist who made them (plates 22-23). He accompanied his prints with a text that is
about his interests and his art, arranged in the undulating arabesques of his own
handwriting. Full of wisdom and imagery, it is primarily the way that his words are
written rather than their content that complements the pictures that punctuate
them. In both cases, the images and the text are the products of a person whose
experiences and ideas have been pondered and carefully arranged, yet the differing
spirit that they present requires an unceasing readjustment of the reader’s and view-
er’s disposition. It is this situation that is found in the most engaging artist-author
collaborations and is what Picasso must have been after in 1938 when he undertook
a long period of writing, which he hoped would culminate in a book designed, illus-
trated, and written by himself.

There is no title known for the book of Picasso’s writings that Vollard
agreed to issue. It is probable that the publisher was entirely unaware of the content
of the text, although Picasso’s secretary, Jaime Sabartés, had typed out many parts
from the artist’s carefully written and partially edited transcripts of word sketches.
Previous to this project, Picasso’s only fully realized published text accompanied

his anti-Franco etchings, Suerio y mentira de Franco (Dream and Lie of Franco)
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FIGURE 15: Pablo Picasso.
Standing Nude I, state 1. April 25,
1939. Engraving. Baer 656. Marina
Picasso Collection, Jan Krugier

Gallery, New York

(plates 6o—61). It has been suggested that Picasso’s decision to write about a politi-
cal theme at that time (1937) was inspired by Eluard’s poem about the Spanish Civil
War, “November 1936,” published in December 1936 in the journal L' Humanité.
There is every reason to believe that Vollard had read Picasso’s long, surrealistic
stream-of-consciousness sentence, which pairs symbolic representations with a
driven, unpunctuated excitement. While the two cartoon-strip images that make up
the Dream and Lie of Franco are also filled with metaphoric symbols for the hated
dictator and his exploits, because of the familiar context in which they are com-
posed a minimum of information is needed to interpret the actions represented. In
the accompanying text, Picasso used words in a predominantly unfamiliar context,
making interpretation and subsequent ordering for understanding totally subjec-
tive. Although most of his literary choices for publication were conservative, Vol-
lard’s personal fascination with the works of Jarry may have led him to recognize
something in Picasso’s unique style of writing that was worth encouraging.

A year before Picasso etched Dream and Lie of Franco he met the artist-
photographer Dora Maar. It was she who took documentary photographs of the
creation of Picasso’s famous painting Guernica (1937), and her face, like those of
other women with whom he had extended liaisons, became a frequent image in the
artist’s work. In spring 1939, as he was continuing his work on the book of his writ-
ings, he decided to begin the etchings to decorate them (plates 9go-94). At Roger
Lacouriére’s workshop, where Rouault’s color aquatints had been printed for near-
ly a decade but had only just been published, Picasso finally made his first real color
prints. He had already tried to add color to a few black-and-white etchings in 1935,
including his important Minotauromachy, as he proofed them. The technique he
used in 1939, however, was not the same. He began each print with a basic drawing
in aquatint, which was built up by adding plates with etched lines and more brushed
aquatint into multicolored images. The color etchings and aquatints of the head of
Dora Maar were to be full-page plates, and other, narrow vertical engravings of a
full-length female nude remained in black-and-white, undoubtedly meant to be
printed alongside the text (figure 15). The process of correcting and adding to the
color proofs required the artist to address the colored inks that were used. One of
the many stories about this unique book project concerns Picasso’s fascination with
the printing inks and his using them to draw directly on paper, thereby interrupting
his concentration on this printmaking project. It is true that he left the print shop for
Antibes, on the Mediterranean coast, at the beginning of summer, but circumstances
other than the heat of the season or the dawn of war ended this project for all time:
Vollard died after an automobile accident on July 22, 1939. Although the six color
plates of Dora Maar had been editioned by 1942, and other books planned by Vol-
lard that were incomplete at his death were later published, the prints and the man-
uscript for this project remained packed away in one of Picasso’s studios until after
his death. The incomparable literary style of Picasso was developed during the
preparation of this book project, finally to be revealed in other works for his album
Poémes et lithographies, completed in 1949 but not published until 1954.

Jean Dubuffet, a French wine merchant who had started out to be an artist,




returned to that calling during World War II. In his forties during the war, he and
his writer friends discovered in the drawings of children and the insane the sim-
plicity of intent and depiction that defined for them a creative honesty in sharp con-
trast to the dishonesty that they felt had enveloped European culture since the
beginning of the century. Somewhat earlier, several Danish artists had taken a sim-
ilar approach, looking at so-called primitive and folk arts as models for their ele-
mental, painterly style. The youngest artist among them, Asger Jorn, was later
influential in the establishment of a postwar group called, after the names of their
hometowns, the CoBrA (Copenhagen, Brussels, Amsterdam) in 1948. Both he and
Dubuffet wrote texts for their own books.

Jorn’s, written during his convalescence from tuberculosis in 1951, Held og
hasard /Dolk og guitar (Health and Hazard/ Dagger and Guitar), was a compilation
of his thoughts about art (plate 97), centered on the question, What is aesthetics?
He wrote it during the disintegration of the CoBrA movement, while planning its
last exhibition. The text incorporates some of Jorn’s ideas, which were to have an
impact on his subsequent association with the Italian artist Enrico Baj. Jorn’s
strangely titled book is both autobiographical and philosophical, its margins filled
with many color woodcuts that act as a visual gloss on Jorn’s discourse. While the
CoBrA artists continued to use the imagery that was developed during the move-
ment’s existence, decorating many volumes with the charmed snake that was their
signet, and with ghosts and masks, Jorn’s prints in this book define those forms,
much as words find their places in dictionaries, once they have found their agreed
usage. Jorn was an articulate and dedicated essayist until his death in 1973.

Jean Dubuffet was primarily interested in transmitting the sense and roots
of his art in word-forms. He illustrated books written by his friends Francis Ponge,
Michel Tapié, Jean Paulhan, and Eugéne Guillevic, among others, but when he
wrote his own texts, he wrote phonetically, or naively. His first attempt at this was
a mimeographed pamphlet titled Ler dla canpane (1948); this was followed by
Anvouaiaje par in ninbesil avec de yimaje and Labonfam abeber par inbo nom of 1950
(plate 143). The third title is a booklet of drawings of men and women copulating,
with appropriate text entirely obfuscated by the breaking up of the phonetically
reproduced words. The author Dubuffet identified himself only as inbo nom (un bon
homme), and, once deciphered, the sexual encounters are about la bonne fernme a
bébé, or the woman with child. In this instance, Dubuffet joins an age-old tradition
of making “dirty” books. Pornographic pictures and texts are much older than
books themselves, but the book form has always been a perfect container for hid-
ing such material from general view. Because Dubuffet’s inspiration at this time

sas the art of children, their unaffected attitudes toward codes of conduct and rep-
resentation were taken wholesale. Unlike the usual sexual encounters in brothels,
which found their way into books with prints by Masson, Jules Pascin, and Picas-
50, to name the most prolific in this area among twentieth-century artists, Du-
buffet’s couples defy prurient context by being simple, floating, child-drawn men
and women having sex. The language Dubuffet uses in his text is argot, the slang

that a kid of the streets might hear and speak. Because of the naive context, Du-
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buffet’s porn is closer to a sexy limerick or a rap song than other x-rated examples.

When sex has been a matter of art, symbolic representations have tended
to outnumber graphic ones. After the advent of the type of Artist’s Book that devel-
oped out of the attitudes about art that were to evolve into Conceptual art, sexual
mores were only occasional subjects. Because this book form developed in a period
of openness about sexual matters, it rarely reverted to what once was called
pornography, except in radical statements about society. The two following exam-
ples of how artists have put their magnifying glasses up to the world and viewed it
differently are by British artists.

The first, an early form of the ensuing Artist’s Book, is Eduardo Paolozzi’s
Metafisikal Translations of 1962 (plate 100). An admirer of Ernst’s and Dubuffet’s
collage prints, Paolozzi took parts of some old engraved advertisements and illus-
trations, melded them into pseudomechanical objects, and accompanied them with
his own so-called metaphysical clarifications. The book, from cover to cover, has
been handled by the artist in the same way he has constructed his sculptures of iron
pipes, fitting rings, and other fixtures of the mechanical age. Both book and sculp-
ture have the disjointed, wry aspect of Pop art, even though they are made from
materials of, or developed in, earlier decades.

The second British book, Side by Side (1972), is by two artists known only
by their first names, Gilbert & George (plate 101). Their work falls into a catego-
ry that, since the late 1950s, has been one in which artists perform within their own
created environment. The Happenings of the 1950s and early 1960s were under-
stood to have been neo-Dada manifestations, while the form that has been called
Performance art has frequently been confused with the long-established theatrical
form of monologue. In the case of the Happening, a setting established the action,
and occasionally posters, programs, and other relics remained to be collected or to
document the event. Gilbert & George are noteworthy among the Performance
artists for having surrounded their Actions with an abundance of ephemeral publi-
cations and invitations, as well as documents of Actions they might have taken
without an audience. Side by Side is a book in three parts, which they called “a con-
temporary sculpture novel . . . based on plans, intentions, and experience. The form
being abstract air brushes and the expression pure sculpture.””® The chapters are
“With Us in the Nature,” “A Glimpse into the Abstract World,” and “The Reality
in Our Living.” The first part of the book records their rambles in the countryside,
and the third records their existence “Underneath the Arches” (a romantic song
used in their performances as “Living Sculpture”). Designed in the style of a kind
of public-schoolboy romanticism, the overexposed photographs in the first section,
showing them together “in the nature” at spots along their path, are paired with the
slight literature of a vanity novel of the 1920s. At about this time British artists
Richard Long and Hamish Fulton began to center their art on taking walks of vary-
ing lengths and documenting them in photographs and books. The products of
their walks focused on time and space as real experiences, while Gilbert & George’s
walks were fictional and quite possibly also a witty commentary on the boredom of

objectivity as the basis of Conceptual art.




Artists for Authors

THE RAPPORT BETWEEN AN ARTIST AND A TEXT, chosen or given, and the
success of the artist’s solution, no matter how well supported or produced, is a major
criterion for assessing the importance of many artists’ books. Having traced the in-
fluence of the author as an associate of the artist and the publisher as an activator and
motivator, how the artist approaches another work of art, that of a writer, is a spe-
cial facet of the medium that must be studied on its own. Is Bonnard’s the ideal ful-
fillment of Verlaine’s verse, or have his soft pink, scribbly lithographs confused the
poet’s lyricism with cozy informality? Have Matisse ’s pristine etchings of threadlike
lines placed opposite equally fine lines of poetry set, like Verlaine’s, in italics, so
carefully controlled the environment of Mallarmé’s poetry that its complex textures
are repressed? Bonnard’s Parallélement and Matisse’s Poészes by Mallarmé have long
been considered the quintessential artists’ books in the French style (plates 8—9
and 15-17). Both have been given these laurels on two counts: the perfection of the
aesthetic quality of their pages and the excellence of the artist’s contribution.
Because the texts were already written, the publisher took the part of the writer, first
by selecting the specific text, then proffering it to a chosen artist, and then deciding
how it should be set, what the page size should be, and so on. While it is clear that
many of the decisions regarding layout were made in conjunction with the artist, the
publisher and his associates played a major, and perhaps restricting, role.

Both Vollard and Skira hoped to combine their choice of artists with texts
that would appeal to collectors of books. Not only was Vollard unsuccesstul with
Parallélement because of his problem with printing a forbidden text, but more so
because he thought that lithographs by Bonnard would be appealing. The medium
alone was a mistake, as at that time collectors preferred their illustrations to be
finely engraved on wood or copper, not crayon sketches. Skira’s Poésies sold poor-
ly as well because the Depression decimated the number of book collectors and
because Matisse was unknown as an illustrator.

There were (and continue to be) collectors’ clubs, which commissioned and
published similar books with more conventional illustrations and layouts, so places
on the typical collector’s shelves would be filled with those books to which he or she
subscribed through clubs before venturing into less proven acquisitions. Such clubs,
along with print clubs, were organized during periods when discretionary money
was abundant, in the 1890s, 1920s, and 1950s. Studying the books issued by these
clubs reveals their conservatism, and so the lack of financial success of Bonnard’s
and Matisse 's books is not a clue to their achievement as artists’ books.

When Count Harry Kessler sought to produce the perfect book, he began
with the writing of the ancient Virgil and the art of Aristide Maillol, whose figura-
tive sculptures and drawings were endowed with the ideal contours of classic antig-
uity yet conceived within the confines of a strict geometric form. After Kessler took
Maillol to Greece, the artist slowly began to create the woodcut images that, twen-
ty years later, would adorn pages designed by Edward Gordon Craig. Like Apolli-

naire, Kessler envisioned 7he FEclogues of Virgil to be a worthy, modern successor
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to Aldus Manutius’s Hypnerotomachia Polifili, but unlike Derain, Maillol seems to
have paid considerable attention to fifteenth-century formal qualities, confining his
similarly simple, linear woodcuts to analogous rectangular enclosures (plate 38).
The thought that an Italian Renaissance form of presenting antiquity would be
appropriate to ancient Roman poetry arose from suggestions undoubtedly made by
the publisher to the right artist, who dealt with the problems of illustration without
deviating from his own aesthetic vocabulary.

Another vision of Virgil was initiated by Vollard when he commissioned
André Dunoyer de Segonzac to illustrate Les Géorgigues (plates 43—44), a mammoth
task. The artist ultimately made 119 etchings of rolling fields and vineyards com-
parable to the author’s Italian campagna, which filled two large volumes. Created in
the informally representational style of an artist who began to illustrate books
immediately after World War I, the Virgil might be viewed as the book most likely
to appeal to the book-club member. There is little space between representation
and inspiration; that is, Segonzac approached the text in a literal way. And yet his
etchings are complementary, not tied to this or that image in the verse. He put Vir-
gil’s poetry into a lyrical environment evocative of the one from which it arose in
the first century B.c.

Segonzac completed and published his book himself in 1947. Since then,
except for a handful of books by authors mainly of his generation, rarely have
artists been paired with dead authors. Until this point the books by dead authors
described have had decorations that were essentially figurative. After World War I1
and the ascendancy of abstraction in painting, more instances of images that could
not possibly be mistaken for illustrations occurred. However, until the excited eco-
nomic conditions that supported luxurious book production in the earlier decades
resumed in the 1970s and 1980s, most artists’ books were based on the works of liv-
ing authors. France continued to lead in the publication of the style of book made
famous there earlier, but by the 1970s a few publishers elsewhere were banking on
proven texts to carry the less established images of artists. In the tradition of the
book club, Sidney Shift of the Limited Editions Club in New York asked Ellsworth
Kelly to add his terse forms to Mallarmé’s Un Coup de dés jamais n’abolira le hasard
(plates 158-159). The resulting pages have the poem set as Mallarmé intended; they
are separated from Kelly’s black-and-white forms by blank pages. In this way it
appears that the artist has emphasized his respect for the integrity of the poet’s
design while offering his visual complement without intrusion. Kelly’s interpreta-
tion in 1992 extends the visual modulations that Mallarmé sought, not obliterating
them and leaving only their forms, as Marcel Broodthaers had done. Rather than
convert Mallarmé’s lines of poetry into linear images, as Matisse did, Kelly took
their mass and transferred it into a new mass.

A final example, one in which the artist was committed to the text of a cher-
ished writer, is Francesco Clemente’s The Departure of the Argonaut by Alberto
Savinio of 1986 (plate 176). Again, there is a question of how close the artist came
to the author’s vision, but, in addition, Clemente’s encroachment upon the words

themselves is a powerful statement of the artist’s vision superseding that of the
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author. If it were not known that Clemente had chosen a favorite text of an
esteemed author, the impression would be of a battle between text and image in sev-
eral instances. There are series of text pages decorated with only marginal images
and others in which the text faces the traditional full-page plates, but those where
the artist has covered both pages of text with translucent monocolored images are
by far the most vivid and committed to the spirit of the passages they accompany.
The question of the aptness of translation has always been a provocative
one, and in studying these and other artists’ books it must be raised, for in all those
cases in which the artist cannot communicate with an author, the artist is no differ-
ent from the translator who changes the author’s words into another language. The
artist’s style, choice of medium, decisions of layout, and placement of the pictorial
elements are all basically translations, in that they enhance, diminish, or alter in a
myriad of ways, the meaning of the author. For example, if one reads a line in one’s
own language, written in one’s own time and therefore in a known idiom, it is likely
that one’s understanding of the line will be fairly close to what the author intended
(even then, the reader has already accumulated a mass of experiences, likes and dis-
likes, that will modulate if not drastically alter what the author meant and implied).
When, however, that line is in a foreign language, which the reader must encounter

in translation, it is the translator’s understanding that is conveyed. So, when the

artist’s understanding of a text—when he or she actually confronts it—is present-

ed along with the text, inevitably it is modified and shaded with varying degrees of

comprehension. Since illustration is not intended, what the artist does in such books
does not entirely affect the word-for-word reading of a text, but it has a tremendous
burden to carry, for it transforms the entire intent of the piece into the artist’s lan-
guage. For this reason alone, the perfect alliance of text and picture is, above all, the
artist’s, and then that of the artist and author in collaboration. Artists’ books are just
that—the work of the artist whose imagery, rather than being subsumed by the text,
overcomes it by translating it into a language that has more meanings than words

alone can con VEY.

Artists without Authors

TRADITIONALLY, ARTISTS HAVE TAKEN still another path that has given them
authority over the book form. They have bound together series of images with no
other text than captions or dispensed with words entirely. It is not a recent tenden-
cy, since sets of pictures, united by their themes or by an implied concept, had been
the substance of books before printing. In the block books of the fifteenth century,
such as Ars Moriendi and Apocalypsis Sancti Johannes (figure 16), the written por-
tions were secondary to the pictorial parts of the woodcuts. When Goya created his
Los caprichos in 1799, the eighty aquatints were bound together. They did have
aphoristic captions, often worded in ways meant to confuse the censors, but that
also added further dimension to the viewer’s notion of what was represented. Sim-
ilarly, George Grosz’s 1923 bound volume of reproductions of watercolors and
drawings, Ecce Homo (plates 107-108), is captioned throughout, but in his case the

ironic tone did not prevent authorities from fining the artist six thousand marks for
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Morgan Library, New York



FIGURE 17: Lyonel Feininger. Cathedral. 1919.
Woodcut. The Museum of Modern Art, New
York. Gift of Mrs. Julia Feininger

his blasphemies and from expurgating several plates. Prints alone have frequently
conveyed stories without the need of words. Kandinsky put together a series of
woodcuts in 1903, which he titled Stikhi bey slov (Poems withour Words). In 1919
Kurt Schwitters reformulated his Dada collages of cast-off papers into a pamphlet,
Die Kathedrale (plates 104-105), a few pages of lithographs made from transfers of
pieces of leather and other materials interspersed with words in several languages.
Each printed page faced a blank one, presenting Schwitters’s printed versions of
collages as separate compositions. In the same year, Lyonel Feininger made a
woodcut of a cathedral as the cover of the second Bauhaus program, illustrating
Walter Gropius’s aim to create “the cathedral of the future” (figure 17). In 1920 at
another experimental school, the Popular Art Institute in Vitebsk, El Lissitzky
designed his Pro dva kvadrata (About Two Sguares), a children’s booklet in which
simple geometric forms and a minimum of inventively arranged letters conveyed
the story, published in 1922 (plate 71). The Belgian Frans Masereel specialized in
picture books, and his La Ville (1925) is typical of the non-narrative use of images
connected by a single subject (plate 106). In one hundred woodcuts, Masereel con-
veyed the gaiety and oppression of urban life of the 1920s, particularly seen through
the artist’s political bias. Max Ernst’s five-part collage novel, Une Semaine de bonté,
ou les sept éléments capiraux (1934), is the Surrealist’s adaptation of such a book
without words (plates 109-110). He had placed an introductory paragraph in each
part, meant to clue the viewer in to the sequences of Freudian-fraught reproduc-
tions of his collages made from cheap wood-engraved illustrations. Divided into
days of the week, the subjects of each day are related to their alchemical symbols, a
frequent source used by the Surrealists, as well as to introductory quotations by
Arp, Eluard, and Benjamin Péret.

In another instance, arising from artists’ use of the book form as a sketch-
book, a series of images that have a single concept advanced in repetitive shapes or
structures unencumbered by narrative or directions covers all but the title page.
FrantiSek Kupka’s Quatre histoires de blanc et notr (1926) is a modern example of this
concept. Each sheet is an abstract woodcut emphasizing the contrast of black and
white (plates 68—70). The artist has grouped his compositions into four stories,
unified by an underlying structure, but it is not possible to apply any further con-
text to them. Kupka, known historically as a pioneer abstractionist, in this instance
has also pioneered a significant change in artists’ books by curtailing the verbal
prominence.

In 1934 Bruno Munari designed a tin book with Tullio d’Albisola, whose
best-known book, also of tin, was made with the Futurist poet Filippo Tommaso
Marinetti (plate 183). However, Munari’s books of abstract collages, cutouts, and
folded sheets of paper were mainly books without words. Combinations of letter
forms, which enlivened his pages, were later joined by exclusively geometric ones.
During the 1950s Munari made a series of unique cut-and-pasted collage pamphlets
that he called /ibr: illeggibile (plate 184). These books, in which the only printing

was a typewritten slip containing a few words about when and where the book was




made, were also precursors of the type of book the German-born Dieter Roth was
to make in Iceland during the late 1950s and early 1960s. At first, depending upon
the seriality of book pages to dominate, he composed his ideas into several series of
cutouts, which revealed in each turn of the page a transformation within a set of
geometric patterns. He then began to make books from preprinted materials taken
from the refuse of commercial printers. These overprinted sheets, magazine adver-
tisements, or tremendously enlarged photo-offsets meant for billboards were
bound into thick paperbacks and made up a separate series, titled alphabetically
(Bok 3¢) or by content (Daily Mirror Book), and issued in 1961 in variously sized
editions, containing parts of the same but not identical found sheets (plate r11).
They were foremost in the development of what were later internationally dubbed
bookworks. Eventually, the Conceptual artists made the Artist’s Book their primary
object of creativity.

Significantly, the photographic books of Walker Evans, and particularly his
American Photographs (1938), became models for most sequential presentations of
diverse but linked photographic reproductions in book form (plate 116). Each pho-
tograph was placed on the right-hand page, as were full-page plates in most artists’
books; the facing left-hand page was blank except, possib]y, for the photograph’s
title. This austere composition defined the book as a kind of gallery in which
full attention was dictated by the picture, unencumbered by disturbances in its
surroundings, save for a polite, generally factual label. Without this prototype and
its subsequent dominance in the composition of books illustrated with photo-
graphs and reproductions of artworks, it is unlikely that the new style of Artist’s
Book would have been so quickly a dominant factor in artistic production. With
the Artist’s Book Twentysix Gasoline Stations (1963) by the California artist Ed-
ward Ruscha, in which all but one photograph faces a blank page, this style, which
was largely a new artistic attitude rather than a new book form, was established
(plate 117). The photographs taken by the artist of a series of buildings, identical in
function and similar in setting, were chosen for their identity rather than their set-
ting, form, or extended meaning. In a similar way, Ruscha treated other sets of
places and things in booklets without words.

Another American, Sol LeWitt, devised an art from simple sets of instruc-
tions, so that large walls could be covered with drawings executed by others simply
following his orders. He, too, was interested in sets, this time sets of lines of certain
lengths, colors, and directions. Like Ruscha, he produced photographic booklets
with sets of things, but his systematic examination of how the simplest form, a
straight line, could be manipulated into complexity by multiplication generated his
most notable books (plates 76-77).

The Artist’s Book of the genre covered above has already had a prolific his-
tory, noteworthy in its earliest years for the presence and influence of unconven-
tional events and materials produced by the international collaborative movement
known as Fluxus, initially led by George Maciunas. Beginning in 1963 the move-
ment’s adherents created numerous printed cards, broadsides, booklets, and a mis-

cellany of objects, often boxed together and issued as yearbooks, that comprised the
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neo-Dada substance of their enterprise. While they created a loose community that
was productive of new attitudes toward what could be called art as well as many of
the sorts of items that would fill it (some of the contributors were Dick Higgins,
Yoko Ono, Nam June Paik, Ben Vautier, Daniel Spoerri, and Wolf Vostell, who pro-
duced spaces or situations that imitated or were part of real life and incorporated
some printed items), books were not notable components. There was a great deal of
printing associated with Fluxus, but it was meant to be ephemeral and “at best tran-
sitional (a few years) & temporary until such time when fine art can be totally elim-
inated (or at least its institutional forms) and artists find other employment.”"’

When artists who had graphic-design training and experience or a literary
background became attracted to the book form, or when dealers became involved
with artists whose tendency was to produce such works, the appearance of artists’
books became more and more frequent. Letterpress or offset printers were available
everywhere to print small items if they did not require complex designs, and the
advent of desktop publishing via the computer blew open the doors of opportunity
to anyone who wanted to realize his or her ideas in ink on paper.

The same spirit of utter freedom from convention that motivated the
Fluxus artists was personified by Robert Rauschenberg, the uniquely uninhibited
American whose collages of found objects in the 1950s heralded the inception of
Pop art. He frequently included photographs torn from newspapers and magazines
on the flat parts of his canvases, and in 1962 began to make paintings onto which
these black-and-white news photographs were screenprinted. When he began to
make prints at Universal Limited Art Editions, he, like every other artist, was asked
by Tatyana Grosman to make a book. Having discovered the attraction of layering
image over image in printing, he designed an object consisting of five movable pan-
els of plexiglass, each of which had been covered with lithographs, placed into an
open framework that contained a sixth panel fixed on one end. This was the title
page for Shades (1964), and engraved on the frame was the publisher’s justification
and dedication to the artist’s son (plate 186). Except for the words Skhades and
Rauschenberg on the title panel, there is no text. Unlike the contemporary works of
Roth, Ruscha, and, later, LeWitt, Rauschenberg’s book depends on the accepted
form of a book for its context, and then offers an aspect of viewing it (changing the
order and directions of the “illustrations”) that destroys that form. From this work
of Rauschenberg’s there followed considerable interest in transforming the con-
ventional book into an object, usually by surrounding it, defacing it, or making it,
like Shades, into a sculpture.

The printing fervor that erupted in the 1970s and 1980s was inclusive
rather than exclusive. The Artist’s Book, easy to acquire and look at, was meant to
be inexpensive and unlimited. Special companies were established to sell and dis-
tribute them, many exhibitions took place in galleries, libraries, and museums,
which offered collectors and others the opportunity to see (though rarely to read)
the vast range of concepts, and the interest in making books spread exponentially.
At the same time, quite a few artists turned away from the organized, structural,

systematized, cerebral atmospheres of Conceptual and Minimal expressions and
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returned to expressive painting. One of these so-called Neo-Expressionists,
Anselm Kiefer, devoted a significant part of his creative time to producing books.
The basic materials of many of his mostly unique, large volumes are photographs
and woodcuts, all of which were manipulated through tearing, pasting, painting, or
covering with mud and sand. His Der Rhein is a massive book without words, and
the only one that he has produced in more than one copy (plate 162). Using the
same woodcuts to form passages in his canvases, Kiefer manipulated prints as he
would a brush with paint, first coating his woodblocks with uneven daubs of vis-
cous ink, then printing them by hand and without the fastidious care of the hired
professional printer. Finally, for his books, he pasted them onto paper boards, each
open set of pages containing one composition. In Der Rhein the procession of views
of the compelling river, passages energetically hacked into the wood and printed in
black on white paper, convey the mystery and power contained in its ceaseless flow.
The writer Peter Schjeldahl has described the book as “a work of visual art, with
affinities to music and film. It is about ‘bookness.” . . . It yields a theatrical experi-
ence having almost nothing in common with normal reading.”* Kiefer, with his
profound understanding of the power contained in the book form, has made
sequences of pages into revelations without words. To come upon the same prints
in a two-dimensional framework, presented in a single picture, is to have one
instant impression that might initiate many others should the viewer take the time.
A book demands both time and involvement, and each turn of the page is the begin-

ning of another impression.

SUBJECTS
Fables

SOME OF THE ENCHANTMENT OF BOOKsS comes from the variety of ways in
which the same subject is treated by different artists. It is possible to go back to the
earliest compilations of vellum manuscript sheets and find some themes or stories
that are revived century after century—into the present. The types of texts that
have captivated audiences for the longest time are those that have to do with the
mysteries of life. Into this category fall religious texts alongside others that,
through parable or observation, give similarly useful instruction in good behavior.
Purely religious subjects have not been among the most inspiring to modern artists.
They have, however, been used to clothe apprehensions about modern society’s
proclivity to doom. This manner of artistic commentary has long been succinetly
displayed in the many bestiaries, fables by Aesop, and natural histories in which
animals are endowed with the qualities and foibles of humans. In the last hundred
years, when the sciences have seemed to stifle fantasy, the desire to observe human
frailties in insects, birds. and beasts has not died.

At the end of the nineteenth century Jules Renard wrote his own version of
Histoire naturelle, the title of a notable eighteenth-century masterpiece by Georges-
Louis Leclerc, the comte de Buffon. One edition of Renard’s book has remained

equally notable for its incomparable lithographs of a variety of animals by Henri de
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FIGURE 18: Pablo Picasso. The Eagle. 1907.

Woodcut. Musée Picasso, Paris

Toulouse-Lautrec (plate 49). Typical of the text is Renard’s ode to pomposity in his
poem about a peacock: “Surely he must be getting married to-day. It ought to have
been yesterday. He was all dressed up and ready. Only the bride was missing. She
never came. . . . His marriage is put off til to-morrow. And, not knowing what to do
for the rest of the day, he moves toward the stairway. He climbs the steps with an
official tread, as if they were temple steps. He lifts his train, burdened with all the
eyes that have centered upon it. Then he goes through the whole ceremony
again.”” Toulouse-Lautrec’s frustrated peacock stands on a wall that rises above
the letters naming him, looking wistfully after a peahen. In every case, the drawing
gives character to the text before it is possible to read Renard’s wry vignettes. In
contrast, the verse in Apollinaire’s Le Bestiaire, dealing with a peacock, appears
below a woodcut of the proud bird: “When he spreads his tail, this bird Who drags
his plumage on the grass May grow in beauty But he also bares his ass.””

Le Bestiaire, ou cortége d’'Orphée was Apollinaire’s second contribution to
the development of twentieth-century illustrated books. The idea had emerged
around 1907 when Picasso cut two woodblocks, depicting an eagle (figure 18) and
a chicken. Once, Vollard had pressed his painters to work in other mediums, and
hoped to issue a woodcut album. This may have been the impetus for Picasso,
Derain, Matisse, and Maurice de Vlaminck to make their woodcuts, which date
around this year. In any case, it was Raoul Dutfy, rather than Picasso, who gave this
theme his best efforts. The entire title, Le Bestiaire, ou cortége d Orphée, incorpo-
rates the figure of Orpheus as an intermittent conductor, leading off, with appro-
priate verses, sections of Dufy’s full-page and extremely fanciful images of the
beasts, captioned by Apollinaire’s witty poems about them (plates 5o-51). At first
Apollinaire titled his work La Marchande des quatre saisons, ou le bestiaire mondain,
and half of his verses were published under this title in 1908. Dufy took the lead in
designing the book, which more than any other mimics block books of the fifteenth
century, thereby providing an emblematic context for Apollinaire’s homilies.

While there are no manuscripts that can be connected to Aesop, the fables
attributed to him may exist in a manuscript as early as the fourth century B.c. Cer-
tainly in the West, among the many fables known, Aesop’s seem to be the longest
lasting. Medieval Europe apparently relished the idea that animals might be given
specifically human traits, both virtues and vices. Aesop’s fables were first printed as
an ensemble in 193 woodcuts published in 1476—77 in Ulm. In the twentieth centu-
ry they have continued to be nearly as popular a subject as they were in earlier cen-
turies since the tales flexibly conformed to the humor and educational quirks of
each age. In Alexander Calder’s version of 1931, continuous wiry lines outline the
principals of each fable, playful as his wire circus sculptures, as they act out their
morality tales (plate 52). The paper upon which Calder’s drawings appear con-

tains nearly imperceptible delicate red and blue threads, forming a lively base for

- his lines and refreshing Sir Roger L’Estrange s 1692 version of the text.

An even shorter set of only twelve of Aesop’s fables was created by Anto-
nio Frasconi, the Uruguayan-born artist whose work in woodcut was a stimulant to

many artists seeking a voice in printmaking during the 1950s. Part of the impetus
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FIGURE 19: Francisco de Goya. Not (in this
case) Either (c. 1810—20), plate 36 from Los
desastres de la guerra by Francisco de Goya.
Madrid: Real Academia de Nobles Artes de San
Fernando, 1863. Etching, aquatint, engraving,
and drypoint. The Museum of Modern Art,

New York. Louis E. Stern Collection

shaping his work arose from his distress over social inequities: therefore, Frasconi’s
12 Fables of Aesop was given a particularly localized view, populated with typically
American farmers and their aphoristic barnyard beasts (plate §3). The transposi-
tion possibilities of Aesop’s tales lie, of course, in their enduring substance. The
bestiaries that evolved from these stories, whether treated as individual homilies
like Buffon’s and Apollinaire’s, or as narratives, like George Orwell’s Animal Farm
(1945), continue to capture the interest of a populace unimpressed by moralistic
tales but still capable of projecting its own vision and sense of values into such sto-

ries about animals.

Con ﬂ icts

IN THIS CENTURY MANY ARTISTS HAVE FOUND themselves committed to
political and social causes. Using their imagery to arouse interest in a situation,
there is no doubt that they understand their power. War, a frequent occurrence in
modern times, is a subject that has not been avoided by modern artists. The
Dadaists and proponents of Newe Sachlichkeir (New Objectivity) in Germany
wanted its atrocities to be broadcast for the purpose of making those who could
not imagine such horrors unwilling to repeat them. Not yet completely distanced
from this sort of reality by newsreels containing the specters and sounds of war,
postwar audiences were presented with portfolios of images emphasizing the
immoral and unspeakable. While Francisco de Goya, a century earlier, was unable
to have his etchings dedicated to the disasters of war (Los desastres de la guerra)
printed during his lifetime, they existed in printed form since 1863 and were
inevitably used as examples emphasizing the gruesome and repulsive (figure 19),
which formed a basis of the satiric tone of the works of German artists Otto Dix

(particularly in his album of etchings without text, titled Der Krieg, of 1924) and
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FIGURE 20: Georges Rouault. Have Mercy upon
Me, Ok God, According to Thy Loving Kindness

(1923), plate 1 from Miserere by Georges

Rouault. Paris: Edition de 1'Etoile Filante, 1948.

Aquatint over photogravure. The Museum of
Modern Art, New York. Louis E. Stern
Collection

FIGURE 21: Georges Rouault. They Have
Ruined Even the Ruins (1926), plate 34 from
Miserere by Georges Rouault. Paris: Edition de
I’Etoile Filante, 1948. Aquatint over photo-
gravure. The Museum of Modern Art, New

York. Louis E, Stern Collection

George Grosz in his several series of drawings compiled into albums and books.

Another album, this one by Georges Rouault, consisting of fifty-eight
black-and-white aquatints, Miserere, had been planned as Miserere et guerre, and one
discarded aquatint contains that title. Many more sets of prints for this extraordi-
nary project (including some to be in color) were made between the end of World
War I and the death of Vollard in 1939. Two prints included in the version published
by Rouault in 1948, one with the word Miserere and the other with Guerre, were evi-
dently meant to be half titles (figures 20 and 21). Images of the Passion of Christ
are intermixed with others that refer to the participants and conditions of World
War I. The large images on paper over two feet on one side, developed by the artist
into prints from paintings he made for this purpose, evolved into awesome power.
Rouault’s intensely religious motivation, which imbued all his works, from por-
traits to landscapes, from mourning madonnas to Veronica’s veil, endowed them
with a presence that would seem entirely outside that of the modern were it not for
the satirical vein in his work. The titles he gave his Muserere plates, for example,
“Who Does Not Paint Himself a Face?” (a self-portrait) and “The Nobler the
Heart, the Less Stiff the Collar” (a soldier), have the poetry and power of Goya’s
Los desastres de la guerra and transcend the German inclination to emphasize the
gory details of reality (plates 56—57).

Rouault’s Miserere is rooted in the history of the artist’s book because of
its overlay of literary commentary through captions. Despite its unwieldy size, its
single-plate imagery illustrates the artist’s chosen theme by reaffirming the sacred
in the midst of the profane. Coincidental with Rouault’s early thoughts about cre-
ating a group of works about the tragedy of war and suffering, Natalie Gontcharo-
va in Russia produced an album of lithographs titled Fojna (War) in 1914. The war

and the revolutionary inclinations in Russia were synthesized in the writing of

Kruchenykh and the artistic compositions of his wife, Olga Rozanova, in their book




titled Porna of 1916 (plates 54—55). Her nine woodcuts, as well as a title-page collage
and one page on which woodcuts and colored paper are arranged and pasted togeth-
er, depict scenes of fighting, allegorical figures, and, in the combined collage, an exe-
cution, a falling figure, an airplane, and daggers of bright color, all in a conflicting
dynamism. The transition from Cubism to Constructivism and Suprematism takes
a significant step in this book, which, nevertheless, retains a considerable amount of
recognizable figuration. As with the work of Kandinsky, the /ubok, or folk-art print,
is an essential part of Russian illustration, so while the direction of Rozanova’s work
in Fojna was toward the abstract, with its use of excited aerial forms, the unsophis-
ticated “roots” of the Russian peasant were not yet ready to be discarded.

Literature about the war to end all wars was profuse, and artists provided
sketches that gave added dimension to the expanding lore of survival. Segonzac
provided his first illustrations to what was considered the foremost French literary
work based on World War I, Roland Dorgeleés’s Les Croix de bois of 1921 (plate §8),
issued two years after the first edition was runner-up to Marcel Proust’s 4 /a
recherche du temps perdu for France’s most prestigious prize for literature. Dorgelés,
who was the popular choice for the Prix Goncourt, was understandably bitter, writ-
ing that this monstrous farce had to come to something, so that by having his text
illustrated by Segonzac, he “united my name with that of the greatest witness of our
war.”? Segonzac had been in the trenches, and his experiences put down in the
sketchiness of drypoints more than adequately convey the transitory nature of such
a life, from the boredom of waiting to the terror of attack. At the same time, Segon-
zac’s unemotional work echoes the sangfroid of the French, who, in the aftermath
of winning a war, went on to a decade of careless frivolity. Segonzac’s drypoints
subsequently embellished lighter subjects, such as Bubu de Montparnasse and
Tableau de la boxe.

The war in Spain in the 1930s cast its shadow over the politically concerned
in both Europe and America. Idealists in many areas of the arts were involved direct-
ly in fighting for or in helping the Republican cause. Two sets of prints directly con-
cerned this crisis: the first was Picasso’s pair of etched “comic strips,” Dream and Lie
of Franco (1937), which he published in a very large edition to aid the anti-Fascist
cause (plates 60-61). His unsavory depiction of Franco is more dreadful in its con-
frontation with the beauteous face personifying the trampled people of Spain. Alle-
gory is an important device for making a strongly felt opinion even stronger, in that
it allows the imagination of the viewer or reader to come to even further conclusions
about what is implied or meant. Picasso was the master of this, particularly when he
directed his raucous wit against serious enemies.

The second work made to aid Spain consisted of two small portfolios of
prints and was the product of a group of sympathetic artists, grouped together by
Stanley William Hayter. The first portfolio was Solidarité by Paul Eluard (1938);
Fraternity by Stephen Spender (1939) was the second (plate 59). In the latter, a
French translation by Louis Aragon was appended; besides Hayter’s contribution,
there were engravings by a group of artists living in England and Paris, including
John Buckland-Wright, Dalla Husband, Vasily Kandinsky, and Joan Mir6. All the
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prints were made in Hayter’s Atelier 17 in Paris, shortly before World War I1 forced
him to move to New York, where he relocated his workshop. Diverse in style,
although Surrealism pervaded most of the black-and-white prints, Fraternity was
one of a myriad of group publications whose purpose was the raising of money for
a cause. Spender’s poem was stirring; the prints were somewhat relevant and, for
the most part, good examples of their makers’ work. At the close of the 1930s, Fra-
ternity signaled the end of an era. Its publisher established his workshop in New
York in 1940: drawing both French refugees and American painters together, it
became a catalyst for the relocation of the center of art from Paris to New York in
the second half of this century.

At the halfway point in the century covered here, all creative life in Europe
was interrupted by war. The catastrophic rifts in the social fabric caused by World
War I and the Russian Revolution were minor in comparison with those of the next
world war. There were economic and social upheavals after the Great War, and the
response of artists to the horrors of war was at first the belligerence of anger and
subsequently a retreat into the subconscious. The realization that mankind could
destroy itself, which accompanied the end of World War 11, was previously incon-
ceivable; one reaction in art was that many artists sought in ancient sources and
pure abstraction the consolations of the inner spirit.

[t was therefore not surprising to find religious images in Jacques Villon’s
color etchings for André Frénaud’s Poémes de Brandebourg of 1947 (plate 62). The
series of color etchings of the Magi relate to two poems in Frénaud’s anthology of
works created just before and during the Nazi occupation. In retelling the tale of the
Three Kings, Frénaud wrote that they arrived too late, the Massacre of the Inno-
cents had begun. Yet by following the star they continued to hope that the Savior
of mankind existed, as those prisoners of the Germans to whom Frénaud dedicated
his poems must have done.

In allegory or in Picasso’s medieval brackets and flourishes in blood red that
surround Pierre Reverdy’s late poem, Le Chant des morts (1948), the subject was not
too difficult to comprehend, even though Picasso’s work was stringently nonfigura-
tive (plate 63). During the 1940s he used similar markings to form the structures of
nearly abstract paintings, such as The Kitchen (1948), in the collection of The Muse-
um of Modern Art, and to accentuate straight and angular passages in his figurative
paintings. These two books do not comment on war as those after World War I did.
Ass a subject, war had become too horrible. The many publications associated with
the Vietnam and Algerian wars and the student revolution were rarely more than
posters and broadsides, and there seemed to be no sustained memory of these events
that inspired afterward or that begged for an artist’s viewpoint.

The word war became “mediaized”; society turned to making “war” on
those things that did it harm, such as crime and drugs. In this context, the docu-
mentary approach of Phillip Greer's Flash—November 22, 1963 (1968), with screen-
prints by Andy Warhol, makes this situation entirely vivid (plate 194). The images,
taken from the television broadcast of the assassination of President John F.

Kennedy and transformed by the artist by color changes and emphasis on the poor




definition of the video medium, are combined with text that appears like the teletype
report of the events. Communications theoretician Marshall McLuhan identified
the television image as cool, that is, not involving viewers’ imaginations su ficient-
ly to heat them up. Warhol’s mastery of cool imagery made of Flash the definitive
book of the horrible event dissembled.

The advent in the 1970s of Neo-Expressionist facture and imagery rein-
troduced the subjects, mainly disguised or allegorized, of universal disaster. After
almost fifty years, the diffusion of memories of the Holocaust of the 1940s and the
continued questioning of its reality found the imagery of recollection in examples
of the Artist’s Book by Christian Boltanski and Annette Lemieux. Stories that par-
alleled the most wrenching upheavals of peoples’ lives, beginning with the Revela-
tion of Saint John—The Apocalypse—were inevitable vehicles for this approach.
At the moment of some of the heaviest Nazi bombing raids in 1941 and the opening
of the Eastern Front, while he was in precarious exile in the Netherlands, Max
Beckmann received a commission to make transfer drawings for lithographs to
accompany this text (incredibly, published in Nazi Germany in 1943). Arching over
the details of the saint’s vision of the destruction and redemption of mankind is
Beckmann’s own iconography, interpretive, yet in his unique language (plate 66).
A work completed during the incertitudes of survival in a war is infinitely different
from one created in peace. Forty years later, Jim Dine’s The Apocalypse, The Rev-
elation of Saint John the Divine (1982) converted the images of skulls, hands, hors-
es, and other motifs that make up the traditional illustrations of the text into jagged
woodcuts (plate 67). Created not in the brash rebelliousness of the 1960s but in the
burgeoning moral dilemma of the 1980s, Dine’s imagery has been dramatically
augmented as he has capitalized on the unlimited capacity of the Apocalypse to be

relevant in times of disquiet and skepticism.

Classical and Other Tales

I¥ THE APOCALYPSE 1S AN ETERNAL VEHICLE for the ultimate journey of the soul,
other classic literature has been extremely useful in giving the artist respite from too
many forays into the unknown. A few instances will suffice, beyond what has
already been stated, about the propensity of publishers to pair artists with uncon-
troversial texts, to demonstrate the degrees to which such writings can support
artistic interpretation in the twentieth century. Understandably, the revival of inter-
est in ancient Greece that accompanied Sir Arthur John Evans’s excavations and
discoveries in Crete set the stage for Braque’s nearly interminable work (begun in
1932; published in 1955) on Théogonie, by the Greek poet Hesiod. The seventeen
etchings that he first made of that number of gods were left in the printer’s shop
when their ever hopeful publisher, Vollard, died in 1939. At the time that Braque
made the etchings he was creating sculptures in the same archaic Greek style. Far
removed from his Cubist period, Braque used an endless, looping line to define his
Athenas and Gaias, surrounding their light figures with a framework of sketches,
doodles, and other fantasies, known as remarques (figure 22). These were to be dis-

pensed with when the plates were finally placed within the context of a book in the
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FIGURE 22: Georges Brague. Plate 15 from

Théogonie by Hesiod. 1932. Etching, with re-
marques. Vallier 20, O. The Museum of Modern
Art, New York. Louis E. Stern Collection
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1950s (plate 40). At that point, Braque had to return to the same subjects to complete
the book, providing in the same mode a frontispiece and cover. His reverting to this
older style after twenty years had inevitable repercussions in his concurrent choice
of subjects and their execution in both painting and prints.

Unlike Braque, who literally went through two classic periods, Matisse’s
association with the ancient past was through the conduits of James Joyce and Henry
de Montherlant. When he was asked by the Limited Editions Club in 1934 to illus-
trate a new edition of Joyce’s Ulysses (a text that had been banned in America from
1920 t0 1933), he prepared a series of drawings and soft-ground etchings that most
have agreed were based on Homer’s work, not Joyce's. Each print is essentially lin-
ear, with soft shading along each contour, and the compositions are tightly fitted into
rectangular borders, very similar to Picasso’s compositions for Les Métamorphoses,
by the Roman poet Ovid, published three years earlier (plate 39). Their effect of
slight relief, however, is a new departure for this type of figurative representation,
which the artist usually rendered in simple lines, emphasizing flatness. In another

book dedicated to a story from antiquity, this time de Montherlant’s retelling of the

FIGURE 23: Henri Matisse. Maquette for i . . . i s = G ! A0
Pasiphaé, chant de Minas (Les Crétois) by Henry tale of Pasiphaé, Pasiphaé, chant de Minos (Les Crétois) of 1944, Matisse definitely

de Montherlant. 1944. Letters and designs in had an interest in the text (figure 23; plate 42). From the time that he took up the first
pencil on the 1938 edition of the text, published edition of the book and sketched into it images for those passages he found most

by Grasset, Paris. Bibliothéque Nationale de ; i Y . ; : - ) - ;
; : : N inspiring to the long task of cutting linoleum blocks for both the full-page prints as
France, Département des Livres Imprimés 5 : ? =

well as for the initials and borders that would decorate the pages of text, he dedicat-
ed himself to a broadening visual vocabulary. To the female heads, nudes, and
foliage of which he was the master, were added Minoan bulls and other Cretan
figures appropriate to the tale. In all, Matisse prepared 121 linoleum cuts for the
black-and-white plates and ornaments, and well over 150 initials and borders that
were to be printed in red. About half of these cuts were used, but the discarded
blocks were printed posthumously and have provided considerable insight into
Matisse’s method of realizing his ideal form—not spontaneously, but with inex-
haustible dedication. Pasiphaé, the queen of Minos who gave birth to the Minotaur
after her encounter with a god in the form of a bull, as retold in theatrical form by a
modern French author, immediately stimulated Matisse, and he never replaced the
images that he had originally sketched with others.

Four years after Matisse’s Pasiphaé, Marc Chagall’s first color lithographs
appeared in Four Tales from the Arabian Nights (1948), in the unexpurgated version
of the stories as told by Sir Richard Francis Burton in 1885-88. In fact, only a few
lines of each story were used to introduce Chagall’s illustrations (plates 47-48). For
an artist who had already etched a considerable number of plates for the Bible as
well as for classics by Nikolai Gogol and Jean de La Fontaine, the challenge of
another famous text was merely one of imagining an ideal context. That Chagall
chose to find a way to make his illustrations have the appearance of a magic chest
of jewels from which the clever Scheherazade fabricated her bewitching tales was
a major decision in his career as a graphic artist. Since the late nineteenth century
there had not been much interest in color lithography, and only Léger and Dufy in

France and Emil Nolde in Germany had produced interesting work in the medium.
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With the stimulus of a colorful subject and the availability of a printer who would
translate his gouaches into color prints, Chagall was prepared to pursue the adorn-
ment of yet another old-fashioned text. Chagall’s additions to Albert Carman’s
color separations provided accents that reinstated his authority over the final state
of the lithographs. Chagall’s Four Tales from the Arabian Nights, Derain’s gallant
attack on Rabelais’s Pantagruel, and Matisse’s /a7y were three formidable examples
of how the now traditional artist’s book could be refreshed.

While classical subjects have remained stimuli for illustration, they have
joined a field of prodigious diversity that characterizes the subject matter of recent
artists’ books. Once the French style of the /ivre d artiste was assimilated by Amer-
ican publishers, tried-and-true texts were often suggested by them to American
artists. Robert Motherwell, whose two artist’s books with texts by contemporary
writers were made with his print publishers, created as his last book, in 1988, James
Joyce’s Ulysses, commissioned by Arion Press in California. Arion was also to pub-
lish Poems by William Butler Yeats, the only book illustrated by the California
painter Richard Diebenkorn, issued in 1990, and other, even older, texts embel-
lished by artists such as Shusaku Arakawa and John Baldessari. In many more
instances, however, publishers have brought writers and artists together, either to
collaborate directly, as O’Hara and Rivers, or Alain Robbe-Grillet and Robert
Rauschenberg, did or to mutually agree on a previously written text, as Samuel
Beckett and Jasper Johns did. In most cases, artists chose the text if the publisher
wanted to work with them, and those texts were most likely to be pertinent to the
artist’s work, as was Rafael Alberti’s ode to color, A /a pintura, to Motherwell in
1972, or the philosopher Ludwig Wittgenstein’s On Certainty/Uber Gewisshert,
about “counting alternatives,” to Mel Bochner in 1991 (plates 31 and 160).

The audacity of artists to conceive of illustrating the works of philosophers
is only a part of the diversification of subject matter in recent artists’ books. The
Conceptual artists were theoreticians and the Minimal artists were process-oriented,
both attributes of the philosopher. Abstract imagery was equally disposed to
abstract thought, so the Spanish abstract sculptor Eduardo Chillida parried Martin
Heidegger's treatise Die Kunst und der Raum/L’Art et l'espace of 1969 (plate 150);
one member of the German Gruppe Zero, Giinther Uecker, nailed down a variety
of theoretical texts on light in Fom Licht of 1973 (plate 149); and in the field of lin-
guistics, the Italian painter Enrico Baj tilted with Raymond Queneau’s Meccano, ou
['analyse matricielle du langage of 1966 (plate 185), as adeptly as Bochner did with
Wittgenstein. It might be surmised that Uecker and Baj, by using actual implements
like nails and gears to create the embossed and printed imagery, applied a “nuts and

bolts” commentary to the texts.

MAKING BOOKS

THE APPEARANCE OF ARTISTS BOOKS depends upon the level of indepen-
dence and control of each participant. As has already been noted, Ambroise Vol-

lard’s books took on a familiar look over time. They were always comparatively
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large in format, particularly those prepared in the 1920s, and wide margins sur-
rounded both text and plates. Vollard and his sometime editor, Maurice Heine (an
expert on the marquis de Sade), supervised the preparation of each element,
undoubtedly making arrangements with each party. Artists usually made their
prints as single plates that could be slipped between folios. In that way, they did not
have to be involved in the layout of each page. Early on, artists were asked to pre-
pare drawings, as well, for insertion at the beginning and end of chapters. These
could be reduced or enlarged when they were made into wood engravings, depend-
ing upon the space available. Preparation of these blocks, which were type-high
and would be set up with the type for printing, was given to the superb artisan
Georges Aubert. Certain typefaces and papers were preferred by Vollard, and the
paper wrappers of most books were not elaborately decorated, specifically because
collectors of expensive volumes preferred to have their books bound in leather by
a fine French binder. Often the book was acquired because it offered an occasion to
commission a binding to be added to a library of bindings. The interior of the book
was meant to inspire the binder, and the collector’s concern was that the result
would be distinctive. The publications of Skira followed this tradition, and it is
extremely unusual to find a French artist’s book issued with a decorated cover or
binding until after World War II.

Artists were given more control over the appearance of smaller books, such
as Daniel-Henry Kahnweiler’s early publications. As Apollinaire’s L Enchanteur
pourrissant was the first, it was designed to have vellum covers, similar to those
ancient books admired by the writer. Longer texts, like Max Jacob’s three volumes
of the mysterious adventures of Victor Matorel, were simply designed to resemble
current popular novels, and in two of them Picasso’s Cubist etchings were single
plates inserted, by means of tabs, into the texts. They were sewn together between
plain, typographical paper covers. The seemingly casual manner of designing
books with no overall form that was recognizably the publisher’s was actually
Kahnweiler’s way of encouraging artists to make books. Although in 1921 five of
the six thin books he published were identical in size, several of them and a few
later books, for example, Henri Laurens’s book Les Pélican and others by Fernand
Léger, Juan Gris, and André Masson, had prints on their covers relating to those
inside. The diversity of shape, size, paper, and typography resulted from Kahn-
weiler’s own taste and priorities (Kahnweiler used only four printers for the
twenty-eight books he published between 1911 and 1939), but undoubtedly re-
flected the involvement of the artist in the overall design. It was not unusual to
have images on covers of pamphlets and thin books (as defined in the trade. a book
has at least forty-eight pages), since they were not considered valuable invest-
ments that might require full leather bindings.

How much input each artist had in these and later books is difficult to ascer-
tain when the artist is not known for graphic design as well. In La Prose du Trans-
stbérien et de la petite Jehanne de France (1913), given its colorful setting on a vertical
foldout format by Sonia Delaunay-Terk, there can be no doubt that the artist who

had designed bookbindings and other decorative objects, as well as the concerned




author Blaise Cendrars, were responsible for its appearance (plates 118-119). They
called it the first simultaneous book, that is, an object unified by the simultaneity of
opposites coming together. Cendrars organized the printing, with his poem reading
down one side in a variety of types and Delaunay-Terk’s colored arcs and blocks on
the other, printed in pochoir (stencil), extending into and linking the verses. A map
of the route of the Trans-Siberian Railway heads the right half of the sheet, and the
title page information heads the left, so that when the entire folding sheet is closed,
it appears on the top. Cendrars’s longtime Polish girlfriend provided the money for
printing 150 copies (fewer seem to have been completed) and Editions des Hommes
Nouveaux is given as the publisher, a suitable name for a “poet-typographer and a
typographer-artist.”*

Cendrars was the author of another text that reflected his and many artists’
romance with film. Za Fin du monde, filmée par I'ange N.D., which he produced with
Fernand Léger in 1919 (plates 120-121), was a somewhat different enterprise from
his work with Delaunay-Terk. Instead of a simultaneous creation of type and
image, Léger embraced Cendrars’s words, attempting through the Cubist idiom to
simulate the filmic procession of moving forms. The pictorial matter is made from
line-block reproductions of drawings made by Léger to fit into the text and color-
ful abstract images printed, like Delaunay-Terk’s, by pochoir. Interspersed through-
out the text, set in a decorative type similar to that used for titles in silent films, are
the bright pochoirs consisting of letters or geometric forms printed without black,
contrasting with the predominantly black-and-white images on the text pages.

Malerei, Photographie, Film (1925) by Laszl6 Moholy-Nagy, one of the
books produced by the Bauhaus, is another example in which image and design are
controlled by the image-maker (figure 24; plate 72). He has chosen the order of his

pictures, in this case photographs, as well as created a unique setting for his text and

FIGURE 24: Laszlo Moholy-Nagy. Malerer,

Phatographie, Film by Laszld Moholy-Nagy.
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another selection of images. More possible when the artist is the author, and when
the subject is discourse, books such as this one may conjoin references, diagrams,
and other instructive facts and directions. In the section on film Moholy-Nagy
designed narrow columns outlined in black for the text and photographs, in imita-
tion of strips of film. The section on photography consists mainly of his own images
on facing pages. Besides its appearance as an album of works in the medium, the
section conveys— through the images and their juxtaposition—ideas about varjous
aesthetic problems. For instance, the structure of movement can be examined in
paired photographs of a phonograph record and a time-lapse night scene in which
the movement of headlights is recorded. The typography, which is so much a part
of the personality of Moholy-Nagy’s book, was completely changed for the second
edition, which was issued by another publisher.

When it is impossible to observe in the actual publication the variety of
problems encountered in the process of its creation or the frequently unexpected
means by which they were solved, it is occasionally possible to uncover them in
memoirs, letters, and recorded conversations. There are letters between Matisse
and Tériade or his assistant, Angele Lamotte, that clearly record the determined
attempts to translate Matisse’s collages for_/azz into the printed form for which they
were constructed. Tériade enthusiastically relayed to the artist the positive virtues
of a printing method that replaced the imperfect four-color process, one that could
be adapted to print solid, individual colors. But the method—stereotypes, or line
blocks—unfortunately was not able to produce the brilliance of tone that made the
collages so dazzling and seductive. Through trial and error, it was finally decided
to create the prints with brush and stencil, using the same gouache colors as those
painted on the papers from which the collages were made. The artist contributed in
every sense to the format of the book, from his insistence on the perfection of the
color and the appearance of his initials on the cover to the arabesques in his hand-
written text. Matisse s attention to his books has been well documented, by others
and by himself, in his article, “How I Made My Books,” in 1946.”

Fotrades/Fizzles (1976) by Samuel Beckett was Jasper Johns’s first attempt
at matching his images with a text in a book (plates 173-174). His work in prints has
been known for its inventiveness as well as its important place in the artist’s oeuvre.
When Johns first began to make prints at Universal Limited Art Editions in 1960,
Tatyana Grosman asked him to create a book. As with Stones, there were no restric-
tions on format, and Johns’s project, a series of ten lithographs sequentially dis-
playing the numbers zero to nine and housed in a wood box with a single-page
introduction by art historian Robert Rosenblum was his response. That set of
prints, titled 0—9 (1963), extended the set of paintings and drawings devoted to
stenciled number forms that the artist had begun in the 1950s.

Another of Johns’s projects at U.L.A.E. was to be a set of lithographs incor-
porating some existing poetry of Frank O’Hara. Two compositions were cr:mp]t‘l-
ed before the poet’s tragic death in 1966. When Johns responded to Vera Russell’s

idea for a book to be published by Petersburg Press, the artist was in the process of

completing sets of lithographs based on an imposing four-panel painting (Unuitled




1972) at Gemini G.E.L. in Los Angeles. The content of the four panels, a com-
pendium of motifs, some new, like the sets of hatchings in the first panel, and others
already employed in previous paintings, was treated in a number of ingenious ways
in the prints. In 1975, when Johns had completed the second set of prints after
Untitled 1972, he began to work on his book. Samuel Beckett had been asked for a new
text, but finally offered an unpublished story. Johns’s reaction to the text, printed in
both French and English, was to organize elements from Untitled 7972 in the form
of etchings dispersed throughout the book, adding five etchings of his stencil-style
numbers to define the sections of the book. The fourth panel of Untitled 1972 includ-
ed casts of body parts, and each of these objects is translated into one or more full-
page print, which, at the outset of the designing of the book, was to have had a streak
of ink extending from it across the text page to its right. Five double-page prints,
usually following plates of the individual body parts, would have acted as connec-
tors for these streaked pages had they not been abandoned for technical reasons.
Because it does not relate formally to Unzitled 1972, one of the double-page prints,
which lists the names of the body parts as well as the things like socks and floor
appended to them in both languages, is particularly noteworthy. Itis a list that could
be mistaken for a table of contents of the visual elements in the book were it not for
the recombining of the words, forward and backward, which enmeshes the words in
their own forms and makes them nearly illegible.

A page of sketches reveals the artist’s involvement in the shape of the book,
working out the accordion folds and corresponding position of endpapers that give
the book its oriental form (figure 25). The only color in the book appears in the
endpapers, which are etchings of hatchings printed in secondary colors and anoth-
er pattern that repeats the motifs of the second and third panels of Unttled 1972,
popularly called flagstones for recognition purposes, printed in red, black, and
cream. A linen box housing the paper-covered book is lined in a color lithograph
of hatchings. Inserted at the side of the box is a purple silk tape ending in a tassel
meant to facilitate removal of the book, its appearance reaffirming the oriental for-
mat. In the hands of the Parisian master printer Aldo Crommelynck, Johns’s etch-
ings facing or sharing space with texts have acquired a deft quality of carrying ona
dialogue with the surrounding typography. The parts of the book entrusted to
typographer (Fequet et Baudier, Paris) and binder (Rudolf Rieser, Cologne)
benefited from the supervision of Russell, the editor of the publication and the muse
behind the entire project.

Naming the professionals and their contributions to a book on the page
known as the colophon (the last words in a book), which also might contain infor-
mation regarding the size and makeup of the edition, is a long tradition of book
printing. Supporting the printers and binders whose names appear are always many

more whose names never get published, though occasionally they succeed their

supervisors or found their own firms. Authors rarely have business with most of

these people, unless the printer is both editor of the text and publisher. In many
cases, artists who actively have entered into the planning and realization of books

for which they have provided both images and design, often have known, relied
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FIGURE 25: |asper Johns. Sheet of sketches for

Foirades /Fizzles (detail). c. 1975. Pencil with

pen and brush and ink. Collection the artist




FIGURE 26 Aristide Maillol. Sketches,
including publisher’s vignette, for final page

of The Eclogues by Virgil. ¢. 1912-25. Pencil.
Bequest of Philip Hofer, Department of Printing
& Graphic Arts, Houghton Library, Harvard

University

upon, and respected these book artisans. When Apollinaire referred to an Aldine
book as a model that he felt he and Derain had profitably followed, he was sub-
mitting for examination a standard of quality in presenting words and images on a
page that the Aldine Hypnerotomachia Poliftli historically represented. Manutius
was the first to put an identifying device or logo in his books, thereby not only tak-
ing responsibility for his product but also distinguishing it from other, perhaps
inferior or imitative, publications. Before prints were hand-signed, artists fre-
quently presented their initials in a framework or calligraphic style that was easily
identified. There have been few modern publishers who have had pictorial devices
(Derain’s device for Kahnweiler and Maillol’s for Cranach Presse are exceptional;
figure 26) but most have had distinctive typographical styles for their names. These
styles are often the creations of graphic and type designers, and their use of a speci-
fic type not only reflects the preferences of the publishers but also their own. Part
of the reason for this is that typographers and printers who set type for luxurious
books specialize in certain typefaces or fonts. The heavy black of Rouault’s books,
for example, was printed from Plantin type, which Henri Jourde’s printing firm,
Aux Deux Ours, had available. Jourde’s type had to balance the weight of the pre-
dominantly black wood engravings that appeared in Rouault’s and Redon’s books
for Vollard. While the decision to use one type or another is made by designers who
answer to the publisher (and possibly the artist), it is improbable that the refined
Garamond italics that were used in Bonnard’s Parallélement and Segonzac’s Les
Géorgigues would be found in Jourde’s (while the Imprimerie Nationale, to which
Vollard returned many times after his contretemps regarding Parallélement, was a
major repository of fine, classical types of this sort). After each war there were
crises regarding type due to the lack of metal, and the persistence with which pri-
vate presses had new typefaces designed became less and less relevant in an age
when hand-typesetting soon became an archaic practice. The publishers of artists’
books of the French variety, however, continued to use the distinguished old types
and occasionally turned to some of the newer, usually rather eccentric fonts. Books
such as those of the Russian avant-garde and the Conceptual artists were produced
with the least amount of interest in refined typography, with handwritten or type-
written mimeographed pages, rubber-stamped letters and words, or any of the
many sorts of photo-offset processes available commercially. In the face of the pro-
liferation of electronic and computer-generated printed material, it is not difficult
to appreciate the devotion some of the contemporary printer-publishers have to
type and letterpress.

The type layout gives a book its continuity of character, and the title page
ordinarily announces the style it will follow. A publishing house s established style,
however, is frequently used to identify its imprint or a series of titles, so that its stan-
dard title page design might not seem appropriate to the subject and artistic content
of a book. For instance, once Derain’s design for Kahnweiler’s vignette was given a
place on the title pages of his publications, all subsequent title pages had to incorpo-
rate it, thereby somewhat limiting the designer in choices of surrounding type. Title

pages occasionally become the territory of the artist involved in the book, who
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might design a vignette to appear below the title. The past century was not a fertile
one for the kind of highly decorated title page that made the opening of a new book
a miraculous experience in earlier times. William Morris’s revivalism necessitated
ornate title pages, while Aubrey Beardsley’s aestheticism was previewed on the sen-
suous illustration that bordered the title of his Salome, a Tragedy in One Act. Few
artists, however, felt that the title page itself was their province, preferring their
images as frontispieces, standing opposite the type-filled title. When artists did
become involved in the design of their books, the resulting nonimage elements were
striking, as in Oskar Kokoschka’s Die traumenden Knaben, El Lissitzky’s About Two
Sguares, and FrantiSek Kupka’s Quatre histoires de blanc et noir (plate 68).

Beyond the title page of those books containing individual prints, the
artists of several books also produced smaller designs, often decorative elements in
a style and medium coherent with the larger prints. Vignettes (head- or tailpieces
that introduced or closed sections of the text), running borders at the tops and/or
bottoms of successive pages, and initials at the beginning of sections or stanzas,
were occasionally artists” contributions to the design of their books. In Henry van
de Velde's Also sprach Zarathustra, where the design of title page and text is entire-
ly his creation, the type style, initials, and decorative inserts within the lines of type
join together to present the words in such an elegant manner as to influence the
understanding of their meaning (plate 34). Matisse’s use, in his Pasiphaé, chant de
Minos (Les Crétois), of red initials and bands, each of which he cut specially to bal-
ance the black type and white-on-black full-page prints, was partly to emulate the
illuminated initials in medieval manuscripts and early printed books, but also to
enliven the pages. His relentless recutting of these elements and his instructions as
to how the bands should be printed and in what red so as not to disturb the harmo-
ny of the black-and-white pages are documented in the several maquettes of this
beautiful book. Braque, too, made etched initials and repeated mid-line designs for
his Milarepa as integral parts of the pages that faced single-page plates of birds
(plate 46). Like van de Velde’s devices, Braque s interruptions of the rounded Della
Robbia type stressed his interpretation of the text. Again, balance between the dec-
orative elements, type, and images was achieved by the artist’s sophisticated sense
of composition. Another way artists have improved the typographical substance of
their pages is by creating a continuous pattern or image that associates a part of the
text, a chapter, for instance, with the artistic concept. In Francesco Clemente’s 7#e
Departure of the Argonaut a set of formal representations of signal flags of the sort
used on ships lines up in the side margins of every other page in the chapter devot-
ed to the author’s first view of the harbor of Taranto and the troop ship that would
take him to battle (the flags spell Savinio). In another instance, Clemente has drawn
knots, which fall in the marginal space between facing pages (the gutter), different
for each opening, and which establish an additional running theme within the text.

The printers of imagery, the lithographers and etchers in particular, have
been fundamental to the retention of old methods, but in many ways this has been
considered by the artists whose work they enable as both a blessing and a challenge.

Auguste Clot, Fernand Mourlot, and Roger Lacouriére, all Parisian printers of the
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famous images of Redon, Matisse, Chagall, and Picasso, among many, were part of
a tradition that continues, not only in France but all over Europe, in America, and
even in Japan and Israel. The earliest books to contain both prints and type (the first
was Der Edelstein by Ulrich Boner, printed in 1461) combined the arts of type and
block making. Although different artisans prepared them, they were both relief
mediums that could be printed together. Once the medium used for the image could
not be printed by the same means as type, a different technique of printing on a dif-
ferent press was required. This separation became more complicated when the tech-
nique that prepared the matrix required one skill and the printing of it another. At
various times in the history of printmaking, the artist-creator of the image prepared
the matrix alone (a common practice in the current century), that is, drawing the
lithograph on stones or plates, engraving and etching copper plates, and so on. Still,
the specialists in the printing of these mediums often worked closely with prepara-
tors of lithographs and etchings, to the extent that they transferred the artists’
images to lithographic stones or used the various etching techniques to create lines
and tones that the artists wanted. They also went beyond this assisting role, creat-
ing separate stones and plates for colors (when the artist was technically unskilled
or unwilling), and even producing entire images on stones or plates, following the
artists’ drawn plans.

In the preparation of books, many occasions present themselves for the
skilled printmaker to edit if not create the artist’s work, usually because of changes
in format during the process of making such a complicated object. Also, since the
nineteenth century, photographic techniques have made it possible to produce
printing matrices that merely reproduce images. These techniques are reliable tools
for artists and artisans to use in making screenprints, for example, ones that include
photographs (such as those by Warhol), or in initiating a composition that would
be worked on further by hand (such as those by Rouault). Part of so many painters’
fascination with printmaking in the past thirty years has come from the seemingly
endless possibilities of combining late twentieth-century technology with tradi-
tional techniques. And this is only in the area of hand printing, where at least one
pair of hands is needed to ink the matrix, a few others to prepare the press and
paper, and another to actually print. Books that artists design but that do not
include hand printing are far more numerous: such artists, for the most part pho-
tographers or makers of artists’ books, essentially provide images (drawn, painted,
or photographed) and layouts (which they may prepare or have prepared) to print-
ers whose modicum of creative input may consist of what papers and inks they are
prepared to provide. Artists who choose to use computer-graphic programs (desk-
top publishing) do not have to rely upon anyone but themselves.

Once the building blocks of the individual pages of a book have been
amassed—the type, images, and layout that unify them——the choice of paper and
binding functions as the last, and ultimately defining, decision regarding the
appearance of the book. Books that are essentially photographic normally are
printed on a coated paper. Because producing books with photographic images is

usually accomplished on high-speed presses, the paper must be compatible with
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this method, so its primary characteristics are homogeneity, smoothness, and a
propensity to lie lat. Because it is cut and trimmed after printing, its edges are sim-
ilarly smooth and flat. The papers for books containing lithographs and etchings,
however, are normally called handmade, although they may be produced by
machines using methods that simulate hand-making. In the French style of illus-
trated book. Arches and Van Gelder are two commonly used papers, both produced
by manufacturers who have been making paper in France and the Netherlands since
the eighteenth century. Both papers are made from nonwood materials, like linen
or cotton rags, and are produced in varying tones from white to cream. Their tex-
ture is derived from the interlacing of fibers, as wet pulp made from these materi-
als is drained on a screen (with a parallel pattern of wires, such screens create /aid
paper, without the pattern, they create wove paper). The wet paper is pressed
between felt pads to drain off excess water, and in some cases is flattened berween
metal rollers. Certain printing methods prefer more texture than others, so thicker,
textured paper is more frequently used for woodcuts and deeply etched plates,
while flatter paper (for example, Arches) is preferred for lithographs. The choice,
as mentioned, must be made not only for appearance but for practicality, and if text
is included on pages containing intaglio prints, the paper must be strong enough to
be printed twice. The silken paper made in Japan from mulberry or gamp: pulp as
well as the truly handmade rag paper from Auvergne were favorite papers in the
publications of liazd, who used Auvergne paper for every printing technique in his
Poésie de mots inconnus.

When the French style is followed, it is still acceptable to leave a book
unbound. 1liazd, who was both publisher and creative designer, made covers for his
books in the same vellum that appealed to Apollinaire for its ancient origins. How-
ever, Iliazd had Picasso make an etching for the vellum cover of his Pismo/Escrito
(1948), while, twenty-three years later, Henry Moore decorated the entire vellum
cover of Elephant Skull with an etching that imitated the cracks in the bone of the
magnificent relic that inspired him. These covers, which enclosed loose folded
pages, were meant to deter future owners from binding the books. Although
Iliazd’s vellum was loose and could have been the skin of a bound book, he still
exacted control when he included a separate wrapper to enclose the folded pages of
Poésie de mots inconnus, commanding the binder not to cut the pages. In recent years
fine books that include prints, like Foirades/Fiziles, have been bound in ways that
also would prevent the collector from either taking them apart or rebinding them.

The tradition of French-style books included the assumption that the
buyer would commission a distinctive (usually fine leather) binding for each addi-
tion to his or her collection. In Paris, Paul Bonat was known for his Surrealist
bindings, while Rose Adler, Henri Creuzevault, and Pierre Legrain were some of
the most distinguished artisans to bind these costly books. They created fresh
designs inspired by a book’s artistic and literary content, executing them in col-
ored leather inlays and producing covers that were occasionally more interesting
than the material they contained. Such bindings, like frames for paintings or

pedestals for sculpture, have always been created after the completion of the works




and have only a complementary relationship to the process initiated by the artist,
author, or publisher.

There are, however, other publishers’ bindings that are meant to reveal on
the outside of the book the content within. When the pages of books are stitched,
stapled, or glued, the paper covers usually include more than just the title. As in
popular paperbacks, an image attracts interest in these meant-to-be-popular books,
and where part of the content is an artist’s work, the cover is also. Nearly all the
books by the Russians Malevich, Rozanova, and El Lissitzky, as well as less preten-
tious French works like Léger’s La Fin du monde, have illustrated covers, as do other
artists’ books destined for mass distribution. In addition, during the past forty-five
years more artists have taken an interest in the exteriors of their books, so that while
they may not be sewn into a fine binding, the paper covers of books by Henri
Michaux, Jean Dubuffet, Pierre Alechinsky, Nicolas de Staél, and Wifredo Lam, all
published in Paris, contain important lithographic, etched, or woodcut images.

It goes without saying that one of the central elements of the late twentieth-
century Artist’s Book, entirely the product of an artist, is the cover, which is given
serious attention. It, after all, is not only the frame for the enclosed work of art, but
the label that identifies it. Few artist’s books are thick enough to provide space on
their spines for a title, so most are displayed on sales racks with their covers show-
ing. While Edward Ruscha preferred to print his covers with the simplest type
announcing the title and no more, Marcel Broodthaers reproduced the typical late
nineteenth-century style of paperback cover-title when he created his version of
Mallarmé’s Un Coup de dés jamais n ‘abolira le hasard (plate 114), ]}]Llcing his work
into its original historical setting. When Dieter Roth’s early books were repro-
duced by Hansjorg Mayer, limited editions of each were given special bindings
designed by the artist. A corrugated board, colored yellow and cut away to reveal
two signed miniature books, surrounds the revamped 1970 edition, Daily Mirror
(plate 195; originally, Daily Mirror Book of 1961). These special bindings made each
volume into a book object at a time when many artists and craftspeople were view-
ing the book as a subject for weaving, sculpting, and nearly anything but reading,.

Before leaving the subject of bindings, mention should be made of a few
publishers’ bindings that transcended the material they were meant to protect. Mar-
cel Duchamp’s foam-rubber breast on the folder containing the exhibition publica-
tion Le Surréalisme en 1947, exposition internationale du surréalisme was one of the
first examples of a nontraditional cover that proliferated on magazines and popu-
lar books soon afterward (plate 193). In the late 1960s a series of object books
began to be published in Paris by Le Soleil Noir in which a sculpture was designed
by an artist to contain a specific edition. For example, a leather-bound copy of Otto
Hahn's Portrait d’Antonin Artaud (1968) accompanied by metal and plastic oval
disks created by Lucio Fontana were confined within a painted wood sculpture
(figure 27). Jim Dine’s version of Oscar Wilde’s The Picture of Dorian Gray (1968)
was issued by Petersburg Press in several different bindings designed by the artist,

one a relief sculpture of a bleeding heart covered in red fake snakeskin. This trend,

which amplifies the artist’s supremacy over the entire publication, continues.




FIGURE 27: Lucio Fontana. Portrait d Antonin
Artaud by Otto Hahn. Paris: Le Soleil Noir,
1968. Five metal and plexiglass multiples in
painted wood box. The Museum of Modern Art,
New York. Monroe Wheeler Fund

A recent example is the American artist Barbara Kruger’s cover for horror novelist
Stephen King’s My Pretty Pony (1988), a story about the nature and meaning of
time (figure 28; plate 175). The cover, made of brushed stainless steel, is embel-
lished not with a title or image but with a working digital clock. Its appearance,
unusual weight, and uncompromising industrial sturdiness sets the stage for
Kruger’s choice of images: disastrous encounters of horses and men. Incorporated
into each black-and-white lithograph of an enlarged news photograph is Kruger’s
customary red band with a word or words and the additional element of a digital
clock, also printed in red. These prints form a counterpoint to King’s old-fashioned
tale of a boy who has been caught in a game of hide-and-seek due to the unfairly
rapid counting of the child who was “it.” The boy’s ailing grandfather, who is liv-
ing on borrowed time, tells his grandson the proper method of even counting—by
adding the phrase “pretty pony” between each number—and there follows a series
of observations and flashbacks that reiterate the nature and vagaries of real time.
The twentieth-century artist’s book, as a physical entity, has been, like
other art forms of the period, a chameleon in some aspects but ever likely to return
to the shape into which tradition has molded it. At the end of the century there are
writers and artists who have mastered the computer. Using its capabilities for stor-
ing information and images as well as its possibilities for interaction, they have
created stories and series of images with multiple itineraries that allow the
reader-viewer to enter into a creative partnership with them. Because the owners of
home computers have or will have, in principle, access to anything that has ever
been printed, it is only moments before the artist’s use of the computer’s wide-
ranging capabilities transcends the printed page forever. The ultimate artist’s book
will be an unlimited publication, available to be seen and even kept on a CD-ROM,

but no longer an object to be held, touched, wondered at, and treasured.




FI1GURE 28: Barbara Kruger. Cover for My
Pretry Pony by Stephen King. New York: Library
Fellows of the Whitney Museum of American
Art, 1988, Stainless steel. Library of the Whitney

Museum of American Art, New York

LINKING THE ARTS

IN THIS DIscUssION of various aspects of artists” books, the choices of contents
and the materials that produced them have taken precedent over the way this partic-
ular art form has fit into artists’ total creative production. What often is lost in
reviewing the origins of this or that book is its relevance to the artist’s other works.
In the case of Paul Gauguin’s Noa Noa, the idea for a book arose from the artist’s
experiences as well as from the paintings they inspired. The disappointment of fail-
ing to publish the book he had envisioned influenced the work he was to do on his
return to Tahiti. It is not difficult to imagine that his mural painting Where Do We
Come From? What Are We? Where Are We Going? (1897—98), now in the Museum of
Fine Arts, Boston, may have been a monumental effort to replace the book, which
was intended to make his work understood and endure, with a painting that would
command equal immortality. But more likely it was his last writing project, Avant et
aprés (1903), that confirmed his ability to record in writing as well as images his
impressions and acceptance of his life in Polynesia. When Kurt Wolff undertook its
publication in 1918 he wrote, “The manuscript contained twenty-nine drawings . . .
all of them were related to the text, which I found both interesting in content and
lively in style. Tt revealed Gauguin to have been a talented writer.””

Kokoschka had an intense literary predilection, which can be seen in most
of his work. He gave to many of the male figures in his books his own features and,
from 1912 to 1915, to the women, those of his lover, Alma Mahler. Their obvious
portraiture in Die gefesselte Kolumbus (1913), Die chinesische Mauer (1914) by Karl
Kraus, and O, Ewigkeit—Du Donnerwort (Bachkantate) of 1914 underscores the
autobiographical character of Kokoschka’s work in all mediums. It is unthinkable
that he would have been able to contain his theatricality and verbal expression with-
out the possibility of realizing it in some sort of narrative printed form. During the
1960s and 1970s he illustrated seven classic texts, most of which, like Aristophanes’
The Frogs and William Shakespeare’s King Lear, were plays. Whereas other artists
were swept into the printing house by admiring dealers and publishers, Kokoschka
needed no encouragement.

Matisse, whose devotion to the book form was considerably more produc-
tive than has been described here, worked out an entirely new method and style in
his later years based on his efforts to make colorful illustrations for Jagz. His first
collage from hand-colored papers was for the cover of Ferve, from which the idea
for a book of such collages arose. His method of cutting shapes and pinning them
together on the wall, devised when he was confined to his bed after an operation,
was at once the diverting activity given to a bedridden child and an exercise in con-
centration. At times Matisse would draw a shape on the paper and cut around it. In
one of the Jaz; collages, now in the collection of the Musée National d’Art Mo-
derne, Centre Georges Pompidou, Paris, seemingly abstract shapes, dubbed Forms
by the artist, still retain traces of the drawing that reveals them to be female figures
with their arms around their heads. The colors applied to the papers are bright, and

their contrast with the mat black encountered both in the collages and in the writing
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forming the text pages of the book is similar to the contrast Matisse was to achieve
a few years later in the Chapel of the Rosary at Vence. There the brilliant stained
glass of the window (worked out in the same collage technique) contrasted with the
black images on the white tile walls. By perfecting this medium, which he could use
in his bed in order to create a book, Matisse had mastered a means that would allow
him to devote most of his creative activity in his old age to collage until the end of
his life. Extraordinary installations, such as The Swimming Pool (1952—53) in The
Museum of Modern Art, New York, and Zarge Decoration with Masks (1953) in the
National Gallery of Art, Washington, D.C., reveal the enchantment that Matisse
could provoke by cutting up color.

No other artist in the twentieth century produced more artist’s books than
Pablo Picasso. He worked on many of them out of friendship for writers—Max
Jacob, Paul Eluard, Jean Cocteau, and Paul Reverdy, among many. Following his
failed first effort to create his own book a few years after he had announced his inten-
tion to give up painting and devote himself to writing (at which time Gertrude Stein
curtly suggested he should stick to his brush), he continued to write. Part of getting
through World War I was finding ways to be entertained, which resulted in Picas-
so’s play Le Désir attrapé par la queue being performed by his friends behind closed
doors. Never without a project, especially those he did not seek, Picasso’s life was
filled with requests to provide prints for charity, group portfolios, frontispieces, and
for many acquaintances who were both printers and publishers. It may have been
that his will to create was never satisfied, for no space exists between the tens of
thousands of paintings, sculptures, ceramics, drawings, and prints, both individual
and in books, that made up his life. Because of this, a great variety of kinds of books
can be found among the almost 150 titles to which he contributed, including about
forty-five that can rightly be called Picasso’s artist’s books. Others, like eight small
books published by Pierre André Benoit (PAB), each containing one engraving on
celluloid, were given their text by Benoit in response to the print Picasso had sent to
him. Picasso’s books range in size from the tiniest pages (1%, by 1% inches), for
Temperature, published by PAB in 1960, to the formidable size (13% by 19 inches)
of La Tauromaguia by José Delgado of 1959, with twenty-six aquatints and one etch-
ing, Picasso’s answer to Goya’s famous Bullfight series of about 1816.

In 1927, before he made his many works showing the Minotaur, Picasso had
attempted to illustrate the same subject—the art of bullfighting—but never com-
pleted the prints. For Picasso the Spaniard, the encounter of bull and horse was a
central element in the dictionary of his imagination. In the image of the Minotaur, a
favorite mythological beast of the Surrealists, he found a significant entry into his
artistic vocabulary. It began with his construction for the cover of Albert Skira’s
magazine, Minotaure (1933), now in the collection of The Museum of Modern Art.
The aberrant creature, subsequently featured in a long series of prints, was the sub-
ject of Picasso’s most important etching, Minotauromachy (1935). It became trans-
formed into a faun (still a half-beast with horns, but now with a human face) in 1936,
and in this new and happier guise populated prints and paintings made in Antibes in

the 1940s—in Ramon Reventos's Dos contes: El centaure picador/El capvespre d'un
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faune (1947) and Picasso’s own Poémes et lithographies (1954), and in his innovative
linoleum cuts of 1959. In the books he embellished, he treated the many classical sub-
jects of art, from birth to death, from gods to the lowly. At the end of his life nearly
all his paintings, drawings, and prints were allegories touching on these subjects.

Today, Antoni Tapies and Georg Baselitz are two artists who have a natur-
al affinity for books, both being prodigious book collectors. Tapies has transferred
his passion for fine old books into creating his own, nearly thirty artist’s books since
1963. Aware of the many forms books have taken, Tapies has worked against the
norm, making his books closely resonate to the forms of his painting. In £/ pa a la
barca (1963) by Joan Brossa, printed in Barcelona, he has implied the destitute state
of life under Francisco Franco by tearing pages, gluing a folded piece of scratch
paper marked with a secret sign on another page, and otherwise illuminating pages
of reproduced typewritten text in the most unconventional manner (plate 181). Later
books would also incorporate torn paper and, even more often, the embossed signs
that vitalize his material paintings. Over several decades, Tapies’s paintings have
shown his bibliophilic inclination, marked as they are with anonymous apostrophes
and quotes, like the marginal annotations of an admiring or scholarly reader.

Unlike Tapies, who has been given many opportunities to make books by
several publishers, including his art dealers who issue his prints as well, Baselitz has
been a solitary printmaker when he has not been painting or sculpting. In the book-
filled German castle that is his home and studio, he has his own etching press, and
in recent years has taken to making prints for texts. His earliest woodcuts emulated
sixteenth-century chiaroscuros, but the old technique was merely an apparatus upon
which to fit his discordant view of humans, animals, and birds. These he made drift
into segments and then into spatial relationships that were contrary to the expected,
or more plainly, upside down. This formal means of composition, abstracting famil-
iar forms by contradiction, is informed by assumptions that have their basis in his-
torical and anthropological studies. The single book that Baselitz created totally,
Malelade (1990), has its foundation in a specific German folk culture, and its text
consists of words and phrases in the archaic language of its members (plate 103).
The book’s milieu is that of the barnyard, and thirty-nine scratched plates (dry-
points with woodcut or etching added to some) contain images of animals, some-
times with childlike writing or only writing. During the time he made this and two
other books, these animals, often divided or contained by crossed lines that might
represent fences, cages, or charts, also inhabited Baselitz’s paintings.

Artists whose adventures in making books have been unorthodox or
restricted to one or two experiences may still invest their unique works with some
measure of those encounters. It would be impossible to imagine that any work an
artist does would not continue to influence, if not enhance, subsequent work, but
specific influences in the case of working on a book are worth mentioning when
they appear to produce a definitive impact. When Rauschenberg made his book
Shades out of printed sheets of plexiglass, to be turned like pages (except that they

could also be turned upside down and backward) he was taking the already over-

lapping photographic images found in his drawings and prints several steps further.




He was to continue this exploration in unique works, producing out of mechani-
cally revolving printed plastic disks a set of large sculptures titled Revolvers in 1967.
Five years later he created another book out of a number of printed plastic sheets,
these fixed in a metal armature, incorporating Native American imagery and poet-
ry, titled Opal Gospels (1972—73).

Louise Bourgeois created her first book in 1947 in the first decade of her
career as a sculptor. She did not return to this art form until 1990. This occurred after
her tremendous gifts of vision and invention, which had long probed the darker
zones of sexuality, coincided with an awareness of the contemporaneous reality of
her inspiration. In two of the three versions of Arthur Miller’s short story Homely
Girl, a Life (1992) Bourgeois contributed drawings and drypoints, mostly of flow-
ers, that come between the pages of text. In the third version, she invaded the text,
some lines of which are emphasized by being printed in red, while color pho-
tographs of pairs of eyes fall open between certain spreads, partially covering the
text (plates 178-179). The drawings and prints, although not directly following the
text, take on a symbolic relationship to the main character’s development. The pho-
tographs relate to the many references in the text about seeing as well as to the
blindness of the man to whom the girl is no longer homely. They are also deeply
disturbing reflectors of an unstated story. Bourgeois’s installation piece Cel/ (Eyes
and Mirrors) of 1989—93, in the Tate Gallery, London, is one of several works in
which sculptures of eyes, a prominent motif in her work of the 1980s, are
sequestered in a manner that suggests something one must not reveal.

Once books are actively integrated into the whole of an artist’s production,
there is no longer a question of extending the discoveries evolving from making a
book into other facets of creativity. Artists have recently been involved in design-
ing their exhibition catalogues, and depending upon the degree of their involve-
ment, this has given them another outlet for their creativity as well as experience in

the articulation of their ideas in book form. Gallery owners have proudly published

these catalogues—no longer exclusively a listing of the artist’s works and repro-
ductions of them in a concurrent exhibition—which have increasingly taken the
form of the Artist’s Book. The proximity that these usually modest publications
have to continuing work in paintings, sculptures, installations, and performances
dictates the measure of the role they take in the artist’s creative structure. A. R.
Penck’s Standarts, published by the Galerie Michael Werner in conjunction with
two other dealers of Penck’s paintings, Fred Jahn and Bernd Kliiser, is a com-
pendium of signs, which are treated as units in a visual language (plate 115). Print-
ed on one side of 150 newsprint sheets in red and blue, and bound together as a
paperback, Penck’s book is a dictionary that states and defines by example the con-
tent of his paintings. Like others mentioned earlier, it is a how-to textbook as well,
but as a series of often repetitive and sequential signs of a visual vocabulary in a
book, it becomes a literary or poetic extension of the artist’s total conception of art.

In another instance, the work of Joseph Beuys was seamless in that there
was no difference in attitude or method when the application was to books or other

objectified works that arose from his lifework. He designed rubber stamps, one of
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which was round and enclosed a cross within a circle containing the word Haupt-
strom (main current) and other electrical symbols. This stamp was applied to most
of his printed and multiple works beginning in 1969. Its form and message identi-
fied the author as well as impressed each work with further content. In Die Leute
sind gang prima in Foggia (1974) each page was screenprinted with what appears to
be a cut-out typewritten communication from the artist, stamped with this sign,
which attaches it to the whole of Beuys's work (plate 79). The form Beuys gave this
object was that of a scrapbook, a collection of souvenir statements related to per-
formances and installations. The shapes and sizes of these excerpts visually ener-
gize frequently incomprehensible texts.

Perhaps it will come as no surprise to learn that the most recent book in this
survey took many years to complete, is published by a young man who loves books
and, like several of his predecessors in his profession, asked a genius to allow him
to help create this work. John Cage’s The First Meeting of the Satie Society, pub-
lished by Osiris, the imprint of Benjamin Shiff, in 1992, was actually completed at
the end of 1993 (plates 187-188). Plans for its publication began shortly after Cage
first performed a work of the same name in Germany on March 31, 1985. Best
known as an avant-garde composer and musician, Cage devoted much time and
energy in his later years to applying chance operations to printmaking and writing
“mesostic” poems, a complex form based on a string of words that runs vertically
through the text. The seven books and one folder housed in a metal and cracked-glass
valise contain eight sets of mesostics, based on quotations by Erik Satie, Henry
David Thoreau, James Joyce, Marcel Duchamp, and others. The books are enhanced
with prints, burnt monotypes, drawings, and collages by Stephen Bastian, Jasper
Johns, Sol LeWitt, Robert Rauschenberg, Robert Ryman, Michael Silver, and Cage
himself. Cage had intended to complete the folder with drawings, but at the time of
his death in 1992 he had not done so. Merce Cunningham, Cage’s longtime friend
and associate, completed the project with his own drawings in 1993. The resulting
books, softly bound, gently printed, slouch against each other in the valise, where
they are seen behind the broken glass. Satie and Duchamp, the composer and artist
most admired by Cage, also symbolize artistic freedom to many generations of
twentieth-century artists. They made commonplace sounds, objects, and events
meaningful. In their honor, Cage, who did the same for silence, invented and

orchestrated the making of this extraordinary composition.

CONCLUSION

COMPARING SOME RECENT ARTISTS BOOKS with those of one hundred years
ago, it is possible to see immense differences as well as startling similarities. When
Ellsworth Kelly took up Mallarmé’s Un Coup de dés jamais n'abolira le hasard in
1992, he examined it in terms of his own concept of placement of art in space. No
text could have better matched Kelly’s ideas, for the isolation that Mallarmé’s vers-
es required matched that which he demanded for his own paintings. The problem of

creating spaces within a book in which the solitude of an image could be preserved




is, indeed, contradictory to the book form, which motivates the reader to continue
turning pages. Kelly needed to arrest that movement, and so he added blank pages
before and after his solid black forms. Whereas Toulouse-Lautrec had placed his
images within the text block, directly confronting its meaning with a visual coun-
terpoint, Kelly emphasized the visuality of Mallarmé’s text by taking territory in its
midst, taking his chance that his “throw” of image would balance Mallarmé’s.
Because Kelly’s paintings, drawings, and prints are well known, his single
effort in creating an artist’s book has the factor of familiarity unavailable to younger,
less established artists. Like numerous young artists in the late nineteenth century
who contributed to the many ephemeral publications of the time, it is not unusual for
the newer artists of our time to devote their talents to low-cost artists’ booklets and
pamphlets. The ease of production and publication by oneself, made possible by
magnetic printing and the computer, has increased this form of art by making the
means accessible to anyone. As has always been the case, only a few artists are given
the opportunity to use the traditional print techniques in necessarily limited-edition
books. Nevertheless, the abundance of recent exhibitions devoted to artists’ books
of all kinds, those special endeavors that have occupied the creative work time of so0
many, is a clear example of how much the book form has become a symbol of a turn-
ing point in our culture. Just when electronics have called into question the privacy
of possession, these multidimensional creations reaffirm the human need to embrace

objects worthy of dedicated attention, admiration, and affection.
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PauL GAUGUIN
French. 1848—1903

Noa Noa

auTHOR: Paul Gauguin.

The idea of creating a book about his impres-
sions of Tahiti and the art he made there was
elearly in Gauguin’s mind when he was on his
way back to France in 1893. He began the
manuscript shown here after his arrival, and
the woodeuts to illustrate it in 1894, An already
edited manuscript, augmented by the collabo-
rating author Charles Morice, which Gauguin

took with him on his second trip to Tahit in
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1895, rematned with him until his death tn 1903.
It contained blank pages for additional poems
frn Morice and the woodeuts that Gauguin had
left in France to be inserted when the book Noa
Noa was published, As time passed without its
publication, Gauguin pasted later prints onto
the blank pages, and drew and watercolored
over parts of the writing, perhaps in final frus-
tration. This manuscript, now in the Musée du
Louvre, wm‘lﬁr.\‘f repmffm‘frf in 1926. Noa Noa
never appeared as Gauguin envisioned it, but
its history and artifacts have continued to in-

.\'pz‘n’ artists to create illustrared books.

ol e ;]u.llu?;' o7

G ¢ P 2y K
- Lo Janime Jolifunale de B baf -
(atm,- (7] llnlu-d:, J'M.{w}{»t(x,. \ ,I‘;./,{L o dwile. _

(By,..; fa:"u:'f : Iy Fg ["u'd(":n-;._

{C/{ trl, ,’:;,u.f vadls e '.'!um-;‘ tL«.+ P I-;:\J»wé:

.." W, [c_. aud Tﬂf"““.'iif ol ‘_;'_uwa"!.:f -
AN, 7T 7y
[ T i Lo pouvon- J e h -
e insiscngisls, Bl
A :-'Fm,mra Taa toa C—;JI& , {wasssns 41 Ef’f(z f clnss

- -
ne fo jhn”mtur -r“-‘f“‘-"“““l "-(ﬁ-r Itm;/f.
“. -w{’h-r}m;; i

- 2P fraik

Uoganan dais— Son pov

.n_’r‘:‘a‘ u.‘;‘Jo. 3“":‘ /}?'am’
d

Noa Noa. [1894]. Autograph manuscript (detail
of inside cover). 15% x 10/4" (40 x 26.1 cm),
irreg. The Resource Collections of the Getty
Center for the History of Art and the Humanities

Noa Noa. [1893—94]. Woodeut, in color with
stencils, on tan wove Japan paper. 1476 x 8/4"
(35.7 x 20.7 cm). Printed by Louis Roy, Paris.

Kornfeld 13. The Museum of Modern Art, New
York. Lillie P. Bliss Collection




Te Arua. [1893—94]. Woodcut, in color, on tan
wove |apan paper. 875 X 14" (20.4 X 35.5 cm).
Printed by Gauguin. Kornfeld 17. The Museum
of Modern Art, New York. Gift of Abby Aldrich

Rockefeller

Noa Noa by Paul Gauguin [and Charles Morice
(French. 1861-1919)]. Munich: R. Piper & Co.
Verlag, 1926. Facsimile of autograph manuscript
with collotype reproductions of the artist’s
watercolors, pen-and-ink drawings, woodcuts,
and photographs. 12% x 9/&" (30.8 x 23.2 cm).
The Museum of Modern Art Library, New York



HENRI DE
TouLOUSE-LAUTREC
French. 1864—1901

Yvette Guilbert

AUTHOR: Gustave Geffroy (French. 1856—1926).
PUBLISHER: Paris: L’Estampe Originale [André
Marty], 1894.

PAGINATION: 22 unnumbered folios (including
flyleaves).

PAGE SIZE: 14% x 154" (37.5 x 38.5 cm), irreg.
iMAGES: 16 lithographs, in color, and 1 transfer
lithograph (front cover), in black, on ivory laid
Arches paper (except cover).

IMAGES sHOWN: Above, cover, 15 x 16/4"
(38.2 x 41 cm), irreg.; opposite, bottom, 9% x
3%6" (24.8 X 9 cm), irreg.

HOUSING: Publisher’s ivory wove Japan paper-
board cover, with transfer lithograph on front,
bound with ivory ribbon; quarter beige linen
over marbleized paperboard folder with flaps,
lined with ivory paper; marbleized paperboard
slipcase; clear plexiglass exterior slipcase with
brown linen edging.

EDITION: More than roo: numbered 1-100 (this
CcopY, no. 90); approximately G Aors-commerce,
reserved for author.
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PRINTERS: Plates, Edw. Ancourt, Paris; text,
Frémont.

CATALOGUES RATSONNES: Delteil 79—95.
Wittrock 69—85.

coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

The publisher of this book had planned to pro-
duce a series on the singers of the Parisian cafés
concerts, but this was the first and only publi-
cation completed. It gave Toulouse-Lautrec the
opportunity to depict Yvette Guilbert, who had
not always been pleased with the way he por-
trayed her. Nevertheless, in his lithographs for
this book the artist changed the intent of illus-
tration from depicting parts of a narration to
enhancing it by providing his own vision of the
subject—in this case, aspects of the daily li fe
of the performer. Geffroy’s text uses Guilbert as
a point of departure for his examination of the
condition of her primary audience, the Parisian

WO, )t-f.’ (g




Above, Yvette Guilbert. [1894). Proof without
text. Lithograph, in color on ivory laid Arches
paper. 11' %6 X 574" (30 X 15 cm), irreg. Delteil 89.
Wittrock 79. The Museum of Modern Art,

New York. Vincent D*Aquila and Harry Soviak
Bequest




PIERRE BONNARD
French. 1867—1947

Parallélement

avTHoR: Paul Verlaine (French. 1844—1806).

PURLISHER: Paris: Ambroise Vollard Editeur,

PAGINATION: 152 pages:

PAGE SIZE: 117 X 9%" (20.5 X 23.9 cm), irreg.

110 lithographs (including supplemen-

IMAGE

tary frontispiece), in color; 8 ornamental wood-

cuts (cut by Tony Beltrand) and 2 line-block

reproductions (title page and wrapper front), in

black; on ivory wove Holland Van Gelder paper
hY

g SN A $ao] R 5
'.\t‘.\L(.‘P[ \\-rclppcl) {executed 1397 —I¢

IMAGES SHOWN: Above, left p
(13.5 x 20 cm), right page, /& x 874
21.6 cm); opposite, left page, 9%
o, 4% X 4%" (12 x 11,7 cm);

22.5 cm), right p

all irreg.

HoUusiNG: Full red leather binding with red

leather doublures, and original buff wove paper
wrapper with duplicate line block of title-page
ornament (replacing original printer's vignette)
on front bound in; in red leather two-part slip-

: made by G. Mercier in 1930.

5 e A i
SEGH
Briie ¢x
T, -
ix 1t
D,
\ 4 Firpart
A e T T T

1o numbered 1—10

on China paper, with supplementary suit

» numbered

numbered 11—30 on China paper;

or more A

o on Holland pape
commerce (this copy, inscribed “exemplaire

ard ™).

PRINTERS: Lithographs, Auguste Clot, Paris;

dauteur éditeur/Fo

text, L. Imprimerie Nationale, Paris.
TYPOGRAPHY: After 1540 Garamond roman.
CATALOGUES RAISONNES: Bouvet 73
(frontispiece not catalogued). Roger-Marx 94.
Floury 40.

r1oN: The Museum of Modern Art,

COLLE(

New York. Louis E. Stern Collection
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Des demagogues effrontes,

Des bons apotres et des droles
Qui promettent aux humains
Plus de beurre que de pain.

A pratiquer certain art, disait le vieux maitre, c'est
un lion & dompter chague matin, on recommence sans
hésiter le lendemain jusqu’a la mort, alors vous dira-t-on
encore raté, ce qui peut &tre yrai. Miserere!

Poete, en un instant, peut deviner
Ce que de savants ingénieurs
Out de trés reluisants meécaniciens
En un siécle mettront au point.

Terre 'Ombre, tel paysage dépouille aurais-tu donc
fixé en hiver plus souvent qu'au printemps, sans preciser
a quelle heure il fut peint? Cletait Fheure picturale, ose

donc le supposer un instant.

Tu chantes pouilles, triste avare,
Heure picturale, ¢’est bientot dit.
Dons parfots louches ou abolis,
Heure picturale, dites-moi,

Tous penvent s’en réclamer.

Chant delirant tenait le petit noir aux entrailles, maisil
beuglait a Faux, snobs lui avant appris a dérailler trop tot.
Il aurait si bien su moduler en sourdine la chansonnette
du « Serpent 4 sonnettes » qu'il aurait nuancée de fagon
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GEORGES RovavuLT
French. 1871-1958

Cirgue de [étoile filante

AUTHOR: Georges Rouault.

PUBLISHER: Paris: Ambroise Vollard Editeur,
1938. First edition.

(&), [1-2], 3168,
[169], (7); 17 plates hors-texte.

PAGINATION: 184 pages:

PAGE SI1ZE: 17%s x 13 %

IMAGES: 17 aquatint and lift-ground aquatint

and etchings, many with drypoint and /or

roulette, in color; 74 wood engravings (including

table of plates) by Georges Aubert, after
Rouault’s drawings, in black; on cream laid
Montval paper (executed 1926—18).

IMAGE SHOWN: Prerrot, 12)4 x 876" (31.2 X
% |

HOUSING: Publisher’s buff wove paper wrap-
per, with wood-engraved ornament on front,
around cream wove paper; publisher’s interior
cream wove paper wrapper, used initially to
house hors-rexte plates; red linen solander box

lined with beige linen; quarter brown leather

S

a" (44 X 33.5 cm), irreg.

over red linen siipuaie, made by Gerhard
Gerlach for Louis E. Stern.

EDITION: 280: 35 numbered 1—35 on Imperial

Japan paper; 215 numbered 36—250 on Montval

yaper (this copy, no. 171, with inserted variant
B3

title-page tolio); 5 Aors-commerce, numbered 1-V

on Imperial Japan paper; 25 Aors-commerce, num-

bered VI—XXX on Montval paper.
PRINTERS: Etchings, Roger Lacouriére, Paris;
text, Aux Deux Qurs, Paris.

TYPOGRAPHY: Plantin.

CATALOGUES RAISONNES: Chapon and
Rouault z40-256. (_‘.h:xpnn‘ pages t40—161.
coLLEcTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

About twelve years after asking his friend

André Suarés to write a text on the circus, the

last of Rouault’s three or four attempts at creat-

ing this book was published. With a new wtle

and text by the artist, the seventeen color plates

Were \,E”I.l'r'.’?.l‘ @ /?LI!‘?I!E.‘J“{"_L' r_fﬂ‘:_‘u_f Nlli'f{:'l'«".[!fl:' a Jﬂ."r')i'!'.\'\\'

new to Rouault. Where he had formerly worked

over photogravures made after his gouaches
and paintings, this time he drew the heavy
black outlines with sugar-lift aguatint. After he
hand-colored the black-and-white proofs, the
master printer Lacouriére re-created the colored
areas in aquatint, altering the values and tones
as Rouault suggested.




{entims augmenter ta joie, d'aprés cette décauverte du monde, dans
cet élargilfement de l'infini.
ANTOINE. — Ah! plus haut! plus haut! toujours!

Les affres fe multipliont, feintillent. La Voie laflée aa sgnith fe
developpe comnie une immenfe ceinture, ayaut des trons par intevvalles;
dans ces fentes de fa clarté, [allongent des eSpaces de tintbres, 1l y a
des pluses d'érosles, des traindes de ponffiere dor, des vapesrs bumi-
neafes qai fottent & fo difolvent.

Luclguefois une comite pafie tout & coup; — puis la tranguillits
des lamidres innombrables vecomimence.

Antoine, les bras owverts, [appute fur les dewse cornes du Diable,
en oceupant ainfi toute Uenvergure,

I fe rappelle avec dédain Fignorance des anciens jours, la
médiocrité de fes réves,

Les voilis done pris de lui ces globes luminenx qu'sl contemplase
d'en bas! 1l diffingue Ventre-crogfement de leavs lignes, la com-
Plexité de leawrs divetfions. Il les oit venir de loin, — & fushendis
commie des pievres dans ane fronde, décrive lewrs orbite, pouffer leavs
byperbales,

1L apergoit d'an fenl regard la Croix du fud & la Grande Ourfe,
le Lynx & le Centaure, la nébuleafe de la Dovade, les fixe [oleils
dans la conifellation d Orion, Jupiter avec fes guatre fatellites, & I
triple anwean du monitruzux Saturne! toutes les planites, tous los
aflres que les bommes plus tavd déconvrivont! 11 emplit fos yeu
de leurs lumitres, il furcharge fa penfée du caleul de leurs diftances;
— puis fa téte retombe.

Qt_lc! ¢ft Ie but de wout cela?
176

ObpiroNx REDON
French. 18401916

cardboard and cream wove paper; quarter black sertes of lithographs on the temptations was

La Tentation de Saint Antotne

AUTHOR: Gustave Flaubert (French. 1821-1880).
PUBLISHER: [Paris]; Editions Ambroise
Vollard, [1938].

PAGINATION: 232 pages: (8), [1-2], 3—203,

206], (18); 22 plates hors-texte.

PAGE SIZE: 17/ X 12'¥¢" (44.5 x 33 cm), irreg.
IMAGES: 22 lithographs, in black on ivory
China paper mounted on ivory wove Arches
paper; 16 wood engravings (including duplicate
on wrapper front) and 5-page wood-engraved
table of plates by Georges Aubert, after Redon’s
drawings, in black on cream wove Arches paper
(except wrapper) (lithographs executed 1896;
wood engravings executed c. 1910).

IMAGE SHOWN: Antoine: Quel est le bur de rour
cela? Le Diable: Il n v a pas de but! 12/ x 94"
(39.8 x 24.8 cm).

HOUSING: Publisher's tan wove paper wrapper,

with duplicate wood engraving on front, around

leather over gray linen solander box, lined with
gray paper, made by Gerhard Gerlach for Louis
E. Stern.

EDITIONS: Book: 220: 25 numbered 1—25 on
Marais paper; 185 numbered 26—210 on Arches
paper ( this COpY, N0. 97); 10 hors-commerce, num-

bered 1-X on Arches paper; portfolio (1896): 5o.

PRINTERS: Li[ilr'»gr;iphs, Auguste Clot, Pa
text and wood engravings, Henri Jourde, Paris.
CATALOGUE RAISONNE: Mellerio 134—140,
I42—157.

COLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

Flaubert’s first magnum opus, retelling the
tempiations that afflicted Saint Anthony, was
completed over twenty-five years before its
publication in 1874. The mystical trials were
c‘r‘:mj;.ie/f}'ng subjects _Ifr-?r' Redon, who made three
sets of illustrations in which he tried to fathom

their symbolic content. The last and largest

commissioned by Vollard and issued in 1896,
many decades before they were incorporated
into book form after the artist’s death.
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ANDRE DERAIN
French. 1880—1954

L ,ﬁ.‘h'(.'/f anteur P(}I{.?’f'l‘;\'é’d!?f

auTHOR: Guillaume Apollinaire (Guillaume
Apollinaire de Kost rowitsky; French, born Ttaly.
1880-1918).

PUBLISHER: Paris: Henry Kahnweiler Editeur,
1909. First edition.

PAGINATION: 42 unnumbered folios.

PAGE SIZE: 10%6 X 7/5" (26.5 x 20 cm).
1MaGES: 32 woodeuts (including head- and
tailpieces, pictorial initials, and first printing of
publisher’s vignette), in black on ivory laid
Arches paper.

IMAGES sHownN: Abave, left page, 1'%6 x 373"
(4.9 x 9.2 em), right page, 8/ x 6'Vis" (21 x

17.7 em); left, 5/ x 1%" (13.1 % 4.2 cm); all irreg.
HousiNG: Publisher’s vellum binding with
cream laid endpapers; full red leather solander
box with cutout windows displaying reproduc-
tions of woodecuts on front and back, lined with
cream laid paper, made by Gerhard Gerlach for
Louis E. Stern.

EDITION: 106: 25 numbered 1-25 on Antique

paper (this copy, no. 59. signed); 4 numbered
-1V for printers and /or authors; 2 marked o
and oo, deposit copies.

PRINTER: Paul Birault, Paris.

Shidzuoka paper; 75 numbered 26—100 on Arches

CATALOGUES RAISONNES: Adhémar 32.
Hilaire, page 185.

coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

Because the woodcut imagery that Derain
devised for Apollinaire’s tale is inspired by
African carvings, it might be argued that this
book marks the true origin of the modern
artist's book. It shares with avant-garde paint-
ing of the time concerns about representation,
but uses figurative imagery in full-page plates
and figurative initials as decorations in a tradi-
tional manner. Nevertheless, the bold forms of
black against white accentuate the revolution-

ary intent of Derain’s illustrations.




PasrLo Picasso
Spanish. 1881-1973

Saint Matorel

AUTHOR: Max Jacob (French. 1876-19.44).
pUBLISHER: Paris: Henry Kahnweiler Editeur,
1911, First edition.

PAGINATION: 52 unnumbered folios :'inc.uclj:lg
fiyleaves).
PAGE SIZE: IC

" (26.5 x 22 cm), irreg.
IMAGES: 4 erchings, 1 with drypoint, in black on
ivory laid Holland Van Gelder paper (executed
191o—1t).

IMAGE SHOWN: Mademotselle Léonie sur une

chatse longue, 7%6 x §%s" (19.8 X 14.2 cm).
HOUSING: Publisher's cream wove japan paper
binding; quarter black leather with brown deco-
rative paperboard solander box, lined with cream
paper, made by Gerhard Gerlach for Louis E.
Stern.

EDITION: 106: 15 numbered 1—15 on Shidzuoka
paper; 85 numbered 16—100 on Van Gelder paper
(this copy, no. 94, signed); 4 numbered 1-1V on
Van Gelder paper for printers and /or author;

2 hors-commerce, marked ¢ and oo, d eposit copies.

salenr de aft. Qi vet

PRINTERS: Plates, Eugéne Deldtre, Paris; text,
Paul Birault, Paris.
CATALOGUES RAISONNES: Cramer 2. Geiser

and Baer 23—26.

coLLECTION: The Museum of Modern Art,

New. York. Louis E. Stern Collection

This, the first volume of Jacob’s trilogy on

the victssitudes r_i_f his .\'ummumﬁfr.-gr.-:‘;-‘!m":f

g - gy
ficttonal character, Fictor Matorel, is also

the debut of Picasso’s Cubist prf}r:.rmn{'mg. In

to10, during a summer spent with his mistress

Fernande Olivier and the painter André

Derain in Cadagqués, Catalonia, he created

these etchings in the Analytic Cubist style. It

ler s credit that he made

was to Kahnu

.~':'r.'f).'rff,F-’t.-‘(l’r"a"mn-m.'. at a time when Picasso’s
Cubist work was un L'!'I.f"‘f']."{.’i'.l’ll?h,'i?‘r { '{:r!:fh'uur/_"_t'

unknown) in Paris.
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LE GUIGNON

"4 ' si~desrar du bitard aburi des bumaing

Bondisraient en clariés les raupe
Dy miendienrs daxur le pied

er CrImiores
ki oy chemsne.

Un mair vent sur lear marehe éployé posr bamméres

La flagella:

Fard tel jusque dans la chair,

Ou'il y ereusuit anssi d'Freitables orniéres

HENRI MATISSE

French. 1869—1954

Poésies

AUTHOR: Stéphane Mallarmé (French.
1842—1808).

pUBLISHER: Lausanne: Albert Skira & Cie,

Editeurs, 1932.

PAGINATION: 176 pages: (8), [1-4], 5-153, (¢5);

1 plate hors-texte and 1 added plate.

PAGE SI1ZE: 12 %6 X 9 %e" (33 X 25 cm).
IMAGES: 29 etchings (including head- and tail-
pieces), in black on ivory wove Arches paper;

1 added etching with remarques, in black on

\

cream wove |apan paper (executed 1930—32).

IMAGES sHOWN: Above, left page, Le Guignon,

126 x 8%" (32.2 X 22.2 cm), right page, head-

piece, 64 x 7'¥6" (15.5 X 19.8 cm); opposite,

above, Le Cyvene, 11'%s x 8 30.3 X 22.3 cm),

below, La Chevelure, 1278 x 974" (30.8 x 23,5 em);
all irreg.

HousinG: Publisher’s ivory wove Japan paper
wrapper; quarter black leather over red linen

solander box and slipcase, lined with

ray paper,

made by Gerhard Gerlach for Louis E. Stern.
EDITION: 145: 5 numbered 1—5 on Imperial

Japan paper, with 2 supplementary suites and

drawing; 25 numbered 6—30, with supplementary

suite; 95 numbered 31-125 on Arches paper (this
E.

copy, no. signed, with dedication to Louis

Stern by Marie Harriman, includes an added

20 hors-commerce, numbered 1- XX,

plate)
reserved for collaborators.

pRINTERS: Plates, R. Lacouriere, Paris; text,
Léon Pichon.

CATALOGUE RAISONNE: Duthuit s.
coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection




&

= en le mivoir,

fermié par le cadre, se fixe

ns st be septuor,

When Skira decided to puﬁ.-"!"\'f".'_ﬁ'ru-‘ hooks deco-
rated by artists his first choice was Picasso, who
seemed to never want to finish his interpretation
U__f-(}l's}fl\' Métamorphoses, However, Matisse
was full of vistons of his trip to the South Seas,
always able to spin out his seductive linear
drawings, and fully prepared to endow
Mallarmé’s poetry with perfect harmony. The
publication of Skira’s most beautiful book coin-
cided with the lean vears {!{II/}L: [’):,.‘{".'."1'.‘.\'.\',."{1.1'?.

and to promote sales Marie Harriman, a dealer

L?.H.'.'{ .f.-"}t,' _,J'E.rj.' H '.{If& r}f.zr']s{-‘ New }'}'Jr.»{' governor
and diplomar Averell Harriman, added her im-

J;?rsm to several L'{'JI{'IIL?J. which she sold to her

American cl
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SALVADOR DaLI
Spanish. 1904—1989

Les Chants de maldoror

AUTHOR: Comte de Lautréamont (Isidore
Ducasse; French. 1846-1870).
PUBLISHER: Paris: Albert Skira Editeur, 1934.
PAGINATION: 216 pages: (4)s [1-4], 5—206,
[10?|, (%) 10 p]i{w‘: hors-texte.

PAGE S1ZE: 12'%6 X 10" (32.5 X 25.5 cm).
IMAGES: 42 etchings (including head- and tail-
pieces), § with roulerre, in black on ivory wove
Arches paper.

IMAGE SHOWN: Above, 8% x 6%

17.1 €m).
HOUSING: Publisher’s cream wove paper wrap-
per; quarter red leather over green linen solander

box, lined with green paper, with black leather

Man Ray ex-libris set in, made by Gerhard

Gerlach for Louis E. Stern.

EDITION: 210: 40 numbered 1—40, with supple-
mentary suite; 160 numbered 41—200 (this copy,
no. 57, signed); 10 hors-commerce, numbered
1-X. reserved for collaborators.

pRINTERS: Plates, Roger Lacouriere, Paris;
text, Philippe Gonin, Paris.

coLLeEcTionN: The Museum of Modern Art,
New York. Louis E. Stern Collection

94

_——_

ant tx fipure of
1 €3It pew COm

This version of a text revered by the Surrealists
was the first book to which Dali gave his undi-
vided attention. Recent research has questioned
his involvement in the production of the etch-

ings, and from drawings and proofs it appears

that Dali’s images were assisted fj\' the skill r.{,fﬂ
professtonal printers. Nevertheless, the images

are from the artist’s most intense and inventive
period. making this his major contribution to

the modern artist’s book.

Above, drawing for plate 29 of Les Chants de

maldoror. [1932—33]. Pencil on paper, 8/ x 6/4
(21.5 X 15.8 cm). Graphische Sammlung

Staatsgalerie Stuttgart




20

FERNAND LEGER
French. 1881-1955

Cirgue

AUTHOR: Fernand Léger.

PUBLISHER: Paris: Tériade Editeur, 1950. First
edition.

PAGINATION: 128 pages: (8), [1-4], 5-110,
[111], ().

PAGE SIZE: 16/ X 12

" (42 x 32 cm), irreg.
iMAGES: 83 lithographs (including title page,
head- and tailpieces, and pictorial initials), 49 in
black and 34 in color on ivory wove Arches
paper (except wrapper).
IMAGES sHowN: Above, 16

irreg,

HOUSING: Publisher’s ivory wove paper wrap-
per, with lithographs in black and yellow on
front and back; quarter brown leather over black

linen solander box and slipease, lined with yellow

paper, probably made for Louis E. Stern.
EDITION: 300: 280 numbered 1-280 (this copy,
no. 6o, signed); 20 hors-commerce, numbered
[-XX.

PRINTER: Mourlot Fréres, Paris.

BOOK DESIGNER: Fernand Léger.
TYPOGRAPHY: Manuscript.

CATALOGUE RAISONNE: Saphire 44—106.
CoLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

The image of figures flying through space. as
in the trapege artists of Léger’s fanciful circus,
is one of several motifs that join with some
previously formed into paintings to make this
happy book. The sketched arm that hangs down
alongside his writing about these performers
captures tn its weak lines the uneasy depen-

dence they must experience in their work.
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HENRI MATISSE
French. 1869—1954

Jazz

AUTHOR: Henri Matisse.

pUBLISHER: [Paris]: Tériade Editeur, 1947.
First edition.

PAGINATION: 164 pages: (4), [1-8], 9—146, (74)-
PAGE SIZE: 16/ X 12'7s" (42 X 32.2 cm), irreg.
IMAGES: 20 pochoirs in color (executed
1946—47); reproductions (wrapper front and
back, table of images, and 15 ornaments) in
black; on ivory wove Arches paper.

IMAGES sSHOWN: Above, Le Clown, 16%6 X
11'%6" (41.1 x 30.3 cm), irreg.; opposite, Les
Codomas, 167 x 254" (41.7 X 64.8 cm), irreg.
nousing: Publisher’s ivory wove paper wrap-
per with reproductions of drawings on front and
back: black linen solander box, lined with cream
paper, and quarter black and red leather over
black linen slipcase, made by Gerhard Gerlach

for Louis

D ’ > i
W& eclilien

EDITIONS: Book: 27¢ o numbered 1-250

(this copy, no. 132, signed); 20 hors-commerce,
numbered 1—-XX; portfolio withour text: 100
numbered 1-100.

PRINTERS: Pochoirs, Edmond Vairel; wrapper,
ornaments, and text, Draeger Fréres, Paris.
BOOK DESIGNER: Henri Matisse.
TYPOGRAPHY: Artist’s manuscript.
CATALOGUE RAISONNE: Duthuit 22 and

22 bis.

coLLEcTION: The Museum of Modern Art,

New York. Louis E. Stern Collection




With his brilliant colors and bold \\-/mlpu.: _l.'{a.'r:‘.m’

aver pairs of generous pages, Matisse produced
a new type of artwork in Jazz. lts appearance tn
portfolio format allowed it to be exhibited on
walls instead of in glass cases, and ultimately
Younger artists tried to emulate its bright, flat
colors. Because the stencil techn .r'.;m-‘ (in this
case, I,nr':ca":f'a{r,.-' was a.’rrrge.’_' v a commercial one, it
eastly appealed to those who later chose adver-
tisements and other consumer-graphics as their
subjects. Many of Matisse’s own subjects in
Jazz came from popular t’mi’rmr}nm.‘.’rr_p‘fIer.\',
so the distance between the sources in 1047 an d

pﬂ;-‘ art rif'ffn’ 1960s was not that extreme.




JEan (Hans) ArpP, GEORGES
BrRAQUE, CAMILLE BRYEN, MARC
CHAGALL, OscArR DOMINGUEZ,
SERGE FERAT, ALBERTO
GIACOMETTI, ALBERT GLEIZES,
RaouL HausmManNnnN, HENRI
LAURENS, FERNAND LEGER,
ALBERTO MAGNELLI, ANDRE
MassoN, HENRI MATISSE, JEAN
METZINGER, JoAN MIrRO, PABLO
Picass0o, LEOPOLD SURVAGE,
SoPpHIE TAEUBER-ARP, EDGARD
TYTGAT, JAcQUES ViLLON, WoOLS

Poésie de mots nconnus

AUTHORS: Various.

PUBLISHER: Paris: Le Degré 41 [Iliazd], 1949.
First edition of some texts.

PAGINATION: 29 folios: (2), [1],2—26, (2).
PAGE S12E: 12'%6 X 9'%6" (32.5 X 25 cm), irreg.
IMAGES: 7 woodcuts, 4 in black, 3 in color; 1
linoleum cut, in color; 6 etchings (1 with engrav-
ing and 1 with aquatint), in black; 2 engravings,
in black; 3 drypoints, in black; 2 aquatints (1 with
soft-ground etching), 1 in black, 1 in color; and
6 lithographs (2 transfer), 3 in black, 3 in color;
on cream laid lle de France paper.

IMAGES sHOWN: Left, Mir6 (Spanish. 1893
1983), Untitled, lithograph, with poem, “Toto-
vaca,” by Tristan Tzara (Samuel Rosenstock;
French, born Romania. 1896—1963), 9% x 674"
(24.7 x 178.5 cm), irreg.; right, Wols (Otto
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Alfred Wolfgang Schulze; German. 1913-1951),
Figure, drypoint, with excerpts from play by
[liazd (Ilia Zdanevitch; Russian. 1894—1975),
6%6 X 476" (16.1 X 11.3 cm).

HousiNG: Publisher’s vellum wrapper for
folded sheets, with line-block reproduction after
drawing by Georges Ribemont-Dessaignes; pub-
lisher’s two cream wove Auvergne paper interior
wrappers under exterior wrapper of vellum
around cream wove Auvergne paper; publisher’s
quarter vellum over brown paperboard solander
box, lined with cream paper.

EDITIONS: Book: 158: 115 numbered 1—115
(this copy, no. 44); 41 hors-commerce, numbered
1-XLI, reserved for collaborators and friends;

2 hors-commerce, marked A—B, deposit copies;
portfolio: 13 numbered 13/1-13/13, 10 0n China
PEI])&T El[ld 3 on wove puper.

pRINTERS: Chagall etching, Paul Haasen,
Paris; other intaglio prints, Lacouriére, Paris;
lithographs, Mourlot Fréres, Paris; woodcuts,
linoleum cut, and text, Imprimerie Union, Paris.
BOOK DESIGNER: Iliazd.

ryPoGRAPHY: Gill.

CATALOGUES RAISONN Miro: Cramer 19,
Mourlot 88. Wols: Grohmann LI

cOLLECTION: The Museum of Modern Art,

New York. Louis E. Stern Collection
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When, in the late 1940s, the poet, book de-
signer, and publisher lliazd gathered together
poetry and art from his many friends for this
book, he continued his confrontation with the
lettristes, @ French movement begun in 1946’
that appeared to imitate his own and Futurist
experiments made earlier in the century. He
gave proofs of the poems to the artists, who
sketched their planned images in the areas
allotted to them. The book’s sheets were meant
to be folded in quarters, but not cut, requiring
the reader to unfold and refold each one. The
element of discovery in this process was not
necessarily attractive to careful book collectors,
many of whom never allowed their copies

to be folded.
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MAax ERNST

American, born Germany. 1891-1976

65 Maximiliana, ou ['exercice illégal de
Dastronomie

AUTHOR: Max Ernst.

PUBLISHER: Paris: Le Degré Quarante et Un
[1hiazd], 1964. First edition.

PAGINATION: 6o folios, each 2-folio signature
numbered 1-30.

PAGE SIZE: 1676 x 12" (40.8 x 30.5 cm).
IMAGES: 28 etchings, o with aquatint, and 6
aquatints, most in color; line-block reproduc-
tions, after the artist's “secret writing,” draw-
ings, and collages, in black and in color; on buff
wove :'\miquu Japan paper.

IMAGES SHOWN: Left page, 5%

X 4+
7 X 7.4cm).

"{14 X

11.4 cm), right page, 5 x 2'%s

HOUSING: Publisher's parchment wrapper with
design, after Ernst, stamped in black on front,
OVer 2 cream Wove paper wWrappers, over interior
gray-green laid paper wrapper, over folded blank
ocher laid paper folios and folded blank gray-

green laid paper folios at front and back: publish-
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er’s beige linen slipcase with design, after Ernst,
stamped in black on spine.

EDITION: 75: 65 numbered 1-65 (this copy,

no. 45, signed); 1o numbered [-X.

PRINTERS: Etchings, Georges Visat and Louis
Lemoine, Paris; text, Louis Barnier and
Raymond Billior, Imprimerie Union, Paris.
BOOK DESIGNER: lliazd.

TYPOGRAPHY: Gill.

CATALOGUE RATISONNE: Spies and Leppien o5
COLLECTION: The New York Public Library,
Astor, Lenox, and Tilden Foundations. Spencer
Collection. Gift of Dorothea Tanning

The unusual title, 65 Maximiliana, refers to a
;’?I’;H.’f!r'u':f the astronomer Ernst Wilhelm

wered in 1561 and named in honor

Tempel di
of Maxtmilian Il, King of Bavaria; it later
was renamed Cybele. A periodically appearing

comet is named after Tempel himself.
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Above, woodblock (for plate ar right) from
A toute épreuve. [c. 1947-58]. 13 x 9 %6" (33 X
24.9 cm). The Museum of Modern Art,

New York. Gift of Gérald Cramer in honor
of Riva Castleman
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11 ne faut pas voir la réalité telle que je suis
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Joax MIRrO

Spanish. 18931983

A toute épreuve

AUTHOR: Paul Eluard (Eugéne Grindel; French.
1895—-1952).

PUBLISHER: Geneva: Gérald Cramer, [1958].
PAGINATION: 52 unnumbered folios.

PAGE S12E: 12%6 X 9'¥a" (32 x 25 cm).
IMAGES: 79 woodcuts (including wrapper
front): 3 in color; 1 in black; 63 with collagraph,
in color; 2 with collagraph, in black; 6 with colla-
graph and collage, in color; 3 with collagraph, in
color, with collage; 1 with collagraph, in black,
with collage; mostly on ivory wove Arches paper
(executed 1947—58).

IMAGES SHOWN: Opposite, right, 12

(32 x 17 cm); above, left page, 8%6 x 97
23.3 cm), right page, 1% x 8" (29.8 x 20.4 cm);
all irreg.

HOUSING: Publisher's cream laid Auvergne
Richard de Bas paper wrapper with wooadcut on
l"l'ﬂ['l‘l Pnb“\‘}]t’l".‘\ cream wove IJLIP&‘I’ 'il'n(‘['ii"l'

wrapper; beige linen solander box lined with

gray paper; quarter multicolored leather over
yellow paperboard slipcase, made by Gerhard
Gerlach for Louis E. Stern.

EDITIONS: Book: 130: 6 numbered 1-6, with 2
supplementary suites, color separations for 1
print, woodcut fragment with gouache additions,
and woodblock; 20 numbered 726, with supple-
mentary suite and woodcut fragment with
gouache additions; 80 numbered 27106 (this

L‘(’)p'\_-" no. ﬁi;}{;nt‘.(]); 24 ;"rr)f_\—L'rwm.?."r:'<.‘. num-

bered |- X X1V, reserved for collaborators: port-
tolio of 4 prints with wide margins: 30 numbered
; /10,

PRINTERS: Plates, Atelier Lacouriére, Paris;

text, Fequet et Baudier, Paris.

BOOK DESIGNERS: Gérald Cramer, Joan Miro,
and Paul Eluard.

IYPOGRAPHY: Didot, set by Fonderies
Deberny et Peignot.

CATALOGUES RAISONNES: Cramer 49. Dupin
161—234-

coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

An artist whose paintings might include rope,
stones, sand, and myriad bird, animal, and
human forms (whose images might well have
been found in mail-order catalogues) could be
expected to be inventive when asked to make a
book around the poem r{_f'a ‘L{rm.f‘j}.’}'n:f, using a
medium he had never tried. His response was to
use !7{"‘{???}%.\' (ff-u'”f}f!, Jlr'?f;L'.'.‘fI'.' H'HU({, I['f‘rt“ UJ"’({
wood engravings, and bark paper to achieve the
frf-’.f::'\ ('.’.\'ﬂl"l.-':':l'—LI”Jr r_'f??ﬁif{l’!‘.'l‘;’ff}?#‘,'”f.\' I}J’LTI L{L?.ﬁ'!-l? on

the pages of this perfectly produced book.
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LARRY RIVERS

American, born 1923
Stones

AUTHOR: Frank O'Hara (American. 1926—
1966).
PUBLISHER: [West Islip, N.Y.]: Universal
Limited Art Editions, [1960]. First edition.

PAGINATION: 14 folios: (2), 1-12, (2)

PAGE s12E: 186 x 23%" (47.5 x 60 cm), irreg.
imacESs: 13 lithographs (including title page).
in black on white wove Douglas Howell paper
(executed 1957—60); 1 oil drawing (inscribed

“MoMA” on wrapper).

IMAGE SHOWN: Wil We Ever Ger, 12"he x

186" (32.3 X 47.8 cm), irreg.

HoUsING: Publisher's blue, rough, wove paper

wrapper, with oil drawing on front, in ivory
paperboard folder with ivory ribben tie, lined
with ivory linen.

EDITION: More than 30: 25 numbered I-XXV
(this copy, no. I, qi:_';nu].'l; 5 artist’s [n'unt's;
marked A—E; several trial proofs.

PRINTER: Robert Blackburn at Universal
Limited Art Editions, West Islip, N.Y.

BOOK DESIGNERS: Frank O'Hara and Larry
Rivers.

rYPoGRAPHY: Author’s manuscript.

CATALOGUE RAISONNE: Sparks Rivers 11-24.
coLLECTION: The Museum of Modern Art,
New York. Gift of Mr. and Mrs. E. Powis Jones

Rivers and O Hara collaborated much more
closely on their book than other artists and writ-
ers previously had done. The sheets for Stones
were the result of conversations that were con-
ducted with i s-fr'}r{gru{:!.r’y.fln‘ crayons on the litho-
graphic stones that gave the work its title.

O Hara wrote a few words (backward, since
they would reverse in printing ) on the stone,

and Rivers replied to them by drawing what he

felt would carry on or complete the poem.




ROBERT MOTHERWELL
American. 19151991

A la pintura A To Painting

auTHOR: Rafael Alberti (Spanish, born 1902).

Trans. by Ben Belitt.
PUBLISHER: West Islip, N.Y.: Universal
Limited Art Editions, 1972.

PAGINATION: 24 unnumbered folios.
119

PAGE SIZE: 25%6 X 37 %e" (65 X 9G.5 cm).
IMAGES: 19 aquatints and /or lift-ground aqua-
tints (most with etching, soft-ground etching,
and /or line block), 1 etching, and 1 soft-ground

etching (2 in black and 19 in color) on ivory

wove J. B. Green paper (executed 1968—7:

IMAGE SHOWN: Blue i—3, Yo' (46 x

27.3 cm).
HOUSING: Unbound without wrapper.
Publisher’s white-formica-laminated wood box

with clear plexiglass top, brass handles, and slid-

ing drawer with brass nautical fittings, designed I“?‘r}“l;“}”_\' ‘F;‘-._\;\,p,_.‘\-[.-r,v‘ with stan-as of the poen

by Motherwell. printed in B

EDITION: 5§ o numbered 1 /yo—40 /40 (this

copy, no. 1/40, signed); 8 artist’s prn.'ur}_ num

bered 1/8—8/8; 2 publisher’s proofs, numbered

and ai

) : g at a time.
PRINTERS: Plates, Donn Steward at Universal S £

Limited Art Editions, West Islip, N.Y.; text, Juda
Rosenberg.

TYPOGRAPHY: Set h_\ Esther Pullman.
CATALOGUES RAISONNES: Belknap 82-102.

Sparks Motherwell 1538,

coLLEcTION: The Museum of Modern Art,
New York. Gift of Celeste Bartos

n jr';."/uu'f'ug Alberti’s ode to the _g,"{'r:f'fl-'.: :)__I.L'rn}r,l.f"

Motherwell varied one of his familiar composi-
tions that he called Opens to emphasize the
diverse perceptions of each hue. Each flat sheet

f..\' i \\'I.HQ'!L’ L'I'J.r?}l,ﬁu.\'f.’lra.?.'. {‘rJH.f.JM.'!.r.‘L;{ one or o

’."rf.‘.ff L.'|‘H(]'i _sl;‘&'H.'.-'.\.h’ i _iL')’TL!Fu‘{t'

I 5 f IR r . g g / o faroe 19
colors. The artist conceived of these large sheets
resting in a box, the top of which is transparent

y . o ¥
OWs J'.'I.I.I‘L'.'?a' to be seen and 1'1”'{\\";"?:"14'\'(‘{!'. one

{03




AUBREY BEARDSLEY This book’s publication year is the same as
British. 18721898 that of Toulouse-Lautrec’s Yvette Guilbert.
5&!(»‘??:3, a Tj.‘lgu{v in One Act B&’.d.’f{.\l’@} TLm (m{lll E-!"LTI{} n.u:llﬂ.ear\\ old when
| he made his drawings for Wilde's play; but,
AUTHOR: Oscar Wilde (British. 1854-1900). i . S 5 :
: 2 e Y ; TR like the French artist, he was {rfrerm'-)-' NOLOTIOWS,
I'rans. from French by Lord Alfred Bruce : ; T
= 2 estranged from the society of his birth, and an
Douglas. S 5 i ) {f ’ !
e S nstinctive and superd draftsman. e créate
puBLISHERS: London: Elkin Mathews & John : L ; : S alhei
Lane; Boston: Copeland & Day, 1894. First a unique style that was to symbolize for
English edition. many the epitome of late nineteenth-century

PAGINATION: 88 pages: (4), [1], 2—66, [67 exoticism.

(27); 10 plates hors-texte.
84h X6
13 line-block reproductions after

PAGE SIZE: (21.6 x 16.8 cm).

IMAG

drawings (including title page, list of illustra-
, in black on cream wove

tions, and L;lilpic.‘l.‘ }
paper.

IMAGE SHOWN: 6% X 4 %a" (17.1 x 12.2 cm).
HousiNG: Publisher’s green silk binding with
gold-leaf design, after Beardsley, stamped on

front, back, and spine; cream wove endpapers.

EDITION: soo regular; 100 large deluxe, for
English ed., bound in green silk (this copy).
PRINTERS: Plates engraved by Carl Hentschel;
text and plates printed by T. and A. Constable,
Edinburgh.

coLLECTION: The New York Public Library,
Astor, Lenox, and Tilden Foundations.

Henry W. and Albert A. Berg Collection
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EDWARD BURNE-JONES
British. 1833—1808

IMAGES SHOWN: Each page, Morris, decorative only slightly different from, though less porent,

border, 147 x 10%s" (37.8 x 26.2 cm), right page, perhaps, than that infecting the artist. Morris,
wood engraving, after Burne-Jones, 5/ x 67"
(13 x 16.8 cm).

HousiNG: Full red leather binding with ivory
laid endpapers, made by Gerhard Gerlach for
Louis E. Stern.

EDITION: 437: 12 on vellum, including 4 fors-

WiLrLiaMm MORRIS on whose press this imposing volume was

British. 1834—1896
The Works of Geoffrey Chaucer,
Now Newly Imprinted

printed, nearly overwhelmed the pictorial areas
ke made avatlable to the work of his friend
Burne-fones with his decorative letters, borders,
and page designs. Morris’s revivalist, neo-
AUTHOR: Geoffrey Chaucer (British. c. 1343—
1400).

PUBLISHER: Hammersmith [Lmldon]:

commerce; 425 on paper (this copy). medieval vision pervades this work and provides
PRINTER: William Morris at Kelmscott Press, an evident contrast with volumes dominated {.’3)
Hammersmith, London. the work of modern artists.

Kelmscott Press, [1896 e -
[ ) ] BOOK DESIGNER: William Morris.

PAGINATION: 567 pages: (67), [i], it [iii], [1],
2554, (4)-
PAGE SI1ZE: 16% x 11/4" (42.2 x 28.2 cm), irreg,.

TYPOGRAPHY: Chaucer, designed by Morris.

CATALOGUE RAISONNE: Peterson A 40.

y ; 2 ! cOLLECTION: The Museum of Modern Art,
IMAGES: 87 wood engravings, after drawings by v Yok Lot S Callssdian
Burne-Jones (cut by W. H. Hooper); and wood
engravings, after designs by Morris, including
ornamental title page, 87 frames (many repeats),
117 borders (many repeats), 34 words (11
repeats), and 2,047 initials (many repeats); in

The germ that inhabits the enthusiast who must
have a printing press, must design a new font of
type, must find new and better (or old and bet-

black on ivory laid paper (executed 1893—96). ter) papers, and must make beautiful books is
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HENRY VAN
Belgian. 18631957

DE VELDE

Also sprach Zarathustra, ein Buch fiir Alle
und Keinen

AUTHOR: Friedrich Nietzsche (German. 1844—
1900).

PUBLISHER: Leipzig: Insel Verlag, 1908.
PAGINATION: 170 pages: (6), [1-4], 5—160,
[161]; (3)-

PAGE S1ZE: 147 x 10%" (37 X 25.4 cm).
iMAGES: Line-block reproductions, after designs
by van de Velde, in color on ivory wove paper.
iMAGE sHOWN: Title spread, each page, 13" x
8'%6" (34.8 x 22.1 ecm).

HOUSING: Publisher’s Japanese vellum binding,
with designs, after van de Velde, gilt-stamped on

front and spine; ivory wove endpapers.
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EDITION: §30: too numbered 1-100, bound in
leather; 430 numbered 101—530, bound in Japa-
nese vellum (this copy, no. 190).

PRINTER: W. Drugulin, Leipzig.

BOOK DESIGNER: Henry van de Velde.
TYPOGRAPHY: Designed by George Lemmen.
coLLECTION: The New York Public Library,
Astor, Lenox, and Tilden Foundations. Spencer
Collection

The Belgian architect and designer created
two books devoted to the texts of Friedrich
Nietzsche, Ecce Homo and this one. The inter-
lacings of letter forms in the refined version of
Art Nouveau that characterized van de Velde's
work are given their most opulent presentation

on the title page of Also sprach Zarathustra.




OskAR KOKOSCHKA
British, born Austria. 18861980

Die tréumenden Knaben

sutrHOR: Oskar Kokoschka.

PUBLISHER: Leipzig: Kurt Wolff Verlag, 1917.
(First edition, Vienna: Wiener Werkstiitte, 1908;
unsold copies reissued 1917.)

PAGINATION: 10 unnumbered folios.

PAGE SIZE: 9%s X 10 %" (24 X 27.5 cm).
iMAaGES: 8 transfer lithographs, in color (exe-
cuted 1906—o8), and 2 line-block reproductions,
after drawings (front cover and half-title page),
in black, on cream wove paper.

IMAGE SHOWN: Das Madchen Li und ich, 97 x

19/5" (24 x 27.7 cm).
HOUSING: Publisher’s beige linen cover bound
with black cord, with reproduction, after

Kokoschka, mounted on front; cream endpapers.

EDITION: Wiener Werkstirte: 500! 275 num-
bered 1—275, reissued in 1917 (this copy, no. 54).
PRINTER: Berger und Chwala, Vienna.

CATALOGUES RAISONNES: Wingler and Welz

22—29. Arntz 1-8.
coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

Commussioned by the workshop from which the
most important pmduc.r‘w 0 f Fiennese Art
Nouveau, or Jugendstil, originated, the student

artist Kokoschka created this tale of young love.

Most copies remained unsold, and they were
taken by a commercial publisher nine years

later and reissued with new covers.

ich in der licbe alles wesens
und wicder fiel ich nieder

in der nacht da m den wil.
dern dic paarende schlange
ihre haut streicht unter dem
heillen stemn und der wassere
hirsch reibt sein pechém
an den zimmistauden; sl
ich den moschus des tieres
roch m  allen niedrigen
strauchern

e int fremd um mich’ jeo
mand sollte antwarten
alles liuft nach seinen ei.
genen  fihrten wund dic
singenden  miicken idber-
zittern die schreie

wer denkt grinsende gotter.
gesichter und fragtden sing-
sang der zauberer und 1.1'-&-
manner, wenn sie die boote
fahrer begleiten welche
fraven holen

und ich war ein kriechend
ding/ als ich die ticre suchte
und mich zu ihnen hiclt
kleiner/| was wolliest du
hinter den alten als du die
gottzauberer aufsuchtest
und ich war ein taumelnder/
als ich mein flesch ere
kannte

und ein allesliebender als
ich mit einem midchen

sprach

dieses buch wurde geschrie-
ben und gezeichner wvon
Oskar Kokoschka verlegt
ven der wiener werkatitte
edrucks in_den offizinem

rger und Chwala) 1908




AND GOD $SAID LET THERE BE
LIGHTS IN THEFIRMAMENT OF THE
HEAVEN TO DIVIDE THE DAY
FROM THE NIGHT AND LET THEM
BE FOR SIGNS AND FOR SEASONS
AND FOR DAYS AND YEARS » AND
LET THEM BE FOR LIGHTS IN THE
FIRMAMENT OF THE HEAVEN TO
GIVELIGHT UPON THE EARTH AND
IT WAS 5O » AND GOD MADE TWO
GREAT LIGHTS THE GREATER LIGHT
TO RULE THE DAY AND THE LESSER
LIGHT TO RULE THE NIGHT HE

MADE THE STARS ALSO

PauL NASH
British. 1889—1946

Genesis

AUTHOR: Bible.

PUBLISHER: Soho [London]: The Nonesuch
Press, 1924.

PAGINATION: 30 unnumbered folios (including
flyleaves).

PAGE SIZE: 1076 X 74" (26.5 X 19 cm), irreg.
IMAGES: 12 wood engravings, in black on cream
laid Zanders paper.

IMAGE SHOWN: The Sun and the Moon, 476 x
37%46" (11.3 x 8.8 cm).

HOUSING: Publisher’s black linen binding with
closed-bolt pages; cream endpapers.

Epirion: 375 numbered 1—375 (this copy,

no. 75).

PRINTER: Curwen Press, London.
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TyroGRAPHY: Neuland, designed by Rudolf
Koch.

CATALOGUES RAISONNES: Fletcher 42—53.

Postan wq2-w53.

coLLEcTION: The Museum of Modern Art,

New York. A. Conger Goodyear Fund

Adding images to the Bible has generally been
the work of illustrators attempting to make the
events and characters udaprm‘u’e to contempo-
rary f{ﬂ’, Nash made abstract (’umlr‘u.s'{'n'rm.\' to
illuserate the daily transformations related in
the first chapter of Genesis and to evoke the
m‘mfl\'pf.fere qf the f’t‘gﬁ'mz zln.g 0 JI' “the world and
its inhabitants.




BEN SHAHN
American, born Lithuania. 18981969

The Alphabet of "Creation

AUTHOR: Moses de Léon (Moses ben Shem Tov
de Léon).

pUBLISHER: New York: Pantheon, 1954.
PAGINATION: 24 unnumbered folios and 1
b‘_)l]l'ld Sllllplr‘ﬂ'lt‘['liﬂl'_\' dl'.]“'i['lg.

PAGE SI1ZE: 10 6 X 646" (27.5 X 17 cm).
IMAGES: 43 line-block reproductions, after
brush- or pen-and-ink drawings; supplementary
brush- and pen-and-black-ink drawing (frontis-
piece); on ivory wove Umbria paper.

IMAGES SHOWN: Left page, drawing, 3'%e x
346" (9.7 x 7.8 cm), irreg., right page, 2% x 4"
(7 x 10.2 cm), irreg.

HoUSING: Publisher’s beige linen binding with
design, after Shahn, mounted on front; ivory
wove endpapers; publisher’s brown paperboard
slipcase.

EDITION: §50: 50 numbered 1—50 on Umbria
paper, with supplementary drawings (this copy,
no. 1); 500 numbered §1—550 on Rives paper.

PRINTER: The .\‘pir;ll Press, New York.
TYPOGRAPHY: Emerson,

CATALOGUE RAISONNE: Prescott, page 231.
COLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

Shakn’s screenprints were porent carriers of
soctal commentary in the 1940s. He brought to
his art making a committed sense of morality
as well as an interest in the symbols and stories
of the Bible. This well-designed publication of
the Hebrew alphabet was printed at America’s
illustrious Spiral Press.

THE ALPHABET
OF CREATION

An ancient legend from the Zohar

with drawings by BEN SHAHN.

Printed at The Spiral Press and

published by Pantheon, New York.
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ARISTIDE MaAaIrLLoOL
French. 1861-1944

The Eclogues

auTHOR: Virgil (Roman. 70—19 B.¢..). Trans. by
J. H. Mason.

pUBLISHER: London: Emery Walker Limited
[for Cranach Presse], 1927.

PAGINATION: 127 pages: (8), [1-3], 4—110,

[111
PAGE SIZE: 12%es x 9'/6" (33 X 24.6 cm), irreg.
IMAGES: 44 wood engravings (including
Cranach Presse publisher’s vignerte); 3 orna-
ments (including 1 repeat); and 16 initials
(ornamented by Maillol and eut by Eric Gill, 3
repeats); in black on ivory laid Maillol paper
(executed 1912—25).

IMAGE SHOWN: Tityrus Playing on His Pipe,
1% x 446" (9.2 X 10.3 cm).

HOUSING: Quarter beige linen over blue paper-
board binding, ivory laid endpapers.

P. VERGIL] MARONIS ECLOGA FRIMA

MELIBOEUS ET TITYRUS

INCIFIT MELIBOEUS

TITYRE TU PATULAE RECUBANS SUE
TEGMINE FAGH,SILVESTREM TENUI MU

{S AVENA:, NOS PATRIAE
FINIS ET DULCIA LlNQ IMUS ARVA.
NOS PATRIAM FUGIMUS : TU TITYRE
LENTUS IN UMBRA ; FORMOSAM RE

SAM MEDITAR

EpITioNS: English: 264: 200 numbered 1-200
on Maillol paper (this copy, no. 22, uncut); 25
hors-commerce, numbered 201-225 on Maillol
paper; 6 marked A—F on vellum, including 1
hors-commerce; 25 numbered 1 - XXV on ]Tr‘lpt’ri.'-J]
Japan paper; 8 hors-commerce, numbered XXVI—
XXXIII; German (1926): 304; French (1926):
202.

pRINTER: Cranach Presse, Weimar.

BOOK DESIGNER: Count Harry Kessler.
ryroGRAPHY: Title page, Eric Gill; roman,
after Nicolas Jensen, designed by Edward Prince;
italic. Edward Johnston.

CATALOGUES RAISONNES: Rewald 8—ja2.
Guérin 15—58.

coLLEcTioN: The Museum of Modern Art,
New York, Henry Church Fund

This is the first of several classic books illus-
trated by the sculptor. The pages of his equally
admired, small Daphnis et Chloé :‘5\: Longus of

1937, like The Eclogues, were based on the
Italtan Renaissance design in which a picture is
placed within a square or rectangle above a
well-designed block of type. Both books share
the clarity that linear images and type of the

proper design and weight give to a page.

P. VERGILIUS MARO: FIRST ECLOGUE

MELIBOEUS AND TITYRUS

Aol

Armrylhs,

a rustic recd.

MEELIBOELS: Tieyrus, lymg at ease in
the shade of the beechwood tree, you
lay overand averagamon yourslender
H - arustic song, Olur sad lo 15 1o leave
our hamel; ndt.‘alul the fields we loved, and to wend
our way to a foceign land. You, at your ease m the
shade, bl the woods with your songs of the lovely

TITYRUS : Friend Melibocus, 1 was a god, who
pranted e s happy eas
f\,m asa god, and hus altar shall oft.mes redden wath
the sacrifice of a tender limb from my sheepfold. By
hux gracions will moy cattle pasture freely, as you see,
while | spend the ume playing my Evourite tunesan

Yes, | will ever worshep

MELIBOEUS: | do not envy your happine

rvels for on all sdes far and near there 15 conf

i the countryside. Laok at me, dl in myself |

them on the i
oales struck by

Burtellme, T

SONARE DOCES AMARYLLIDA SILVAS.

4
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Jupiter, parce qu'il se souvient des feux injustement laneds par lui; il gagne

endues des dns son horreur du feu, 11 choise

t le pire de Phaéthon, livide er d ¢ de son delary el gu'il

it 'univers pendant ome éclipse, déveste | gre, le e -mifme,

et son dme gabandonne & In douleors; & T doule t b colére; il refose
au monde son ministere ; « Clest assez, dit-il; depuis Vorigine de
destin fut de ne pas connalire le repos; je suis las de 1w

impense. Qu'un autre, quel qu le ehar qui parte n lue

e 3¢ trouve personne £t s le
maitre conduise Tni-mémey an moins, peadant gu'il et f ne,
il déposeea enfin ces foudres qui penvent ravir des a leur pere. Alors

i, en eprovvant la force de mes chevaoy aux
fnmme, que la mort émit un chiitiment immérité pour celul qui ne
diriger. » A cos mots tous les dieus entourent le Soleil; d'une voix suppliante
ils le conjurent de ne pas couvrir le monde de téntbres; Jupiter méme s'excuse

d'averir lancé ses feus et aux prifres, en souvernin, 1 apoute les menz

rassemble ses che
il les frappe de Paiguillon et du f
impute Iy mort de son fils,

E ~prnissnt parco aste e du ciel; il examine s

I quelques parties éhmnlées par la violence du feo ne m
_d roine, Quand i la voie solide, toujours anssi force,

reg sur be terre et sur les désastres de Phumamté, Ms

lui inspire une sollicitude plus artentive; il rérablic

des fleuves, qui n'osient pie encore couler; il

artires de feuillages et commuande aus forées mueilé

illiriv et venait, multipliant ses visi

et il comgut une passion brilante, qui l'e

ne s'appliquait pas & assouplir la liine en b cardunt, 06 4 varier lo disposition

+h

flolés, encore tremblants d'épouvante; dans s

5 ardent & sévir, il leur reproche, il leur

5, une vierge de N

PasrLo Picasso
Spanish. 1881-1973

Les Métamorphoses

AUTHOR: Ovid (Roman. 43 B.C.—A.D. 18).
Trans. by Georges Lataye.

PUBLISHER: Lausanne: Albert Skira Editeur,
I931.

PAGINATION: 412 pages

)s [1-6], 7—394,
[395], (23): 15 plates hors-texte.
PAGE SIZE: 12'%s X 10/4" (32.5 x 26 cm), irreg.
IMAGES: 30 etchings, in black on cream laid
Arches paper (executed 1930—31).
IMAGE SHOWN: Chute de Phaéton avec |
du soleil, 8'%e x 6

char

5" (22.7 % 17 cm), irreg,

HOUSING: Publisher’s cream wove Japan paper

wrapper; gray-brown linen solander box lined

with gray pape

brown linen slipcase, made by Gerhard Gerlacl

r; quarter red leather over gray-

for Louis E. Stern.
EDITION: 145: 5 numbered 1—5 on Imperial

apan paper, with 2 supplementary suites and
pag Pl :

drawing; 25 numbered 6—30 on Impe ial ] apan
paper. with supplementary suite; 95 numbered

31-125 on Arches paper (this copy, no. 79,

signed); 20 hors-commerce, numbered - XX,
reserved for collaborators.

PRINTERS: Plates, Louis Fort, Paris; text, Léon
Pichon, Paris.

CATALOGUES RAISONNES: Cramer 19. Geiser
and Baer 143—172.

COLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

In this, Picasso :\'_ first seriows attempt n_:\ff:s".frru-
a text and provide an alternate vision of it, he
exploited his innate talent for organizing line

into compositions. Even where he depicted the

movement of horses, they appear as if in a clas-
sic frieze, and their activity does not rupture the
p."i‘f.f.m‘ plane. The tragic moments of Ovid s

tales, from Phaeton’s fall to Eurydice’s fatal

snakebite, are Lft’.}nh';e;.f' in the artificial poses of

a tableau vivant.
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GEORGES BRAQUE

French. 18821963

Théogonie

AuTHOR: Hesiod (Greek, 8th century B.C.).

PUBLISHER: Paris: Maeght Editeur, 1955.
(Commissioned by Vollard.)

pages: (6), [1-6], 7

= |

PAGINATION: 9O
(67).

PAGE SIZE!

% 13%4" (44.4 X 33.7 cm), irreg.

IMAGES: 14 etchings (2 with aquatint), 1
aquarint, and 3 photogravures, in black; 1 erching
and aquarint, in color; 1 etching and aquatint, in
color with varnish (wrapper front); on ivory
wove Auvergne paper (except wrapper)
(executed 1932—55)-

IMAGE sHOWN: Above, 117 x 8%" (30.1 x
22.32 cm)-

HousiNG: Publisher's cream wove paper wrap-
per, in black with etching and aquatint on front;
black paperboard folder; black paperboard slip-
case with pasted pieces of torn, painted papers;

Left, plate from Théogonie by Hesiod (from

suite). 1932. Etching with remarques. 1.

11'%e" (36.7 x 30 em). Vallier 20 f. The Museum
of Modern Art, New York. Louis E. Stern

Collection

protective plexiglass case, probably made for
Louis E. Stern.

EDITION: 150 numbered 1-150 (this copy,
no. 31, signed).

pRINTER: Fequet et Baudier, Paris.
TYPOGRAPHY: Europe.

CATALOGUE RAISONNE: Vallier 23.
coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

Hesiod's guide to the gods was a perfect setting

for Brague’s interest in archaic Greek figures,

which may have been r'gr.riferf fn his assoctation
with the Greek publisher and art critic Christian
Zervos. Zervos was to publish a number of
Braque’s preparatory drawings in his journal
Cahiers d'art in 1932, at which time Brague

had ('ump.!'e.re:rf sixteen prints. He still had not

finished his work for the book by 1939 when

Vollard, who had commissioned it, died.
Portfolios of the prints with remarques around
their edges were put together, but before the
book could be completed by Aimé Maeght in
1955, three plates were lost. New plates were
made photog rupf’a.."cfz."{'y_,f,'*mm early printings,

7 * \ 7
all the remargues on the EXISIING piales Were

removed, and other plates rontispiece, cover,
and two decorative text images) were added by

the artist.




HENRI MATISSE
French. 1869—1954

Pasiphaé, chant de Minos (Les Crétois)

AUTHOR: Henry de Montherlant (French. 1896
1972),

PUBLISHER: [Paris]: Martin Fabiani Editeur,
1944

PAGINATION: 136 pages: (4), [1-8], 9—121,

EDITION: 250: 30 numbered 1 joon A miqLJc'
Japan paper, with supplementary suite; 200
numbered 31—230 on Arches paper (this copy,
no. 159); 20 Aors-commerce, numbered I— XX on
Arches paper.

PRINTER: Fequet et Baudier, Paris.
CATALOGUE RAISONNE: Duthuit 1o,
COLLECTION: The Museum of Modern Art,
w York. Louis E. Stern Collection

[122—125], (7).
PAGE STZE: 12 %6 x 94

" (32.5 X 24.8 cm). A contemporary retelling of the story of

IMAGES: 50 linoleum cuts (including head- and Pasiphaé and the Minoan bull was the impetus
S e e e . lagask = anles 3 o . : i . . . . .
tailpieces and in-text plates), in black; 1 linoleum for one of Matisse’s most intensive printmaking
cut (wrapper), in color; 13 linoleum-cut orna- 1 oh . e C g g
L (WEapper) e, 3 e experiences. H':Jrﬁ(‘m\;‘! with linoleum, a fairly
mental bands and 84 linoleum-cut initials : . -
_ . easy material to use, Matisse cut many blocks
(1 repeat), in color; on ivory wove Arches paper S : 5 :
i ? of each image to achieve the perfect ,r’ful;' of line

(executed 1943—44). : Friliss : Frapey fiasd .
. . e and relationship of forms. Intent on marching
IMAGE SHOWN: Fraichie sur des [its de violettes, o c_ar bt 'f_"({ " .fmbh“ il

the spirit and ambience of the classic tale,

9% x 776" (24.5 % 18 cm).
HOUSING: Publisher’s ivory wove Arches paper Matisse took as his model ancient Greek black-

wrapper with continuous linoleum cut on front ground vase painting.
and back; publisher’s quarter ivory linen over
cream paperboard folder, lined with ivory paper;

in red-and-tan linen slipcase.

alntenant. toi, J'|J|'l'l”l 1€, 'Llil'l”t‘ sur

les lits de violettes.

Moi. le rot aux cils épais, qui réve dans le

desert ondule,

moi, je vais rompre pour Woi mon pacte fait

aves les bétes.

o et avec les génies noires qui dorment la nugue
dans la simgnée

1L

o de man bras, et qui dorment sans crainte que
je les dévore.

Dies sources qui naissent dans tes pames ji

NE SUis puis rassasié encore.

/

Fs

Y




VIRGILE

GEORGIQVES

FRABNITES

AN

MICHEL DE MAROLLES

ILLVSTHRE

DVNOY
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et AL Ty

2 A

B4 IFEAVE-TONTES PAR

‘R DE SEGONZAC

ANDRE DUNOYER DE
SEGONZAC
Erench. 18841974

Les Geéorgiques

70—19 B.C.). Trans.

auTHOR: Virgil (Roman.
by Michel de Marolles.
pPUBLISHER: [Paris: André Dunoyer de
Segonzac], 1944 [1947]. (Commissioned by
Vollard.)

PAGINATION: 2 vols. I: 212 pages: (1), [1-9],

(@), (-9l

10—201, [202—204], (4); IT: 232 pages:
10—213, [214—216], (22).
PAGE SIZE: 17 s x 13%" (45.5 X 34 cm).

IMAG 118 erchings (including title pages), 26

with drypoint, and 1 drypoint, in black on cream
wove Arches paper (executed 1933—46).
IMAGES SHOWN: Above, Les Grands Chénes,

1 x 9%" (29.2 x 24.4 cm); left, Nu érendu au
bord du golfe, 3% x 6%i6" (8.6 x 16 cm). irreg.

HousING: 2 unhound volumes, each in publish-

£r'§ cream wove .‘\FL"h(’\ ]]H})EE Wwrapper; 2 qulH'I’f'r

red leather over beige linen solander boxes, lined

ach for

with beige paper, made by Gerhard Ger
Louis E. Stern.

EDITION: 275: 50 numbered 1-50, with supple-
mentary suite; 200 numbered §1-250 (this copy,
no. 214); 25 hors-commerce, numbered T-XXV.

PRINTERS: Plates, Jacques Frelaut at

Lacouriére, Paris; text, Imprimerie Nationale,
Paris.

TYPOGRAPHY: Garamond, chosen by Vollard.
CATALOGUE RAISONNE: Lioré and Cailler
B63—-081.

coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

During the 19205 Segongac tllustrated many
contemporary texts with etchings that seemed to
capture the spirit of the times. His popularity
attracted Vollard, who commissioned this two-
volume publication filled to the brim with
deftly executed etchings of the countryside, its

produce, and its seasons.




KURT SELIGMANN

American, born Swizerland. 19¢

The Myth of Oedipus

1962

AUTHOR: Retold l}}' Meyer .‘\:L‘hLl’JiTi.‘ (American,
born Russia, 1904).

PUBLISHER: New York: Durlacher Bros.—

R. Kirk Askew, Jr., 1944. First edition.

PAGINATION: 28 pages: fim |1—H]. a—17, [

: 6 plates Aors-texze.

PAGE S1ZE: 22 %6 X 15%6" (58 x 39.5 cm), irreg.
IMAGES: 6 etchings and 1 line-block reproduc-
tion, in black on ivory wove Whatman paper.
IMAGE SHOWN: The Childhood ’ff.f:-]c;'c!'ﬂ‘;i-fﬂ.\'.

x 116" (45.1 X 29.7 cm).

HOUSING: Publisher’s ivory laid paper wrapper.

CATALOGUE RAISONNE: Mason 117—122.
cOLLECTION: The Museum of Modern Art,
New York. Gift Uf‘l]L[l]’l\ Church

With twisted, It'n'_r‘f.?r'u_;_:_ﬁ-_;{h'.f'c't 5 ';:_gr;vsarst used
the Surrealist idiom to ;'r.v:‘-n.v{'f"‘ the ancient
tragedy of Oedipus, the lover of his mother and
murderer r?r‘-.fu'.\'_,ﬂ'?rfwr_ .5'«'.-"."\5,'xf.=errf.' f'c\s__'.m 1o
make etchings of single . figures—vam pires,

a 1"1;[1.([}-(-"‘ ’Hl}lli;'rf-{'f.l.?”.\'.. f!'?.’L! l'?{/’i' i.'.".i'—!‘” J'-’I}l' L‘i?-".‘:{‘l
t930s. Their bodies were constructions, odd
objects in the tradition of Archimboldo and
:{L'J'i':;fﬂi.'".",i .U_f'm.f'u! cards. Later in the decade the
artist began to wind his figures in drapery,

giving them the appearance of barogue ghosts.

EDITION: More than 50: 50 numbered 1—50 '\(]‘Jis

co P ¥y no.

signed); several unnumbered copies.
PRINTERS: Plates, Kurt Seligmann, New York;
text, H. G. Kallweit.

TYPOGRAPHY: Bodoni.

My u man foas drommeel of Sl ASy b’y st
s b i w4 Ty B s s B~

[4.:.-.- priisen of Thebs wind wao of the fome Lahdaros, in exils #1 the oot of
Mefuagrs, wins ruarrsted Byt King with his son Chrysipgrs to teach i dariot-drivimng.
i Bl i Jurv et vhoe by poderasty for the first tume into Greece, When
called back 1w & Aty to taki the thmse which hasl been held by wsorpens, be
aaieind. off (€ ag wwifily 10 Thebew The boy killed himmelf in
hand of bis wwn s
te, Laims ubotnimed fromn begettiog cliildres, unil
vy densikeaisess, by furgat Apolin’s admonition and slept with the

w won wan bon. The amdnae parn plerced bis

ikl withs o from spike i gave bl o = shepluerd 4 expesn n the baed wiister o

Mot Cithserno, 1 aite servd 10 Hers, the goddes of merriage. The kisdly shuepihersd

olfered him imsteod W » aman of Polybuos, the king of neighboring Cerinth. His

yerile quren, Meduss, poemented the chibd i her bnband us theie own

L]




GEORGES BRAQUE
French. 18821963
Milarepa

auTnoRr: Milarepa (Tibetan, 6th century).
Trans. by Jacques Bacot.

PUBLISHER: Paris: Maeght Editeur, 195

PAGINATION: 26 unnumbered folios.

PAGE SIZE: 9/k X 13/i6" (23.2 X 33.2 cm), irreg,
IMAGES: 4 aquatints (3 with etching), 1 soft-
ground etching, and 6 etched initials (some
repeated), in black on ivory laid Auvergne
Richard de Bas paper.

IMAGE SHOWN: 7'/ x 126" (19.5 x 32.2 cm),
irreg.

HoUSING: Publisher’s full cream vellum wrap
per, lined with buff paper; quarter black leather
over red paperboard solander box, with repro-
duction on front, made by Gerhard Gerlach for
Louis E. Stern.

EDITION: i10: 10 numbered 1—10, with supple-

mentary suite of prints; 9o numbered 11-

l"j"fa’r\—L'r|N.’H,’L’l"ﬂ‘f’_

(this copy, no. 26, signed);
pRINTERS: Plates, Georges Braque with Jean
Signovert, Paris; text, Fequet et Baudier, Paris.
ryrpoGRAPHY: Della Robbia; ornament
designed by Braque.
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J@ me pr
Quilb

au désert 5
Assureront leur salut et le
nir facile & détruire

riture Le suc de la terre

Vimmensit

entrée en r
ma perseve

deserte

CATALOGUE RAISONNE: Vallier 63.
coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

The songs of the Tihetan monk Milarepa are
set against Braque’s flying birds, a motif that
pervades his work after World War I1. The

birds seem indifferent to the wormlike initials

the artist designed for the text.

Sont un pr




MaArRc CHAGALL
French, born Russia. 1887—1985

Four Tales from the Arabian Nights

AauTHOR: Excerpts from ancient Persian, Indian,
and Arabian tales. Trans. by Sir Richard Francis
Burton, 1885—84.

PUBLISHER: New York: Pantheon Books, Inc.,
[1948].

PAGINATION: 2 parts. Book: 4 unnumbered
folios and 13 plates in numbered wrappers; sup-

plementary suite: 166 pla

PAGE SIZE: 16 %6 X 12'%6" (43.1 x 33 cm).

iMmAGES: 12 lithographs, in color; 16 photolitho-

graphic reproductions, after drawings (including
duplicate on wrapper front), in black; 1 supple-
mentary lithograph and 166 progressive proofs,
in color; on cream laid paper.

X 44" (19.4 %

(37.0 x 28.6 cm).

IMAGES SHOWN: Left,

s X 114

11.4 em); right, 14
HOUsING: Book: publisher’s ivory paperboard
wrapper with reproduction on front; supplemen-

embrave

tary suite: publisher’s quarter ivory linen over
ivory paperboard wrapper; both in quarter
brown leather over beige linen solander box and
slipcase, lined with beige paper, made by
Gerhard Gerlach for Louis E. Stern.

EDITION: 111: 9o numbered 1-90; 10 numbered
I-X, with supplementary lithograph and proofs
(this copy, no. X, signed); 11 dedicated Aors-
commerce, marked A—K, with supplementary
lithograph and proofs.

PRINTERS: Plates, Albert Carman, City Island,
N.Y.; text, Meriden Gravure Company, Meriden,
Conn.

BOOK DESIGNER: Jacques Scheffrin.
CATALOGUE RAISONNE: Mourlot 3648,
coLLECTION: The Museum of Modern Art,

New York. Louis E. Stern Collection

Although Chagall had created etchings for La
Fonztaine's fables and the Bible before World
War 11, ffh:l had not been pa(’?ﬂ.\':‘} L’Lf’f’-‘l,\'.fr:?r{,' his
escape from the Nagis to America. Enamored of

exotic tales, he was inspired by those of The

Arabian Nights to Im'rn?’.!zcc‘ fn'.\__ﬁ'r.\'{ L'm'})rpn}.
To make them, he had his pouaches rn.r'rff;'.\_rf-nr.r—
ally rrr;'n.\l',l’:'rra'cr’ to plates, after which he made
corrections and additions. Only al_.fe“'u' words
introduce each color print as a reminder of
which story is J’::JJI:I-\TG:!". The r?m_g:l‘ !'J_f-r_‘d'{')'r} tale

15 in the }ml'mn.'_

£d




HENRI DE
TOULOUSE-LAUTREC
French. 1864—1901

Histoires naturelles

auTHOR: Jules Renard (French. 1861-1910).

PUBLISHER: Paris: H. Floury Editeur, 1899.

First edition.

PAGINATION: 50 unnumbered folios (including
fiyleaves).

PAGE S1ZE: 1274 x 87" (31.7 x 22.5 em).
IMAGES: 23 transfer lithographs (including
wrapper front), in black on cream wove Rives
BFK paper (except wrapper) (executed 1897).
IMAGE SHOWN: Le Chien, 9/6 x 7'%6" (23.2 X
19.6 cm), irreg,.

HOUSING: Publisher's cream wove Japan paper

binding, with lithograph on front; half burgundy

leather over marbleized paperboard folder with
flaps, lined with cream paper; marbleized paper-
board slipcase with burgundy edging.

EDITION: 120 |T|J[T'|b€!'§_’[l I=
no. 36).

J([hi.\ copy,

j'ai mungué do taot. IF fermentait et

— Mair pou A L je it t ws to faire
de peine, mais
1%, 4 Vhaldine

1 avec un légar

PRINTERS: Plates, Henry Stern, Paris; text,
Ch. Renaudie, Paris.

CATALOGUES RAISONNES: Delteil 297—320.
Wittrock 202—224.

coLLEcTION: The Museum of Modern Art,

New York. Louis E. Stern Collection

Toulouse-Lautrec had drawn animals since his
childhood. Although he had become famous
through his representations of Parisian café
life, he looked forward to making drawings for
the introductory pages to each of Renard's con-
temporary .:Jniﬁhsfﬁ? bles. Un fortunate {'jr', his
manner of portraying the animals did not
strictly tllustrate the rext, and the author was
displeased. Several years passed before the book

was finally published.

Le Chien




Le Serpent.

Tu tacharnes sur la beauté.
Et quelles femmes ont été

Je souhaite dans ma maison :

Une femme ayant sa raison,

Un chat passant parmi les livres,
Des amis en toute saison

Sans lesquels je ne peux pas vivre,

Victimes de ta cruaute !
Eve, Eurydice, Cléopatre ;
Jen connais encor trois ou gquatre.

RaourL DUFY commerce, with canceled proofs for deposit
French. 1877-1953 copies.
PRINTER: Gauthier-Villars, Paris.

Le Bestiaire, ou cortége d Orphee o
g CATALOGUE RAISONNE: ( ”1]!’1}”1"1 r 75

AuTHOR: Guillaume Apollinaire (Guillaume coLLEcTION: The Museum of Modern Art,
Apollinaire de Kostrowitsky; French, born Italy. New York. Louis E. Stern Collection
1880-1918).

PUBLISHER: Paris: Deplanche, Editeur d’Art, In this first bestiary of the twentieth century,
1911 each group of animals introduced by the

PAG TN IN: 40 yered folios, ; B .
PAGINATION: 40 unnumbered folic levendary poet-musician f_)r}"/?:‘u.\ 15 repre-

PAGE SIZE: 12'¥6 X 10" (32.5 X 25.5 cm), irreg. sented through the voice of its inimirable
IMAGES: 39 woodcuts (including ornament; e :
e o : W author, Apollinaire.
5 pictorial initials, 1 repeated; head- and tail-

picces), in black on ivory wove Holland paper.
IMAGES SHOWN: Left, Le Chat, 8% x 7%e"
(20.6 x 19.2 cm); right, Le Serpent, 7'%e x 7%"
{20.3 X 19.4 cm).

HousiNG: Publisher’s ivory vellum binding,
with ivory laid flyleaves; full black leather solan-
der box with reproductions inset on front and
back, lined with cream paper. made by Gerhard
Gerlach for Louis E. Stern.

EDITION: 122: 29 numbered 1-29 on Imperial
Japan paper; 91 numbered 30—120 on Holland

paper (this copy, no. 116, signed); 2 hors-

1y




ALEXANDER CALDER
American. 1898—1976

Fables

AUTHOR: Aesop (Greek. ¢. 620—560 B.C.).
Trans. by Sir Roger L'Estrange, 1692.
PUBLISHERS: Paris: Harrison; New York:
Minton, Balch and Company, [1931].
PAGINATION: 138 pages: (20), 1-124, (4);
unbound drawing.

PAGE SIZE: 9'7is X 7' /6" (25 X 19.5 cm), irreg.
IMAGES: 52 line-block reproductions, after pen-
and-ink drawings on ivory, with colored-thread,
laid Guarro Spanish paper; 1 supplementary pen-
and-ink drawing (reproduced as a headpiece on
page 13 and on cover of regular edition) on
cream wove paper.

IMAGES SHOWN: Left side, 4 Gnat Challenges
a Lyon (drawing), 9'%e x 7/4" (24.9 x 18.4 ecm);
right side, cover of regular edition, 4% x 3%s"
(11.4 x 8.1 ¢cm).

120

HOUSING: Publisher’s ivory, with colored-
thread, laid Guarro Spanish paper binding,
boards, and endpapers.

EDITIONS: 665: 595 numbered 1-595 on
Auvergne paper, 425 reserved for American
distribution; so numbered I-L on Guarro paper,
with supplementary drawing, 30 reserved for
American distribution (this copy, no. 11, signed);
20 hors-commerce.

PRINTER: Aimé Jourde, Paris.

BOOK DESIGNER: Monroe Wheeler.
ryrocRAPHY: French Round Face.
cOLLECTION: The Museum of Modern Art,
New York. Gift of Monroe Wheeler

Limited-edition copies of this earliest Calder
book contained his original drawings for the
illustrations. The lion with a gnat on his nose
was used on the jacket of the regular edition of

Aesop s Fables.




a: 975 numbered 1—-975; 25 hors-

ANTONIO FRASCONI EDITION: 1,000
Uruguayan, born Argentina, 1919 commerce, marked A—Y (this copy, marked A,
signed).

2 Fables of Aesop

PRINTER: The Spiral Press, New York.

AUTHOR: Aesop (Greek. c. 620—560 B.C.). BOOK DESIGNER: [n-.~'c|3l1 Blumenthal.

Retold by Glenway Wescott. TYPOGRAPHY: Emerson.

PUBLISHER: New York: The Museum of COLLECTION: The Museum of Modern Art,
Modern Art, 1954. First edition. New York

PAGINATION: innumbered folios.

PAGE SIZE: 10/A x 74" (26.6 X 19 cm). After he moved 1w the United States in 1943,
IMAGES: 17 linoleum cuts (including slipcase), Frasconi used his prinemaking skill to create
15 in black and 2 in color on ivory wove Rives bhooks, many of “_;r:,‘.'_;;', ere ;'r;r?emch'f.:_f";".' piche

aper. e . . . v 4
e ks “'.\/'n-_-d_ In 1920 /JL' '{‘rtl{f!u t‘r_f’ a I;"U:’!fe’}.-"{rr of four-
IMAGE SHOWN: The Starved Farmer and Hi: « 7 y =
s 1y B oy N ; teen woodcuts titled Some Well-Known Fables,
Far Dogs, 846 x 137%6" (20.5 X 34.4 €m), irreg.

which !'rm’-'d("h cm'v!:‘-’.u‘.{c‘cf the I;wd".':"."nm'.rw flf.
this book by The Museum of Modern Art four

years later in both clothbound and paperbound

HOUSING: Publisher’s quarter red linen over

cream paperboard binding, with repr duction on
front and back and ivory wove endpapers; pub- o
lisher’s black paperboard slipcase with linoleum- EALLEOTLS,

cut label mounted on front.

The Starved Farmer

and His Fat Dogs

One severe winter an unfortunate farmer, 1o provide

for his starving women and children, had slaughter
all his livestock: first his sheep, then his goat, then
his cow. Meanwhile his dogs had a good life under the
table, wolfing down the titbits, gnawing the bones. But
when the last bit of cow was served, they took 1o the
tall timber.

“Mutton is good eating,” they said to themselves;

“goat is not bad; cow is edible. And dog," they con-

cluded, “a man can eat dog if he's hungry enough.”




OLca RozaNova

Russian. 18861918

AUuTHOR: Alexei Kruchenykh (Russian. 1886—
1969).

PUBLISHER: [St. Petersburg: Olga Rozanova
and Alexei Kruchenykh, 1916]. First edition.
PAGINATION: 16 unnumbered folios.

PAGE S1ZE: 15/ X 117" (38.5 X 30.2 cm).
IMAGES: 10 woodcuts (1 with collage), 3 in
black and 7 in color, most on cream wove paper;
1 collage (cover).

IMAGES SHOWN: Left, Airplanes over the City,
15/ x 11'%6" (38.5 X 30.3 cm), irreg.; right,
Excerpt from a Newspaper Bulletin, 147 x 104"
(37.1 x 2.7 em), irreg.

HoUSING: Publisher's brown wove paper cover,
with woodcut lettering and collage, bound with
staples.

EDITION: 100 announced (this copy without
cover).

TYPOGRAPHY: Woodcut text.

coLLECTION: The Museum of Modern Art,
New York. Prints and Illustrated Books
Endowment Fund, Abby Aldrich Rockefeller
Fund (by exchange), Mary Ellen Meehan Fund,
Riva Castleman Fund, Purchase, and Purchase

(by exchange)

The recurring theme of war in literature and art
was particularly compelling to Russians when
thetr involvement in World War [ was termi-
nated by the conflicts of their revolution. The
horrors of the war, reported in newspapers, and
the new terror of attack from the sky are em-
phasized in Roganova’s borrowings of news
items and visions of airplanes that accompany
the short poems of her husband. The Russian
Cubo-Futurist style, well-illustrated in the col-
lage that combines woodcuts filled with vigor-
ous diagonal cuts and colored paper, provides a
dynamic mode of presenting war’s heroes and

victims.




GEORGES RouavuLT
French. 1871-1958

Miserere

AUTHOR: Georges Rouault.

PUBLISHER: Paris: Edition de L'Eroile Filante,
1948. (Commissioned by Vollard.)
PAGINATION: 188 unnumbered folios.

PAGE STZE: 25'Vi6 X 197" (66 X 50.2 cm), irreg.
IMAGES: §8 aquatints and lift-ground aquatints
over photogravure, with drypoint, roulette, etch-
ing, and /or soft-ground erching, in black on
cream laid Arches paper (executed 1922—27).
sSHOWN: Left, Plus le coeur est noble,

IMAGE

motns le col est rolde, 237% X 167" (58.7 X 42.3 cm);

right, Quz ne grime pas?, 2274 X 1678" (56.5 X

42.8 cm).

nousixc: Publisher's quarter cream vellum
over red-brown linen folder, with Aaps and brass
fastener, lined with cream paper.

EDITION: 4500 425 numbered 1—425 (this copy,

no. 266); 25 hors-commerce, numbered 1— XX
PRINTERS: Plates,
Aulard, Paris.

acquemin, Paris; text,

CATALOGUES RAISONNES: Chapon and
Rouault 54—111. Chupnn_ PAges 74—09.
cOLLECT10N: The Museum of Modern Art,
New York. Louis E. Stern Collection

Rouaulr responded to the devastation of land,
humanity, and hope produced by World War I
with a combination of reverence and despair.
His plan to create a series q,l';u.r'r'r:!ﬁ that inter-
twined episodes from the life of Christ with the
recent experience of war included visionary and
satiric titles for each image. In the tradition of
Goya s sertes of prints of more than a century
earlier, which had similarly fronic titles, the
Jf{'ff_}-—t.'i}{fr! plates of Miserere form a strongly
linked visual narrative enhanced by the author-

artist's saltent commentary.

)
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124

rivés, fixes d'angoisse, sur la tranchée allemande d'od juillis-
et droites des mausers, Puis des

nie, les mitraillenses i

satent les flammes courte

rafales d'obus avaient troué la compag |

avaient fauché des rangées d'hommes, et de la masse frémis-

sante qui chargeail, tragique, silencieuse, il ne ealnil que cos l

vingl hommes blottis, ves blessés qui se trainaient, geignanl,

el louws cos morts... f
Gilberl, enlee deux explosions, if entendu le o |

s'derier: « Ah ! clest finil » Le ble s'dlait encore v

o1 il dtait mort liv, dans 1
Dans ce champ panyre ‘
|

ques mitres, comme une héte ¢
“tait-ce triste ? A peine

un sanglot, E

t un cadavre de plus, un
rerail apris Pattagoe, si Fon

anx airs de terrain vigue, cela fais

autre dermeur blen qu'on ente

HOULY cux, des Boches
k

il. A quelgues pas, sous un lerire ¢

claient enfouis's lewr ¢roix servirait pour les nétres, un calot
gris sur une branche, un calot bleu sur Nautre.
— Alors, qulest-coqu'on va foulre? demands Hamel dont la 1

téchirée laissail couler un pen de sang. Tune yois pas

s lnissent en rade P

snon, dit Gilbert, Le deuxidme bilon va cerfainement i
Jare. |
— Et «'ils tirent trop courl, ¢a sera encore pour nos gueules,

sortir, mais on doit attendre que Parlillerie pr

Cachée dans les hautes herbes; 1o tranchée allemunde se

devinuitd peine, derriere ln-toile barbelée des araigndes de fer.

5 Allemands ne lirai
saienl. Seuls quelques

il plus, of leurs canons méme se lai-

10 essoulflés passaient trés haul, avee

nt tomber sur le
npanachant les ruines d'un lourd nuage d'usine.

un glouglon de bouleille qui se vide, et alla
vilk
Couchés au bord de Mentonnair, quelgues soldats guetlaient,

P'eeil au ras de Uherbes les nutres disculaient, cntassés dans

Te tro,

< T erois qu'on va remelire ¢a pour enleyver leur lroisieme

ligne ?
— Peut=ttre bien. A moins qu'on creuse une tranchée ici.

— Suns charre, cest pasavee ce qulil reste de poilus qu'ils
espirent atlaguer.

bﬁﬁ — e d

ANDRE DUNOYER

SEGONZAC
French. 1884—1974

Les Crotx de bois

auTHOR: Roland Dorgelés (Roland Lécavelé;

French. 1886—1073).

PUBLISHER: Paris

[1921].

PAGINATION: 286 pages: (4), 1

plates Aors-texte.
PAG /

L SIZE: O

———

: Editions de la Banderole,

x 7/4" (24.7 % 18.4 cm).

IMAGES: 10 drypoints (executed 1919—20) and
66 line-block reproductions, after drawings (exe-
cuted 1914—18), in black on tinted Lafuma paper.

IMAGE SHOWN: 4% X 64" (10.7 X 15.6 cm).

f16

HousING: Publisher’s blue-gray paper wrapper,

with line-block reproduction of publisher’s
vignette, in black on front, and line-block repro-
duction, in black on back.

EDITION: Goo: 1 numbered 1 on Old Japan

paper; 20 numbered 2—21 on Imperial Japan
paper; 60 numbered 22—81 on Holland paper,
519 numbered 82—6oo on tinted Lafuma paper
(this copy, no. 358, signed).

PRINTERS: Plates, Xavier Havermans; text,
L'Imprimerie Coulouma, Argenteuil.
CATALOGUE RAISONNE: Lioré and Cailler
!

coLLEcTION: Gift of Philip Hofer, Depart-
ment of Printing & Graphic Arts, Houghton
Library, Harvard University

During World War [ the artist sketched in the
trenches and elsewhere. On more than one occa-
sion many of his drawings were lost during
battle. The etchings he later made for this book
add a denser, more memortaltzing aspect to the
.\'f)f:!’!lt’r.'l, ll'/’!r.b‘{’ (IJH(ZIJIU.\', ({(?e?[f li‘rhl" ;Iflll'(', frr.‘

sketched.




JouN BuckLAND-WRIGHT,
STANLEY WirLrLiam HAYTER,
Joser HEcHT, DALLA HUSBAND,
VASILY KANDINSKY, RODERICK
MEAD, JoaAN MIRO, DoLF RIESER,
Lulis VARGAS

Fraternity

tHOR: Stephen Spender (British, born

ns. by Louis

). French gon.
tanley William Hayter].

PUBLISHER: [Paris
1939.

PAGINATION: olios.

3 unnt imbere

PAGE SIZE: .5 X 16,2 cm), irreg

IMAGES: 8 engravings (including slipease

front), 1 with aquatint and roulette, 1 with soft-

ground etching; 1 drypoint; 1 etching; in black on
ivory laid Montval paper.

IMAGES SHOWN: Above, Hayter (British.

1901-1988), Espara, 5 x 3/2" (12.8 x 8.9 em);

3

born Russia. 1866—

below, Kandinsky (Frencl

FALL OF A CQITY

1944), Untitled, 5 x 3/4" (12.8 x 8.3 ¢m).

HousiNG: Publisher’s cream laid Montval paper

wrapper (title page and colophon) under green

paperboard folder, lined with cream paper; pub-
lisher’s green paperboard slipcase, with engrav
ing by Hayter mounted on front.

EDITION: 113: 1 numbered 1, with supplemen-
tary states, manuseript, and drawings; 100

d);

numbered z2—101 (this copy, no. o, sigr

o 1F
s-commerce, marked A—L, reserved tor

collaborators.

PRINTERS: Plates, Atelier 17 Henri Hecht,

Paris: text, Gonzalo More, Paris.

CATALOGUES RAISONNES: Hayter: Black and
Moorhead, 127. Kandinsky: Roethel 202.
coLLECcTION: The Museum of Modern Art,
New York. Abby Aldrich Rockefeller Fund
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PasrLo PIcasso

.'ﬁ])'.mi'.-a]]. 18811973
Suefio v mentira de Franco

AUTHOR: Pablo Picasso.
PUBLISHER: [Paris]: Pablo Picasso. [1937]. First
edition,

PAGINATION: 5 unnumbered folios.

PAGE S1ZE: 22% X 15/ 7.5 X 38.5 cm), irreg.

SHEET SIZE: 14 %s x22/4" (38 X 57.2 cm).

IMAGES: 2 etching and lift-ground aquatints, in
black on chine collé on cream wove Imperial
Japan paper.

IMAGES SHOWN: Each, 12%4 x 16%" (31.7x
42.2 cm).

HousiNG: Publisher's cream wove paper wrap-
per around cream wove paper; gray linen box
with red leather fastener, lined with black paper,
possibly made for Louis E, Stern.

EDITION: More than 1,030: 150 numbered

1/150—150/150 (this copy, no. 47/150, signed)

126

chine collé on Imperial |apan paper; 850 num-
bered 151—1,000 on Montval paper; 30 numbered
1/ XXX—30

paper; several hors-commerce.

(XX chine collé on Antique Japan

pRINTER: Plates, Roger Lacouriere, Paris.
TYPOGRAPHY: Artist's manuscript.
CATALOGUES RAISONNES: Cramer 28, Baer
6G15—616.

coLLECTION: The Museum of Modern Art,

New York. Louis E. Stern Collection




.rr‘rf e rwo ?H.?h’—pia‘ff L‘r}.fHI,(?a"J.\'HH}H.f !rJa'(.'i..’ 550 C."é'[{!i‘({

to raise money for the Spanish Republicans

were

issued in a _,fr'lfs{{r ('mrra:}{z}e_q the artist s
own text. Picasso s images rgf'f/u’ ]’U-’_F\';k or low
form of life that represents the dictator Franco,
and the suffering beaury, who represents the
Spanish people, |:fr{’_,ffx ll of satire. The individ-
chf "}(J”L'f;.!' If"‘{.?rl.zt{l' a I"’I"J'”__f‘:I F‘” .I'f(f{’ ‘.{L’IFII.A.I.1II‘..I u”f‘.\'—
harmony that also propels his two-page-long
single sentence that never speaks of the conflict

but, rather, U_f'f'was_re.r in conflict.

127




jacQueEs VILLON

French. 1875—1963

Poémes de Brandebourg

AUTHOR: André Frénaud (French, born 1907
: NRF [Nouvelle Revue

PUBLISHER: [Paris

Frangaise], 1047. First edition.
ages: [1-19], 11-77,

{28 x22 cn

PAGINATION: B¢

PAGE SIZE: 11X ¢

IMAGES: 6 soft-ground etchings with aquatint,

drypoint, and /or engraving, in color on ivory

wove Marais paper.

IMAGE SHOWN: o/h x 84" (23.2 x 20.9 cm),
Irreg.
HOUSING: Publisher’s cream wove paper wrap-

vlﬂmﬂlldLKWQIHTvd with

per; light-green pap

IVOTY paper en linen slipcase, pl'u‘lu{lu|_‘;‘ made

for Louis E. Stern.

EDITION: 100: 20 numbered 1—20, with sup-

this

plementary suite; 150 numbered z

1o 1
xwlutl!ﬁnthd

copy, no. 111, signed, and in
tion to Louis E. Stern by Villon); 8 Aors-

commerce, numbered [-V111, with supplemen

llaborators; 12 fors-

for

suite, reserve

commerce, numbered 1X — XX, reserved for

collaborators.

A

W

pRINTERS: Plates, G. Leblanc, Paris; text,

Jourde et Allard, Paris.
rYPOGRAPHY: Caslon.
CATALOGUES RAISONNES: Auberty and

Pérussaux 367—372. Ginestet and Pouillon

corLEcTion: The Museum of Modern Art,

New York. Louis E. Stern Collection

One of the master etchers of this century, Vil

'l {'U.*"urfm’l aquatints of the

made some of the mo.

beautiful ladies of the belle époque during the
os. Shortly thereafter Cubism trans-

- and

[y after World War 11, still creating

quﬁk 9

formed his visual vocabulary into blac

white. On

st i o 47
in the Cubist mode, did he return to ce

the etchings in this book.
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PAaBLO Picasso
Spanish, 1881-1973

Le Chant des morts

AUTHOR: Pierre Reverdy (French. 1889—1960).
PUBLISHER: Paris: Tériade Editeur, 1948. First
edition.

PAGINATION: 136 pages: (4). [1-6], 7—117,
[118-123], (9).

PAGE SI1ZE:! 16/ X 126" (42 x 32 cm).
IMAGES: 123 lithographs (including wrapper),
in color on cream wove Arches paper (executed
1946—48).

IMAGES SHOWN: Left page, 2% x 11%¢"

(G x 29.4 cm), irreg., right page, 157% x 11%¢"
(40.4 X 29.4 cm), irreg.

HOUSING: Publisher’s cream wove Arches
paper wrapper with continuous lithograph on
front and back; quarter burgundy over black
linen solander box, lined with cream paper,
probably made for Louis E. Stern.

EDITION: 270: 250 numbered 1—250 (this copy,
no. 148, signed): 20 Aors-commerce, numbered
[-XX.

Z,

f o
L /?—f,(/{/','(—

¢? '.:' 0_/;7 f}(} V){;

5

PRINTERS: Plates, Mourlot Fréres, Paris: text,
Draeger Freres, Paris.

BOOK DESIGNER: Pablo Picasso.
TYPOGRAPHY: Author's manuseript.
CATALOGUES RAISONNES:

Cramer 50.
Mourlot 117.

COLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

Having already made several artistic statements
about war, Picasso chose 1o enhance Reverdy's
mourning stangas with rubrics, the red margin-
alia added by scholars to old manuseripts that
commented or expanded upon the text. For his
marks, Picasso surrounded the kandwritten
text with the branched and knotted bands that
delineated forms in his paintings of the time.

Vo Guu j2Beng= /N,
i

o N
A tELL.
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ANDRE MASSON
French. 18961987

Les Conguérants

AUTHOR: André Malraux (French. 1901-1976).
PUBLISHER: Paris: Albert Skira, [1949].
PAGINATION: 246 pages: [1-14], 15—222, [223],
(9).

PAGE S1ZE: 1476 x 117" (37.7 x 28.1 cm).
IMAGES: 33 lift-ground aquatints, ¢ in black and
24 in color on ivory wove Marais paper (exe-
cuted 1948—49).

IMAGES SHOWN: Left page, 10/4 x 8%a" (26.1 x

21.8 cm), right page, 578 x 7'%¢" (15 x 19.8 cm).
HOUSING: Publisher’s ivory wove paper wrap-
per enclosing ivory wove paper support: pub-
lisher's ivory paperboard folder and slipcase,
lined with ivory paper.

EDITION: 165: 25 numbered 1-25, with 2 supple-
mentary suites and drawing; 123 numbered 26—
150 (this copy, no. 38, ﬁit_';m-'(]'J; 15 hors-commerce,
numbered HCI-HCXV.

AL F A

PRINTERS: Plates, Roger Lacouriere, Paris;
text, Georges Girard, Paris.

I'YPOGRAPHY: Renaud.

CATALOGUE RAISONNE: Saphire 250—285.
coLLEcTION: The Museum of Modern Art,
New York. Gift of Mr. and Mrs. Rulph F. Colin

In 1921 Daniel-Henry Kahnweiler met Masson
at the suggestion of Max Jacob and became

his dealer. That same year he commissioned
Malraux :\'_..(r‘r.\.'r !r?m';f:'xfz ed text {illustrated by
Léger) and introduced Masson to the author.
Twenty-eight years later Masson created brisk
aguatints that enliven the pages of ‘Malraux's

newly revised text.




MaTTa (ROBERTO SEBASTIAN
ANTONIO MATTA ECHAURREN)

Chilean, born 1911

Un Soleil, un Viet-Nam

AUTHOR: Jean-Paul Sartre (French. 1905—1980).

PUBLISHER: Paris: Comiré Viet-Nam National,
1967. First edition.
PAGINATION: 12 unnumbered folios.

PAGE SI1ZE: 11% x 86" (209.0 x 22.4 cm).
imaGeEs: 7 lithographs: 6 in color and 1 (wrap-
per front) in black, on ivory wove Arches paper
(except wrapper).

IMAGE SHOWN: Wrapper, 11% x 874" (29.5 x

22.5 ¢m), irreg.

HOUSING: Publisher’

_\,-ellm\- laid paper wrap-
per with lithograph on front.

EDITION: 2,000.

PRINTER: Michel Cassé, Paris.
TYPOGRAPHY: Author’s manuscript.

CATALOGUE RAISONNE: Sabatier 163—169.
coLLEcTION: The Museum of Modern Art,

New York. Purchase

Matta was one uf'_rcl'un?f artists working in

France du J'Er.‘g the late 1960s who Il!fe_'.fi."'!(.‘r};"ﬂfr.'c{
l;su!:"rf'\'d.f'— .'I'-’n”-ll!f.{'i'f.\ nto their work. His numerous
prints included the series Judgments, about the
;'\-rh'.rf'mf'cr_g trials ._Jf'.r.‘}r mayor Nazis, and when
the student uprisings of 1968 occurred, his
posters covered Paris. Many artists J;!rmf.'z.-'c'::"

. ' . y + o
ephemeral works during thz l;u‘r.-'m:’_~ of demon-

- g ' Sl T
Strations, L?Hf.fl Ly er)rzA'ﬂ.’f J.{‘\' arl GOiIVIST auinor

W -
and a L'um'm'iu’a" artist had no r:.f.«‘u‘.rpur{;:r;.\c‘

/ - " 4
than to :’.’FII"J/I.HJ'.\'.’F' .f?l?!".’.l" HJI.‘J;}H.‘.{HH.’J 1] _-'IIJ'H(’.I".I’; an

policies in Vietnam.




MaXx BECKMANN
German. 1884—1950

Apokalypse

AUTHOR: Bible.

PUBLISHER: Frankfurt am Main: Bauersche
Giesserei, 1943.

PAGINATION: 77 pages: [1-6], 7—76, [77].
PAGE SI1ZE: 15% x 117" (39 x 30 cm).
iMAGES: 27 lithographs, in black, 16 with water-
color additions; on eream laid paper (executed
1941—42).

IMAGE SHOWN: 13%s X 10/A" (34.5 X 26.6 cm).
nousinG: Full brown-red leather binding;
cream laid endpapers and double binder’s leaves.
EDITION: At least 41: § numbered 15, with
hand coloring by the artist; 19 numbered 6—24,
most with hand coloring; 7 unnumbered, with
hand coloring (this copy, signed); 10 unnum-
bered, uncolored.

PRINTER: Bauersche Giesserei, Frankfurt am
Main.

TYPOGRAPHY: Legend, designed by F. H. E.
Schneidler.

CATALOGUES RAISONNES: Hofmaier 330-

132

356. Jannasch ¢. Gallwitz 287.
coLLECTION: National Gallery of Art,
Washington, D.C. Gift of Mrs. Max Beckmann

In his version of the Revelation of Saint John
the Evangelist, Beckmann altered or retnter-
preted the symbols that have traditionally
accompanted the text. In this plate, about the
beast and the false prophet, a woman represents
the seven-headed horned beast, accompanied
by a second horned beast, who has been inter-
preted as the false prophet. Shown below is an
authoritarian male exhorting another to follow
the false prophet, while a third (either one

who would not follow or one who would not
believe) lies dead. Nearly all of the copies of
Beckmann’s Apokalypse were hand colored, but
it is not certatn that more than a few were col-
ored by the artist. The colophon reads, in part:
“This book was printed in the first year of the
Second World War, as the visions of the apoca-
lyptic seer became dreadful realivy.”

S ﬁral’jl‘ wache, Uur iy saly seiner I-.a-r-m eives, ale woRve o
riplich waands wund sine tiblidy weands ward heil. Und 20
gonee cribedin strmnanibitrtd sichs Ben Hiwesy snd bereten Devi
Brenclitn son, Biv Beews by Hg vuacht E,«L, unt beteren Das tier an
n -r-—»rlun: Wer Gt Béwm tier ﬂl'm].'? and e Lann sate thin
ltegen™ Ll o memvd thines gegeben ein sund s civen ﬂraf;f
Bt wnd I'xmm-.ﬁ»., nib wiard iliven ﬂ.ﬂ.lu... r.‘[.f e wait il

wehree zwsei wnd vievzig saenben lang. Lhad o tar s sund
(1 i

¥ irerian Gort, zu listern seim NE—
,‘..I- sur dsrer g gegen brer lastern seimen o wn

seivne hiiere wnt Bie oy hivmenel wealimen, Linp iloe wrard gugeben
vl
£ strebren it Ben fui]iﬂ:n e st 2 Ghrewitndig g wnd i
Ay ‘d?!ﬂ([nv) macht Ghev alle ﬂ!qu((rﬂ‘lr und .rufl'm‘ und
hetven. Lhan alle, vie auf evben rwalimen, besess a5 an, Beren mavim
wiche gesclivichey tind i Bo lebamsbinch Bes Lavarores, Ban erimrger
L%

Gk e _-Hf-'.‘-.‘.? ver el Flar jonand shves, pee hsve! (So
ernand i bas J.fs-.ﬁni. Il.';lu-n, Fee wlvd i Bas ﬂ'f’&"ﬂ""'
gehens s 50 femand mir pow sehnstrt trer, vev (Y snie Be
L

2 :
sehwsere geesrer werden. Fhie i ﬂn-..lr un® :Tl,.nfu pee hetligen.
Lz ich saly sin ander tier m.f-.m.lj«:.. aus der erbeg und haree

zvti hsener gleichmic sin lamm wod vebere rie din srache.
LS
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Jim DIiNE

American, born 1935

The Apocalypse, The Revelation of Saint

John the Divine

AUTHOR: Bible, King James version, 1611.
PUBLISHER: San Francisco: The Arion Press,
1982,

PAGINATION: 36 unnumbered folios (including
flyleaves).

PAGE SiZE: 15x 11/4" (38.2 x 28.5 cm), irreg.
IMAGES: 29 woodcuts, in black on ivory wove
Auvergne Richard de Bas paper.

IMAGES SHOWN: Left page, / Saw Another
.4?1:_!(‘."‘ 1'ig||[ page, Come Down from Heaven, each
11% x 87" (20.8 x 22.5 cm), irreg.

HousING: Publisher’s quarter ivory leather

over stained-oak-veneer plywood-board binding.

EDITION: 165: 150 numbered 1 150 {Ihi\ COpPY.
no. 5, signed); 15 Aors-commerce.

PRINTER: The Arion Press, San Francisco.
TYPOGRAPHY: Monotype Garamond,

Hadriang, and Hrn-mpv] Garamond.

CATALOGUE RAISONNE: D'Oench and
Feinberg 141.

coLLECTION: The Museum of Modern Ar1,
New York. Purchase

For his interpretation of the many symbols of
the Apocalypse, Dine moved beyond the ex-
pressionistic figuration and the classical still-

/z_',fa-’ objects of skulls and small .'.'c:.t{"muru_r that

had entered his work after 1970. Movement in
the forms of a horse racing toward the viewer in
one plate and the beating wings of an angel in
another is implied by the vigorous lines the

artist cut into the woodblocks.




VISIBLEMENT CES HISTOIRES NE SE PASSENT
PASENTRE FIGURES HUMARNES, AU MILIEU DES
ARBRES ETS0US DES CIELS TELS QU ON A COUTUME

DE LES VOIR PENTS OU GRAVES

et
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FRANTISEK (or FRANK)
KUPKA

Czech. 1871-1957

Quatre histoires de blanc et noir

AUTHOR: Frant
PUBLISHER: Paris: [Frantiek Kupka], 1926.

Sek Kupka.

PAGINATION: 56 unnumbered folios, including
supplementary suite.

PAGE S1ZE: 12'Ve x 9'%e" (33 X 25.3 cm).
IMAGES: 29 woodcuts (including variant of title
page on wrapper front, ornamental initial, and
colophon tailpiece); supplementary suite of 26
woodcuts, in black on ivory wove Arches paper
(except wrapper).

IMAGES sHOWN: Above left, title page, 7' %e x
5'%6" (201 x 15.1 cm); above right, 8 x 676"
(20.4 % 15.4 cm); left, ornamental initial C,

1/6 x%" (2.8 x 2.3 cm); all irreg.

HOUSING: Publisher's cream wove paper wrap-
per, with woodcut in black on front; quarter
black leather over blue linen solander box, lined

with cream paper.

EDITION: 300: 100 numbered 1 , with sup-

plementary suite of first states (this copy, no. 94);

200 numbered 101—300.

PRINTER: G. Kadar, Paris.

correction: The Museum of Modern Art,
New York. Gift of Mr. and Mrs. Alfred H.

Barr, |r.

|
|
1
|
i
|
a
§
H

Kupka's lapidary etchings, which embellished
several books of classical texts made during
the early years of this century, are part of the

foundation of the decorative characteristics

encountered in this book. Essentially creating
a guidebook to his exploration of abstract line
and form, the artist put into contrasung
black and white the elements from which his

Synchromist paintings were composed.




Er LLassirgzxy LA ZAR
MARKOVICH LISSITZKY)
Russian. 189o—1941

Pro dva kvadrata

auTHoR: El Lissitzky.
pUBLISHER: Berlin: Skythen, 1922.
PAGINATION:

o unnumbered folios (including
flyleaves).

FAGE SIZE: 10'¥es x 8% 7.0'X 22.2 cm).

IMAGES: 12 line blocks (including front cover),
5 with relief halftone, and 1 relief halftone (back
cover), 6 in black and 7 in color on cream wove
paper (except cover) (executed 1920).

IMAGES sHOWN: Left page, 8¢ x 546" (205 x
14.5 cm), irreg., right page, 8%¢ x 672" (21.8 x
16.6 cm), irreg.

HOUsING: Publisher’s cream cardboard binding
with line block on front and relief halftone on
back.

EDITION: More than 50: 50 numbered 1-50,
signed; unknown quantiry unsigned and unnum-
bered (this copy).

PRINTER: E. Haberland, Leipzig

coLLECTION: The Museum of Modern Art,
New York. Gift of Philip Johnson, Jan Tschichold

Collection

Devoted to what ke called “book fuu?‘c/!.!'-'}.'."
Lissitzky made his first book in 1905 when he

ll-'n:.\_!;'_ﬁdff.', Berween 1016 and 1920 he :fc.u:;fm-‘cf

parts r,jf several books, but the idea u_f Construct-
ing pages, using letter forms, instead of rows of

words, an .1" ;h’m‘.r'rilg (/mr.?? n space }E'H!}F geomet-

ric forms originates in this children’s book.

Taking Kasimir Malevich's concept of the
economy of the purely planar figure of a square,
ET Lis:

tionary fable: a red square for the good neu

. " !
onfronted two squares in a revolu-

ore {c’r JJ'HLA‘{L? .":‘.":.']'{'.’{' one _.ﬂ"l.’ f};’r' X’dr.l'r r:.-"lr.]'i Ways.




= o @MRONEWALD
Fhoto: MOHOLY-NAGY ORI .
bei von Lopbecks

Grammophonplatte,

Nachtaufnahmo.

fitds des giichen. Ein fertiges Plakat, Die Liohtspuren der varbeitahrender
Autos und Strahenbahnen

BOOK DESIGNER: Laszlé Moholy-Nagy.
coLLECTION: The Museum of Modern Art
Library, New York

Liszr6 MoHoLY-NAGY
American, born Hungary. 1895—1946

Malerei, Photographie, Film

136

AUTHOR: Laszlo Moholy-Nagy.

puBLisHER: Munich: Albert Langen Verlag,
1925. (Bauhausbiicher 8.) First edition.
PAGINATION: 136 pages: (2}, [1=4], 5—133, (2).
PAGE SI1ZE: 9/6 X 7/6" (23 X 17.9 cm).
iMAGES: Relief halftone reproductions, after
photographs by various artists, in black on ivory
wWove ]’_Juper.

IMAGES SHOWN: Left page. Moholy-Nagy,
Grammophonplatte, 6'/ic x 56" (17 X 15.1 cm),
irreg., right page, Griinewald, Nachraufnahme,
6/ x 578" (15.5 X 14.9 cm),

nousinG: Publisher's full yellow linen binding
with geometric design, after Moholy-Nagy,
stamped in red on front and back; black wove
endpapers.

epiTION: Unknown.

PRINTERS: Relief halftone reproductions,

Dr. Von Lobbecke u. Co., Erfurt; text,
Ohlenroth’sche Buchdruckerei, Erfurt.

This book, as much as any work from the early
19205, set a style of typography and picture
presentation for the following three decades. As
a teacher at the Bauhaus, Moholy-Nagy was
committed to transmitting his ideas about de-
sign to his students, and this volume is filled
with examples of photographs by several
photographers juxtaposed with type to accom-
plish this.




KasiMiIR MALEVICH PRINTER: Unovis Art Workshops, Vitebsk
lussian. 1878—1935 (presumably under the supervision of El
Lissitzky).

Suprematism: 34 Risunka 410 .
TYPOGRAPHY: Arnist s 1:1;[]"1|J‘~'L‘1'|!_-JT.

AUTHOR: Kasimir Malevich. CATALOGUE RA1SONNE: Karshan 37—71.
PUBLISHER: Vitebsk: Unovis, 1020. First COLLECTION: Cabinet des Estampes, Musée
edition. d'Art et d'Histoire, Geneva

PAGINATION: 40 pages: 1—4, [§—40].

PAGE sizE: 8%e x 7/

' (21.7 x 17.9 cm). Most of Malevich s nonfigt
IMAGES: 34 ]ELh['ngph.\' and 1 woodcut (cover, pr.;nu'd'r in this book. Whi

rarive prints are
it was created as

_-\.‘\'.,.':\' ,‘ — oy _— 7 s o oy
b.\ Malevich?), in black on cream wove paper a {{.-‘.\'iﬂr'r_w.'\'_,’nr his students in Fitebsk, the com-

(except cover) 5 e ) :
L - /" f/ < . I g 4 7 9
b P l;}{:’ll.-'{{r.?.?.' Hr J’JI;'!HJLTJ"L'.‘!{'U.-’}[ h"r.r.}ll ngs ,{.’."r'l!‘[lﬂu"\'

IMAGES SHOWN: Left, cover, 8"V x 7 (22x ; e o
o J ; 5 transferred to stone) is a survey of the essen-
18.8 em); right, 107 x 8" (27.6 x 20.2 cm), often i i e i
tial elements of the dynamic mo

. ement
reproduced horizontally. :

) Z :
HOL th -":mll{.’i' fpace and time that the artist called

NG: Publisher’s light-gray paper cover
(detached), with woodcut in black on front. Suprematism.

EDITION: Unknown.
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Josel Albers

JOSEF ALBERS
American, born Germany. 1888 1976

Formulation: Articulation

AuTHOR: Josef Albers.

PUBLISHERS: New York: Harry N. Abrams,
Inc.; New Haven: Ives-Sillman, Inc., 1972.
PAGINATION: 2 vols. I: 73 unnumbered folios;
11: 66 unnumbered folios.

PAGE S1ZE: 15 x 207" (38.1 X 51 em).
IMAGES: 127 screenprints: 121 in color and 6 in
black. on white wove Mohawk 511pt-.rfine paper
(executed 1970—72).

IMAGE SHOWN: 6/ x 17/4" (15.8 x 43.9 cm).
HousiNG: Publisher's light-gray linen folders
lined with cream paper, in gray linen slipcases;
made in the Netherlands.

EDITION: 1,000 numbered 1-1,000 (this copy,
no. 358, signed).

PRINTERS: Plates, Sirocco Screenprinters, New
Haven; text, Eastern Press, New Haven.

BOOK DESIGNER: Norman Ives.
coLLECTION: The Museum of Modern Art,
New York. Gift of The Josef Albers Foundation

38

\rtienlation

After retiring from his position of chatrman of
the Art Department of Yale University in New
Haven, Connecticut, Albers and his former stu-
dents Norman Ives and Sewell Stllman set
about making screenprints of Homage to the
Square, his series of painted compositions. Ives
and Sillman alse produced Albers’s famous
teaching guide, Tnteraction of Color, contain-
ing screenprint reproductions of his and his
students’ color compositions. Formulation:
Articulation s a printed compendium of
Albers’s compositional repertoire produced by
the three men.

|#.I.|.|.|.|.|.




SorL LEWiITT Every set of elements within Le Witt's sculp-
American, born 1928 tures, wall drawings, and books is positioned
/
ve o - ve e cthe artiee arr. fixved riles iy S
Six Geometric Figures and All Their by the artist’s a priori, fixed rules. Completion
C{J??Ié‘f‘fla{f‘f‘)f}..g "{{ l'Jf.TI\ L.'f}f.”)ljfj.\'IfIU” LS !f:?{f}:?)l{fi‘.”{ HFTU?.I‘ t‘)E'l.‘ nLm-

\ - ber of vartations possible within the ser. This
AUTHOR: Sol LeWitt. :

: 2 : vair of bound books is filled with etchings based
PUBLISHER: New York: Parasol Press, Ltd., f b Sl b,

on seLs f}f J'c’.?.’illl?{i_’ LEQMEric f{i.?'.l'-"f.j'.. one l'r‘}r"h';‘?.f(.’

1980,

Pi(i INATION: = vols: Ggunnumbered blios: printed black on white, the other white on
11: 64 unnumbered folios. black.

PAGE s1ZE: Each volume, ¢ 6" (21 %

23 cm).

IMAG I: 63 etchings; I1: 63 erchings; in black

on white wove Somerset paper.

IMAGES SHOWN: Top, vol.

¢ 20 cm); bottom, vol. 11,

sING: I: publisher’s black linen binding,
black wove endpapers with double flyleaves; I1:
publisher’s white linen binding, white wove end-
papers with double flyleaves; both in publisher’s
black linen slipcase; made by Crown Point Press,
Oakland.

EDITION: 4: 1 numbered 1/1 (this copy, signed);
j artist’s proofs.

PRINTER: Crown Point Press, Oakland.
CATALOGUE RAISONNE: Singer E26.
coLLECTION: The Museum of Modern Art,
New York. Gift of Allen Skolnick
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MARCEL DUCHAMP
American, born France. 18871968

La Mariée mise a nu par ses célibataires,
méme (‘the Green Box)

AuTHOR: Marcel Duchamp.

PUBLISHER: Paris: Edition Rrose Sélavy
[Duchamp], [1934].

PAGINATION: 94 documents.

SHEET SIZE: Various, 2'/s x 3'%6" (7.4 X

9.7 cm) to 12% X 94" (31.4 X 24.2 cm).
IMAGES: 94 collotype reproductions on various
papers of original drawings and notes (executed
1911—15).

IMAGE SHOWN: Box with several documents:
box, 13 x 1176 x 1" (33 x 28 x 2.5 cm).
HousinG: Unbound, without wrapper, in pub-
lisher's green “suede” paperboard solander box,
lined with green “suede” paper.

EDITION: j20: 300 numbered 1/300—300/300
(this copy, no. 64/300); 20 numbered I/ XX~
XX /XX, of which 10 are hors-commerce, with
supplementary manuscript or drawing.
PRINTER: Vigier et Brumssen, Paris.
CATALOGUE RAISONNE: Schwarz 293.
coLLECTION: The Museum of Modern Art,
New York. Purchase

140

Two decades after he made the first studies for
his masterpiece of the same name—The Bride
Stripped Bare by her Bachelors, Even (the Large
Glass)— Duchamp produced the Green Box
containing reproductions of the notes he had
made before creating the work. In 1966 the
English artist Richard Hamilton published

a reproduction of the box. This inspired other
artists, influenced by Duchamp’s Dadaist
ideas, to assemble compendiums of diverse,
usually found, materials in boxes.




JoserpH BEUYS
German. 1921-19386

Die Leute sind gang prima in Foggia

AUTHOR: Joseph Beuys.

PUBLISHERS: [Heidelberg]: Edition Staeck;
[Naples]: Modern Art Agency; and [Milan]:
Studio Marconi, 1973 [1974].

PAGINATION: 78 unnumbered folios.

PAGE SIZE: 12% x 8%" (31.5 x 22.2 cm).
IMAGES: 7§ screenprints, in color on gray-
!)T(‘)\Vﬂ hf:f;i\."}" wove pap(‘:,

13/ Qiim

IMAGE SHOWN: Y6 x 8%s" (2.1 x 21.1 cm).
HOUSING: Publisher’s gray-brown paperboard
binding, with adhesive spine and screenprinted
title, in white, on front,

EDITION: 220: 180 numbered 1/18c—180/180
(this copy, no. 17/180, signed); 4o artist’s proofs,
numbered 1/ XL—XL/XL.

CATALOGUE RAISONNE: Schellmann 1oo.
coLLEcTION: John Gibson

During his lifetime Beuys produced numerous
objects and incidental printed materials that
are normally categorized as ephemera. As with
most artists whose installations and perform-
ances are never repeated the same way twice,
Beuys relied on printed statements, photo-
graphic records, and other reproducible items
1o sustain the memory of these impermanent
works of art. This book, Die Leute sind ganz
prima in Foggia (The People Are Terrific in
Foggia), reprises an exhibition of snippets of
typewritten lists and schemes for his Actions.

Hier spricht Fluxus /

Hier spricht Pluxus /

J Pluxus
/' Fluxus

141
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ALFRED
French. 18731

Les Minutes de sable mémorial

AUTHOR: Alfred Jarry.

pUBLISHER: [Paris]: Mercure de France, [1894].
First edition.

PAGINATION: 236 pages: (z0), [1], I-IX, [X],
[1-5], 6—210, (6); 9 plates hors-texte.

PAGE SIZE: §/4 X 4%6" (13.4 X 10.9 cm), irreg.
IMAGES:

11 woodcuts (including frontispiece
ornament and wrapper front): 2 in black and 9 in

color; 1 line-block reproduction of pen-and-ink
drawing, in black; on cream laid Arches paper
(except wrapper).

IMAGES SHOWN: Top, 2'%e x 27" (7.4 x 6 cm),
irreg.; bottom: 1'%e x 274" (4.7 % 5.4 cm).
HOUSING: Quarter brown leather over clear-
plastic-covered black paperboard binding with
windows onto cream laid endpapers (printed
purple), with single binder’s leaves, made by

H. Mercher; publisher’s black wove paper wrap-
per with woodcur, in gold on front, bound in;
ivory paper slipcase printed in black pattern.
EDITION: 216: 197 on Arches paper (this copy);
19 on green, red, or yellow Ingres paper.
PRINTER: C.Renaudie, Paris.

coLLECTION: The Museum of Modern Art,
New York

S . P £
These two images from Jarry’s first published
book, so different in character, show an almost
abstract composition of an owl in front of a
window and three caricatures with a fourth

floating above them (possibly the first repre-

sentation of Jarry’s famous character Ubu).
Although both refer to incidents in the text,

thelr inconsistency of approach to illustration

forecasts the spirit of freedom from convention

in later artists’ books.




Davip BOMBERG
British. 18g0—1957

Russtan Ballet

AUTHOR: David Bomberg.

PUBLISHER: London: Henderson’s, 1919. First
edition.

PAGINATION: 8 unnumbered folios (including
flyleaves).

PAGE S1ZE: 876 x 5%e" (21.4 X 13.§ cm), irreg,
iMaGES: 6 lithographs, in color on cream wove
paper.

IMAGE SHOWN: 4X317%4" (19.2 x 9.8 cm).
HOUSING: Artist’s cream wove paper binding.
EDITION: Unknown, probably about ro0.
PRINTER: David Bomberg, London.
coLLECTION: The Museum of Modern Art,
New York. Gift of Peter Selz

o e

T

Methodic discord startles .. ..

This homemade booklet cotncides in time with
the cheaply produced publications of the
Russian Cubo-Futurists, but the artist’s blank
verse does not compare with the s}npurr.-zm'e ul‘,f‘
the texts in that Broup \ editions, There is some
possibility that Serge Diaghilev, whose ballet
company was its inspiration, was imvolved in
the planning of the publication, but ultimately

he did not agree to its sale in the theater.
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LENZ

Im Westen der neue Mond.
Vor des neuen Mondes Horn ein Stern.

Ein schmales hohes sct Haus.
Drei beleuchtete Fenster.
Drei Fenster.

VAsiLY KANDINSKY
French, born Russia. 1866—1944

Klinge

AuTHOR: Vasily Kandinsky.

PUBLISHER: Munich: R. Piper & Co. Verlag,
[1913]. First edition.

PAGINATION: 59 unnumbered folios.

PAGE SIZE: 11%6 x 107" (28.1 x 27.7 cm).
IMAGES: 56 woodcuts, 12 in color and 44 in
black on cream laid Holland Van Gelder paper
(executed 1go7—12).

IMAGE sHOWN: Above, Grosse Auferstehung,
8% x 8%6" (21.9 X 21.7 cm).

HOUSTNG: Publisher’s quarter purple linen
binding over pink paperboard, with design by
Kandinsky stamped in gold leaf on front and
back; gray-green wove endpapers and red ribbon
bookmark; black and red linen slipcase with
clear-plastic insets on front and back.
EDITION: 100 numbered 1—300 (this copy,
no. 264, signed).

144

pRINTERS: Color woodcuts, F. Bruckmann,
A.G.. Munich; text and black-and-white wood-
cuts, Poeschel & Trepte, Leipzig.
CATALOGUE RAISONNE: Roethel 71—74, 85,
05—140, 142—146.

coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

Berween the time he created extraordinary
hand-colored woodcuts of medieval ladies in
903 and 1913, Kandinsky formed Der Blaue
Reiter (7he Blue Rider) group with Frang
Mare and wrote Concerning the Spiritual in Art.
The blue rider was Saint George, a favorite of
the Russians. In this pivoral book, which
includes some of Kandinsky's earliest abstract
compositions, Saint George and other knights
on horseback are shown searching magic moun-
tains for truth. The illustration called Grosse
Aunferstehung (Large Resurrection) accompanies
Kandinsky's poem about spring.




Kidnge der Posaunen (Grosse Auferstehung ).

[1910—11]. Watercolor, India ink, and pencil on

thin cardboard. 12% x 123" (32.5 x 32.5 cm).

Stidtische Galerie im Lenbachhaus, Munich

Grosse Auferstehung, proof of the black block for
Kidnge. [1911]. Woodeut, in dark-gray-yellow-
brown on buff laid paper. 8% x 8'%6" (21.9 x

22 cm). Roethel 138. The Museum of Modern
Art, New York. Johanna and Leslie J. Garfield
Fund
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OskAR KOKOSCHKA
British, born Austria. 18861980

Mérder Hoffnung der Frauen

autHoR: Oskar Kokoschka.

PUBLISHER: Berlin: Verlag Der Sturm, [1916].
PAGINATION: 12 unnumbered folios.

PAGE SI1ZE: 1376 X 9%" (34.1 X 24.8 cm).
IMAGES: 5 line-block reproductions, after pen-
and-ink drawings: title page and 4 plates with
gouache additions on cream wove paper (draw-
ings executed 1907—08; gouache additions to
reproductions 1916).

IMAGES sHOWN: Each, 9'¥s x 776" (25.2 x
19.2 cm), irreg,.

HOUSING: Copy no. 1: publisher’s brown
paperboard binding with pale-blue wove endpa-
pers; in quarter navy leather over blue linen
solander box, lined with cream paper. Copy

no. 3: red linen binding with publisher’s brown
paperboard cover mounted on front; blue laid
endpapers.

EDITION: 100: 3 numbered 1-3, with gouache
additions (these copies, nos. 1 and 3, signed);
97 numbered 4—100.

PRINTER: Druckerei fiir Bibliophilen, Berlin,
CATALOGUES RAISONNES: Notin Arntz. Not
in Wingler and Welz.

corLLECTION: The Museum of Modern Art,
New York. Purchase (no. 1) and Louis E. Stern
Collection (no. 3)

In 1909, a year after he first showed his works
in the annual art exhibition tn Frenna,
Kokoschka presented the violent and extremist
play printed in this book. The drawings that
constitute the illustrations were first reproduced
in 1910, but here, in two of the three copies on
which Kokoschka painted, the ways he envi-
sioned his characters as the stage lighting
transformed their flesh evokes the original
presentation of the play.




MAarc CHAGALL CATALOGUE RAISONNE: Kornfeld 1-z0.

French, born Russia. 1887—1985 corLECTION: The Museum of Modern Art,

Mein Leben Ney ok 5

is E. Stern Collection

AUTHOR: Marc Chagall. Chagall’s autobrographical

prints were meant
- o ks s e ey e ; gy .
PUBLISHER: Berlin: Paul Cassirer, 1923. to be accompanied by his own text, which was

PAGINATION: 20 folders (each containing 1

first tssued ergnt vears 5 partic

/table-of-contents folder.

rint) and title-pag = oy .
p ’ s l {L‘ [{'-‘{J.f'f},f_}u"rg'r’-’ ra’f the PrInLy was ,"H;'h"."t,'{!'r m (HA'.H\.‘

after World War I, when Cha,

SHEET 81ZE: Various, 10'%s x 8'%6" (27.5 x B A
call was k

\ iy i \ [ping
22 cm) to 17/ X 13/8" (43.5 X 33.4 cm). . : S =
American adviser, Louis E. Stern, amass a

IMAGES:

20 etchings, 17 with drypoint, in black,

tllustrated books, At that time.

on cream wove Japan paper (executed 19

I;";H.' J-"!.'..\f l.rl.{'l.r"-LEfLJ.Afr .’.I.! f :

€ page wWith a

watercoior.

(21 % 16 cm);

ight, An der Staffe

ol x 74" (24:8 x 19 em).

HOUSING: Portfolio, with each print in protec-
tive folder, inside publishet’s vellum box with
gold-leaf design, after Chagall, on front, lined
with blue-green paper.

EDITION: 110: 26 numbered 1/110—26/1100n
Japan paper (this copy, no. 6, signed, embellished
in 1946 with watercolor on title page and dedica-

tion to Louis E. Stern by Chagall); 84 numbered

275110

H 110 0N Wove paper.
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Téte de femme no. i: Portrait de Dora Maar.
[January—June, 1939]. Aquatint and drypoint, in
color, on ivory laid Montval paper. 116 x 9}6"
(29.8 X 23.7 cm). Baer 648Ce (Bon d tirer).
Collection E. W. Kornfeld, Bern

48

PArLO PIcASSO
Spanish. 1881-1973

Prints and Manuscripts for a Book Project

AUTHOR: Pablo Picasso.

Jotting down phrases and sets of words that he
planned to organize into a book, Picasso evi-
dently was encouraged by Ambroise Vollard to
¥ o '
pursue its design. The artist had devised a style
of reproducing a manuscript with marginal
decorations in 1936, when he decorated Paul
Eluard’s poem “Grand Air.” As he worked on

prints for his own writings, he made several

nude figures that, because of their narrow for-

9]

mat, seem to have been intended for margins.
The more tmportant compositions, however,
were his first color prints: portraits of Dora
Maar. He created seven color aquatints of her

face before several events—including Vollard's

sudden death and the general disarray that
accompanted the outset of World War II
derailed the project.

Téte de femme no. 4: Portrait de Dora Maar.
[April—May, 1939]. Aquatint, in color, on ivory
laid Montval paper. 117% x 975" (30.1 X 24 cm).
Baer 65212, The Museum of Modern Art, New
York. Gift of Mrs. Melville Wakeman Hall
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Autograph manuscript, dated April 28-May 1,

1938, in India ink on Arches paper. 10%s x 67
/

(25.5 x 17.5 cm)). Musée Picasso, Paris

Nu debout I, state IV. [April 27, |\)_w]. Engraving

and aquatint, in black on ivory laid Montval

paper. 11 x " ( 29.5 X .6 cm). Baer 656 ['Va.
Marina Picasso Collection, Jan Krugier Gallery,

New York

Perit Nu debout and Nu debour I, state 111. April
27, 1939. Engraving, and engraving and aquatint,

in black, both on the same sheet of ivory laid

Montval paper. 1% x 2" (29.6 x 5.1 cm) and 11}

374" (29.5 X 9.6 cm). Baer 657b and 656111b.

Marina Picasso Collection, Jan Krugier Gallery,

New York
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Plate 2

The solitary death of the Wool-
worth buildix

Louvise BOURGEOIS

American, born France, 1911
He Disappeared into Complete Silence

AUTHOR: Louise Bourgeois.

PUBLISHER: New York: Gemor Press, [1947].
First edition.

PAGINATION: 27 unnumbered folios.

PAGE S1ZE: 10X 7" (25.5 x 17.8 cm), irreg.
IMAGES: @ (!ng_{r'.l\'inf_fr'\. in black on ivnr_\_; wove
paper (executed c. 1946).

IMAGE SHOWN: 6'%6 x 576" (17.3 X 13.8 cm).
) \, 3 b ] 4

HOUSING: Unbound, without wrapper; publish-

er's beige linen folder with flaps, lined with
brown paper.

EpiTioN: Fewer than the prr':iu‘-clcd 5§47 15
numbered 1-15, hand-colored by Bourgeois
{none known); 29 numbered 1644 (this copy,
no. 24. signed); 10 hors-commerce, marked A—]J.
PRINTERS: Plates, Louise Bourgeois at Atelier

17, New York; text, Gemor Press, New York.

BEOOK DESIGNER: Louise Bourgeois.
CATALOGUE RAISONNE: Wye and Smith
20—38.

coLLEcTioN: The Museum of Modern Art,
New York. Abby Aldrich Rockefeller Fund

With her first engravings (made at Hayter’s
Atelier 17 in New York) and first published
text, the .\'r\'mjn.fnr advanced her Franco-
American Surrealist imagery. The concepts of
silence and disappearance defined for many
European refugees the wartime atmosphere of
the period that furnished the depths of the sub-
conscious from which Surrealist artists drew

their inspiration.




HENRI MICHAUX
French, born Belgium. 1899—1984

Meidosems

AUTHOR: Henri Michaux.

PUBLISHER: [Paris|: Les Editions du Point du
Jour, 1948, First edition.

PAGINATION: 104 pages: (2), [1-9], 1095,
[96—97]‘ (5 dl‘JLl|J|E—pagr: plate fors-texte.

PAGE SIZE: 9'%6 X 772" (25.2 X 19 cm), irreg.
IMAGES: 13 lithographs: 12 in black and 1
(wrapper) in color on ivory wove johannot
paper (except wrapper).

IMAGE SHOWN: Wrapper, 10x 162" (25.4 %

42 cm).

HousiNG: Publisher’s ivory wove paper wrap-
per with continuous lithograph in dark green on
front and back; in publisher’s quarter light-green

96

paper over cream paperboard folder with green
ribbon tie, lined with green paper.

EDITION: 207: 250 numbered 1 250 0N
Johannot paper (this copy, no. 213); 4 dedicated
copies hors-commerce, numbered 1-1V on Arches
paper, with supplementary suite; 16 numbered
V—XX on Arches paper, with supplementary
suite; 1 unique on China paper, with supplemen-
tary suite; 26 hors-commerce, marked A—7,
reserved for collaborators.

PRINTERS: Lithographs, E. Desjobert, Paris;
text, E. Aulard, Paris.

coLLECTION: The Museum of Modern Art,
New York. Abby Aldrich Rockefeller Fund

A writer who usually accompanied his publica-
tions with his own drawings, Michaux has had
equal renown as an artist. In this book, written
shortly after the accidental death of his wife,
his first lithographs convey the eerie world of a
man who engaged his creative impulses by

Sro r{'.{.ﬂ.g F L’ Yiore.
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ASGER JORN
Danish. 19141973

Held og hasard /Dolk og guitar

AUTHOR: Asger Jorn.

puBLIsHER: Silkeborg: [Asger Jorn], 1952, First
edition.

PAGINATION: 100 pages: [1=5], 696, (2).
776" (26 X 19.2 cm).

PAGE SIZE: 10
IMAG

: 64 linoleum cuts and 1 monotype

(cover) on ivory wove paper.

IMAGES SHOWN: Left page, above, 1% x 1

X T

(3.4 X 4.7 cm), below, 2 " (6.7 x 3.7 cm),

right page X 176" (3.6 X 4.2 cm).

HOUSING: Monotype by Jorn on paper glued to
cardboard glued to linen binding, ivory laid end-
papers.

EDITION: 109: 25 numbered A1—A25 on imita-

tion handmade paper; 60 numbered 1-6o on

uncalendered “press E” paper; 24 numbered Bi-
B24 on calendered “press 44" paper (this copy,
marked B, unnumbered, signed and inscribed

“a Pierre Alechinsky amicalement™ on front
flyleaf).

PRINTERS: Asger Jorn, with Johs. Gregerson,
at Emil Stecher, Silkeborg.

CATALOGUE RAISONNE: Vande Loo 123,
pages 73—92.

coLLECTION: Pierre Alechinsky

The artists and writers of the CoBrA gr

frequently used commercial and fine pri.
ize and d{n;'ﬁm' thetr
post—World War II form of expressionism.

mediums to ,{?.f.u‘;.-";'

Elements from northern European folk art,
such as Carnival masks, were combined with

images of cobras by most o fthe artists, includ-

ing Jorn. In this book, which Jorn wrote just as
the group dishanded, his linolewm-cut ColBBrA
signs form hieroglyphic marginal notes 1o the

text.




JEAN DUBUFFET
French. 1901-1985

La Lunette farcie

AUTHOR: Jean Dubuffet.
PUBLISHER: Alés and Paris: PAB [Pierre André
Benoit], 1962 [1963]. First edition.
PAGINATION: 8 unnumbered folios.

PAGE SIZE: 1746 X 14 /is" (43.4 X 38 cm), irreg.
iMAGES: 11 lithographs, 1o in color and 1
(wrapper) in black on ivory wove Arches
paper (except wrapper).

IMAGES sHOWN: Below, left page, G X1

.
o

(16.5 % 25.5 em), irreg., right page, 10%s x 6%s"
(26.2 X 16.1 cm), irreg.

HOUSING: Publisher’s ivory wove paper wrap-
per with continuous lithograph en front and
back; publisher’s black linen folder, with black
linen flaps and black ribbon tie, lined with ivory
I]HP[‘!'.

EDITION: §5: 50 numbered 150 (this copy,

no. 35, signed); 5 hors-commerce.

PRINTERS: Plates, Jean Dubuffet; text,
Imprimerie Union, Paris.

TYPOGRAPHY: Hand-stenciled.
CATALOGUES RAISONNES: Schmitt 608—618.
Webel 882—8¢s.

coLLECTION: The Museum of Modern Art,
New York. Gift of Mr. and Mrs. Ralph F. Colin

The arrangement of letters around the images
forces the reader to turn the book in order to fol-
low the text. The images themselves are each
compounded of several lithographs made from
the chance procedures of sptlling various lig-
utds, burning, scratching haphazardly, and

other unstructured ways of producing textures.

Right, La Lunerte farcie. [January 1962]. Auto- 1 . o i
graph manuscript, in pen and black ink, with oil g 5_{""»3:.,;&? t‘vﬁvﬂ_‘ﬁw" ot Jaﬂ‘:!:aﬁ-f_{:{uh
paint. 9/ x 84" (23.2 x 20.7 cm). Bibliotheque |' b S . £
Nationale de France. Département des Livres 1 ]‘_lui
[mprimés "_‘]'d‘:f
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100

Clinse up

Aottom of rocket

Close up

Squeres Shots
Jewellery on a wnst with watches

Fahsication with naked mannikin

1913 modern nterior with mirror &
Presence in room skirted with chain
Triangle of holes paliemns
Verticals-diagonals
Ethnographic conglomerate over
Phins Transient details

AnONYmOUS

Lady in New York
Technicians grouped round
Interior oul of seale events
Round symbol in receding tiled room
From Industrial design (US)
Coliage ready made transfor
Ready made enlarged

View of power station from the air
Hexagomal patiern over

Whilf of anti-war

hed to winged clown’s mask Hybrid in imerior

Technics room altered

Slots containing circles Triangular edges to horizol

Concave b B Series of punched
n tall and vertical Loco whee! altered

Expose gear box

dded locomative chassis with little boy
Railway engine in screen  Ship breaker's yard

Composite machine on village Perforated trimmings Interior with ready madeg

Pasitive plate of chloride accumulitor
Engraving of revolver

C ing a church arch
Switch board with automatic projector

Pair of Africans are wearing gas mask Imkwell Loco
Embroidery paper imposed pattern stripe Modern facade Duohle fix

Gaudi Sagrad Familia under construction Drawing skyscrapers

Slant pattern edging Printed circuit enlarged

Valve with nude mannikin
Skull from sehliemann ikon

Levels of banality Men driving bus front view

rmed or ready made aliered
Relationship hetween b

OMMENT

A eycle of changing references gathered together
Human hand factors
Uineasy ammals distorved with 1ekno motors in banal settings
Parade of the toy kingdom.  Toy s war god  God as toy

Philosophy round ready made as image
Joined to invented section

Concept of today obsolescence

ts mechanical manual (wood and iron and electric, all metat)
View of New York collage building altered Metal culture

Fabricated object on dark ground

A collection of human artifacts Swiich gear

d and cross detailed

tors in simple &

Tin king.

EpvarRpo Paorozzi
British, born 1924

Metafistkal Translations

auTHOR: Eduardo Paolozzi.

pusLisHER: [London]: Eduardo Paolozzi,
1962. First edition.

PAGINATION: 24 unnumbered folios (including
flyleaves).

PAGE S1ZE: 11% x 8%6" (20.8 x 20.8 cm).
IMAGES: 30 screenprints, in black on ivory
wove Cartridge paper. -

IMAGES SHOWN: Left page, 4/ x 776" (10.5 x

18.9 cm), irreg., right page, 1o
19.1 cm).

" {262 X

HOUSING: Artist’s white wove paper binding.
EDITION: 200 (this copy, signed).

PRINTER: Kelpra Studio Limited, London.

TYPOGRAPHY: Stencil and manuscript.
CATALOGUE RAISONNE: Miles 13,
coLLEcTION: The Museum of Modern Art,
New York. Given Lm:mym\}uﬂy

This book s related to an animated film
Paolozzi made two years earlier of book pages
tllustrated with a variety of subjects. In this
work, the text begins with references to that
film alongside a strange intermix of nudes,

robots, and diverse graphics.




GILBERT & GEORGE coLLECcTIoN: The Museum of Modern Art,

(GiLBERT PROESCH AND New York. Purchase
GEORGE PASSMORE)
Italian, born 1943; British, born 1942 When Gilbert & George were primarily per-

Side by Side formance artists in the 1970s, their printed
ide O Vi e e :
“ invitations, calling cards, and precious books
AUTHORS: Gilbert & George. were logical parts of their artworks. They called
] I R G e lew York: Konig e = i
pUBLISHER: Cologne and New York: Konig themselves “living sculptures” and wore gold
Brothers, 1972.
PAGINATION: 188 pages: (z3), 1-170, [171-172],
%
{\53-
1 s

PAGE SIZE: 7/ X 4 %s" (19 X 12.5 cm).

greasepaint on their faces as they slowly moved
like wound-down automatons to the sounds of
the saccharine Edwardian song, “Underneath

»
iMaGES: Photolithographic reproductions of the Arches.

photographs on ivory wove paper (executed
1971-72).

IMAGE SHOWN: On the Road, 5/e x 346" (12.8 %
7.8 cm).

HoUsiNG: Publisher’s ivory linen binding
printed in decorative pattern in brown and gray;
ivory wove endpapers.

EDITION: 6oo numbered 1-6oo (this copy,

no. 428, signed).

W(- are standing like two statues.

An  old-fashioned light surrounds
and envelops wus. See wus here
through the mist of our Art Work.
Our heads stand out like lights.
The foreground is unreal, the back-
ground is unreal. The thin white
knife-line separates the picture in
half and one side shows us on the
road and the other side shows the
road without wus. This is our

dream. this is our snap-shot. It’s it.




Davip HOCKNEY
British, born 1937

A Rake's I ‘rogress

AUTHOR: David Hockney.

PUBLISHERS: London: Editions Alecto, in asso-

ciation with The Royal College of Art, 1963.
PAGINATION: 3 unnumbered folios; 16 plates
.";.'rJ.f.\'—|'J_’.\'fL’-

SHEET 514E:

IMAGES: 16 hard- and soft-ground etching and
aquatints (1 with lift-ground aquarint), in color

on ivory wove Barcham Green Crisbrook Royal

Hotpress paper xecuted 1961-63).

IMAGE sHOWN: The Arrival, 1"}
(30.3 X 40.4 cm).
Housing: Publisher's red linen folder with

faps, lined with cream paper; publisher’s black
linen slipcase, designed by Eric Ayers.

numbered 1

EDITION: 60: (this copy,

no. 10, signed); 10 artist’s proofs.

PRINTERS: Plates, C. H. Welch, London; text,
The Curwen Press, London.
IYPOGRAPHY: Times New Roman.

CATALOGUE RAISONNE: Brighton 17—32.

102

156

2.5 em), Irreg.

coLLecTion: The Museum of Modern Art,
New York. Mr. and Mrs. Ralph F. Colin, Leon A.
Mnuchin, and Joanne M. Stern Funds

The Royal College of Art encouraged Hockney

o i ' / : /
to eftlarge .’}{n’ Set r;f OCcasion m’.r’r‘)' a M!{Jf’!{z;"r'&p!?—

ical etchings he started tn 1961—inspired by
William Hogarth's famous set of '}m'flm.\'. The
Rake’'s Progress—in order to make a book.
Hockney 5 l,-v.";.}e.'.\ about fu'.\'lﬁ‘r,\ t fr!:;? to New
York were firse issued without rext. In 1967 the
college s Lion & Unicorn Press issued the book
with poems f?\_' David Posner, an American

poet, to accompany reproductions of Hockney's

. oy . :
prints. One verse concludes, If painting 1s a

sctence of which/Pictures are the expertment, /'

What you are given is what you have to prove
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GEORG BASELITZ
(GEoORG KERN)

German, born 1938
Malelade

AUTHOR: Georg Baselitz.

pusLIsHER: Cologne and New York: Michael
Werner, [1990].

PAGINATION: 48 unnumbered folios (including

ﬂ_\']:*a\'vs) and 41 glassine nwr]a_\;s.

PAGE S1ZE: 20/ x 28%" (51.2 x 73 cm).
IMAGES: 30 dr)’puin[» (3 with woodeut, etching,
Or monotype), 22 in black and 1~ in color: 2 etch-
ings, 1 in black and 1 in color; on ivory wove
Zerkall paper (execured 1988 -—9a).

IMAGE SHOWN: 13 /6 X 19%4" (34.8 X 49.5 cm).
HoUSING: Publisher’s full yellow leather bind-

ing, with interior stained gray, made by Mechthild

Lobisch, Gauting; |:1|]1]i~;]1t'r'.~ gray linen solander

box lined with yellow and gray paper.

EDITION: 8¢: 60 numbered 1/60—60/ 6o (this
copy, no. 5/ 60, signed); 10 numbered /X

X/X; 10 marked A - |, with supplementary suite.

PRINTERS: Georg Baselitz and Till Verclas.
TYPOGRAPHY: Set by Woltgang Schroder,
Hamburg.

coLLECTION: The Museum of Modern Art,
New York. Gift of The Cosmopolitan Arts

Foundation

Each page of this book might be considered a
simple sign or idea without meaning extended
beyond its edges. The obscure peasant language
is scratched on the plates with the same inven-
tiveness as the images, providing the elements

that make this a book instead of a set of prints.
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KURT SCHWITTERS
German. 18871048

Die Kathedrale

auTHOR: Kurt Schwitters.

PUBLISHER: Hannover: Paul Steegemann,
[1920]. (Die Silbergiule, vol. 41/ 42.)
PAGINATION: 8 unnumbered folios (including
flyleaves).

PAGE SIZE: 86 x §%" (22.4 X 14.3 cm).

IMAGES: 8 transfer lithographs, in black, 1 with

ollage (cover), on cream wove paper (except
cover).

IMAGES SHOWN: Left, cover, 8% x §%" (21.6 x
14.3 cm), irreg.; right, 8'%s x §%" (22.4 X 14.3 cm),

irreg.

HOUSING: Publisher's brown wove paper
stapled binding, with lithograph and collage on
front and back and cream paper seal.
EDITION: C.3,000.

pRINTER: Edler and Krische, Hannover.

corLLEcTION: The Museum of Modern Art,
New York. Gift of Edgar Kaufmann, |r.

The collages for which Schwirters is well known
were made of bits of discarded papers— the
tickets, bills, and ephemera of daily life. In this
booklet, the bits are printing type, doodles, and
old shoe soles. Rebelling against traditional
forms and technigues, Schwitters used such
ephemera as the construction material for an

ideal building, or cathedral.




FRANS MASEREEL
Belgian. 1889—1972

La Fille

PUBLISHER: Paris: Editions Albert Moranceé,
[1925]-

PAGINATION: 111 unnumbered folios; supple-
mentary suite of 98 plates.

PAGE SIZE: 11/6 X 8'/s" (28.1 X 22 cm), irreg.
IMAGES: 101 woodcuts (including title page), in
black on eream wove Imperial Japan paper; 1
variant woodcut (wrapper front), in color on
cream laid paper; supplementary suite, in black
on ivory laid China paper.

IMAGE SHOWN: 676 X 476" (16.3 X 1.3 cm).
HOUSING: Publisher’s cream laid paper wrapper
with duplicate woodeur on front and artist’s
monogram on back.

EDITION: 275: 50 numbered 1-50 on Imperial

Japan paper, with supplementary suite (this copy,
no. 17, signed); 200 numbered 51-250 on Arches
paper; 25 hors-commerce, marked A—Z on Arches
paper.

PRINTER: Aimé Jourde, Paris.

CATALOGUE RAISONNE: Avermaete B 14.
COLLECTION: The Museum of Modern Art,
New York. Purchase

f?e'g;'rmz‘ng in 1916 Masereel !‘t’__,&_!'i'f.?.' to llnrmf'm‘u
books of woodcuts and caricatures, first in
Geneva, where he tllustrated works by a wide
range of authors, including Walt Whitman,

Stefan Zweig, and Maurice Maeterlinck, and

from 1922 until 1940 in Paris, where La Ville

and other “picture books” were created.
Affﬁngfr there is no narrative, the numerous
woodcuts have been organized in series of

J"tf!"‘t'{f{’{f fi?!({f{.’.\‘ LI.?’HK !J‘Ii' EMmes.
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GEORGE GROSZ

American, born and died Germany. 1893—1959
FEeece Homo

aUTHOR: George Grosz.

pUBLISHER: Berlin: Der Malik-Verlag, 1923.
pacinaTiON: 91 folios: (1), 1-84, (7); 16 plates
hors-texte.

PAGE SIZE: 13% x9%" (34.9 x 24.8 cm).

iMAGES: 100 photolithographic reproductions:

16 after watercolors, in color, and 84 after draw-

ings, in black; on cream wove paper {executed

191§—22]
IMAGES sHOwWN: Left, Bcee Homo (1921), 10/2
(26.7

am Ende (1920), 10% x 778" (26.3 x 20 cm), irreg.

X

cm), irreg.; right, Dr. Huelsenbeck

HOUSING: Quarter brown leather over brown
linen binding, with publisher's cream paper

wrapper with reproduction of detail of water-

color on front, mounted on front and back; g
laid endpapers.

EDITIONS: in 5 editions. Edition A

(signed, reproductions of watercolors and draw-

: so numbered I—L; edition BI (signed,

ing
reproductions of watercolors only): number
unknown; edition BIT (unsigned, reproductions

of drawings only): number unknown; edition C

(bound, unsigned, reproductions of watercolors

and drawings): number unknown (this copy
edition D (unsigned, reproductions of watercol-

number unknown.

ors onl
PRINTER: Plates, Dr. Selle & Co. A.G., Berlin.

CATALOGUE RAISONNE: Diickers S1.
coLLEcTIoN: The Museum of Modern Art,
New York. Louis E. Stern Collection

In the early part of his career as an artist, Gros;
was assoctated with Dada artists in Germany.
His criticism of post—World War I German
soctety was expressed in several books devoted
to reproductions of his drawings. Inevitably, the
explicit representation of @ debauched estab-
lishment meant frequent official harassment of
the artist. By titling his work with the Latin
phrase from the Passion, in which Christ is
shown to the mob that condemns fum, Grosy

sharpened the bite of his skepticism.
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Max ERNST
American, born Germany. 1891-1976

Une Semaine de bonté, ou les sept élements
C(Ipi:‘m.’.,\'

AUTHOR: Max Ernst.

PUBLISHER: Paris: Editions Jeanne Bucher,
1934

PAGINATION: § vols. I (Le Lion de Belfort): 22
unnumbered folios; 11 (L’Eax): 18 unnumbered
folios; 11T (La Cour du dragon): 26 unnumbered
folios: IV (Oedipe): 18 unnumbered folios; V
(Le Rire du coq/L'lle de Pagues; L'Intérieur de la
vuey La Clé des chants): 15 unnumbered folios.
PAGE SI1ZE: 10% X 876" (27.3 X 20.5 cm).
IMAGES: 182 line-block reproductions, after
collages, in black on cream wove Navarre paper
(collages executed 1933—134).

IMAG

ES SHOWN: Above, left page, 7/ x 54"
(19.1 x 14 cm), right page, 7%6 x /4" (19.2 x

14 cm).

HOUSING: Each volume has separate publisher’s
bincling: 1 purp]e wove paper cover; I1: green
wove paper cover; II: red wove paper cover; I'V:
blue wove paper cover; V: yellow wove paper
cover; all in quarter green leather over green
cloth solander box, lined with buff paper, made
by Gerhard Gerlach for Louis E. Stern.
EDITION: 821: 16 numbered I-XVI on Arches
paper, with 5 supplementary etchings; 8co
numbered 13—812 on Navarre paper (this copy.

no. 715 );'§ hors-commerce, marked o—c

Arches paper, with 5 supplementary etchings.
PRINTER: Georges Duval, Paris.

CATALOGUE RAISONNE: Spic‘:& and Leppien 15.

COLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

The largest of Ernst’s inventive collage novels,
this picture book in five volumes is filled with

cut-up and reassembled wood engravings used

for advertising and popular illustration, repro-

duced photomechanically. A few copies had
additional etched frontispieces in each volume.
For volume I, Ernst pressed cardboard boxes
onto a plate covered with soft ground, then
drew additions on paper over it. The impres-
sions, having spread open the ground, allowed
those areas to be etched with acid, forming the

image shown here.
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Above, Le Lion de Belfort, .\LIP[)]t‘.IHt‘T'I[uT_\' plate
from Une Semaine de bonté, ou les sept élements
capitaux, vol. 1. Paris: Editions Jeanne Bucher,
1914. Suﬁ—gruunri erching on Arches paper.
7%6 X 54" (18 x 13 cm). Spies and Leppien 151.
The New York Public Library, Astor, Lenox,
and Tilden Foundations. Spencer Collection
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DieTter RorH (DITER RorT)
Swiss, born Germany, 1930

Bok 3¢

pUBLISHER: Reykjavik: Forlag Ed. [Dieter
Roth and Einar Bragi], 1961.

PAGINATION: 265 unnumbered folios.

PAGE S1ZE: 7'%e x 77" (20.2 X 20 cm).
iMaGES: Offset lithographs, in color on ivory
wove papet cut from run-up sheets,

IMAGE SHOWN: 7 %6 X 15%" (20.2 X 40 cm).
HousiNG: Full beige linen binding with green
laid endpapers, enclosing publisher’s paper front
cover; black linen solander box with beige laid
paper lining inside front and back.

EDITION: Approximately 40, numbered, of a
projected edition of 100 (this copy, no. 17/100,
signed “diter rot”).

BOOK DESIGNER: Dieter Roth.

CATALOGUE RAISONNE: Roth13.
coLLECTION: The Museum of Modern Art
Library, New York

162

Much of Roth's earliest work was in the form of
books, first geometric progressions o feut or
imprinted pages, then collections of found
printed paper, cut and bound into thick paper-
backs. This is an example of the latter, contain-
ing overprinted sheets of color advertising.




CARL ANDRE, ROBERT BARRY, copies of letters that were the ordinary result of
DovuGcLAs HUEBLER, JOSEPH photocopying, until artists started using it, bits
KosutH, SoL LEWi1TT, ROBERT

of ‘dust and incomn llm"ezz’ or \s'rJf'un";'J.f lines and
MoRRI1S, LAWRENCE WEINER

soltds changed their fidelity to the typewritten

Untitled (Xerox Book) and drawn originals. In this work, those imper-

S P - " : =
,I'ifc'fwrz.\ har 2EH L’A‘;!u}.fffrf ff-\ Artists __f{:.r W

PUBLISHER: New York: Siegelaub/ Wendler,
1968.

the process of art making itself was their subject.

PAGINATION: 180 unnumbered folios.
PAGE SIZE: 1 3

e X B

IMAGES: 175 photocopies, 25 by each of the 7
r artists, on white wove paper.

IMAGES sHOWN: Right, Kosuth (American,
3 born 1945), & x 3%s" (.3 x 7.8 cm); below,

Andre (American, born 1935), left, 7/

(17-9 x 12.7 em), irreg., right, 1o x 7'

(25-4 X 19.9 cm), irreg.
HOUSING: Publisher’s ivory wove paper bind-
ing, clear-plastic dust jacket.

EDITION: I,000 (unnumbered).
| COLLECTION: The Museum of Modern Art,
New York. Gift of Mrs. Ruth Volimer

Ustng the serial possibilities of electrostatic PHOTOGEARH OF 1ERDE IACHIN (810

copying processes, the seven artists who con-

tributed to this work were able to transform
their drawings and objects by simply arranging
them on the surface of a Xerox machine and
printing them in sequence. As with the many

103




MARCEL BROODTHAERS
Belgian. 1924—1976

Un Coup de des jamatis n ‘abolira le hasard

auTHOR: Stéphane Mallarme (French. 1842—
1898,

PUBLISHERS: Antwerp: Galerie Wide White
Space; Cologne: Galerie Michael Werner, 1969.
PAGINATION: 12 unnumbered folios (including
fivleaves).

PAGE S1ZE: 12"%e x 9'¥s" (32.5 % 25 cm).
iMaGES: Photolithographs, in black on trans-
P'r.ll't"l“ pup(_'r.

IMAGES SHOWN: Left page, 576 x <!

(14.9 X 14.9 cm), irreg., right page, 7/ x 3
(19.1 X 9.2 cm), irTeg.

HOUSING: Publisher’s ivory wove paper
binding.

EDITIONS: Numbered: 100: 9o numbered 1—90
on transparent paper (this copy, no. 17); 1o num-

bered 1—-X on aluminum; catalogue: unknown,

unnumbered, on ivory wove paper.
CATALOGUES RAISONNES: Werner 8. Jamar
32.

coLLECTION: The Museum of Modern Arr,
New York. Purchased with funds given by
Howard B. Johnson in honor of Riva Castleman

A poet and Conceptual artist, Broodthaers

created museumliike installations and cata-

7.

logues for them as @ way of analyping the

24

meanings of objects and information. In this
“appropriation” of Mallarmé s poem, well
known for its unique typographical rendering,
the artist has obliterated the words but left the
lines in their original placement and weight,
thus emphasizing the historical consciousness of :

a known object.



A. R. PENCEK
(RALF WINEKLER)
German, born 1939

Standarts

puBLIsHERS: Cologne: Galerie Michael
Werner; Munich: \-'L'-r]ug_ j‘lhn und Kliiser, 1970.

PAGINATION: 150 unnumbered folios (includ-

ing flyleaves).
PAGE SI1ZE: 11% x 76" (29.6 X 19.5 cm)

IMAGES: 149 photolithographic reproductions

'.)T.d I'('I\‘.'I-Hg-\. in ¢t lor on credam wove paper.

IMAGE SHOWN: 8 X 676" (25.7 X 17 cm),
irreg.

HOUSING: Publisher’s quarter gray-green linen
over gray-green wove paper binding with photo-
lithographs on front and back.

EDITION: 1,000.

COLLECTION: The Museum of Modern Art,
New York. Purchase

When the Dresden artist Ralf Winkler took on
a p..\‘emfnq\'m, he also traded his East German
Social Realism for a visual vocabulary that is
rru[f:'(flsl.fm.-"{.’\- F"IHJ!(‘_[_"H’:'F rs_}‘ ‘as J;?r;'m 1tive or child-
like. This Artist’s Book is a wm{;-‘c'na’ium of y
signs that, together with human and animal
.\'H‘{'J{'I,F‘.':L’Hﬂ:é, Penck used in If‘-m'rm'nga and I,nr.;n ts

g+ . . -
o {'.\"{‘f{'\‘f.\' iy h{t’d.\' mna J"[.“;“}'l'\\'.\'i.'{l'r FOciety.
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WALKER EvaANS

American. 19931975
Amertcan Photographs

surHoR: Lincoln Kirstein (American, born
1907).

pPUBLISHER: New York: The Museum of
Modern Art, 1938. First edition.
PAGINATION: 208 pages: (2), [1- 188],
189—198, (§).

PAGE 512E: 8% x 7%" (22.2 X 19.7 cm).

IMAGES: 87 relief halftone reproductions of

photographs, in black on ivory wove paper.
IMAGE SHOWN: Roadside Gas Sign (1929),
4% % 6%a" (11.1 X 16 cm).

HOUSING: Publisher's full black cloth cover,
cream wove endpapers; yellow-gray wove paper
dust jacket.

EDITION: 5,000.

pPRINTER: The Spiral Press, New York. Plates
made by Beck Engraving Company.
coLLECTION: The Museum of Modern Art,
New York

The first edition of Evans’s groundbreaking
presentation of his photographs in book form
contained no captions. The blank page that
faces each of the sensitive realities the artist
presents becomes its affective environment.




EDWARD RUSCHA
American, born 1937

Twentysix Gasoline Stations

AUTHOR: Edward Ruscha.

PUBLISHER: [Hollywood]: National Excelsior
Publication, 1962 [1963].

PAGINATION: 24 unnumbered folios.

PAGE SI1ZE: 7% 54" (17.8 x 14 cm).

IMAGES: 26 offset halfrone reproductions, after
photographs, in bl:

IMAGE SHOWN: Union, Needles, {"'m"'r_'.({'urr.';as,

3

k on ivory wove paper.

m).

HOUSING: Publisher’s ivory wove paper

binding.

EDITION: 400 numbered 1—400 (this copy,
no. 345)-

PRINTER: The Cunningham Press, Alhambra,
Calif.

coLLECTION: The Museum of Modern Art,
New York

In his many bookworks, the term that was
invented to define the type of booklet that he
J,-n.'/?rls'.\ hed, Ruscha created sets 1!_}’.!.??};1\1_!'8\3' that
had common denominators: all of ‘one type r.:rlf.
place or ordinartly unremarkable object. For

e ki T / pho
l_'.\'l:.'??f‘r;ff.'. the pasoine stations that stand ar the

ide of monotonous highways became the sub-

ject of the set of photographs that forms this
book. Parking lots and other famili

‘ i'l].}-.'(.'.\'
] . * I ] . o
and UZ‘H}IE'F tn the Los ."Ifr‘i.l_,’t’."’('.\' area were given

similar treatment in the cheap, unlimited ed:-

tions with which Ruscha chose to exhibit his

-I‘-d'r:’a,?.\' (?ﬁ{h'f.’fl:’f["!.’ r'rL'?r Cl ."rﬂe'ﬁ‘ EIH .’-‘PIr‘_‘ 10

UNION, NEEDLES, CALIFORNIA
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SoNIA DELAUNAY-TERK
French, born Russia. 1885—1979

La Prose du Transstberien et de la petite
Jehanne de France

AUTHOR: Blaise Cendrars (Frédéric-Louis
Sauser: French, born Switzerland. 1887—1961).
PUBLISHER: Paris: Editions des Hommes

1913. First edition.

Nouveaux [Blaise Cendrars|

(formerly tolded

PAGINATION: 4 joined sheets
once vertically and 21 times horizontally to fit
into wrapper).

SHEET S1ZE: Four sheets, overall, 81% x 14/4"

( 4 x 36.2 cm), irreg.

iMAGE: Pochoir, in color on cream wove imita-
tion Japan paper.

IMAGE sHOWN: Right, 78%e x 144" (199 x

36.2 €m), irreg.

HOUSING: Parchment wrapper painted by
Dt!|;lunal\f—'l'L‘rk,

EpiTioN: Fewer than the projected 150: 8 num-
bered 1-8 on vellum; 28 numbered 9—36 on
Japan paper; 114 numbered 37150 on imitation
Japan paper (this copy, no. 150, lacking wrapper);
published edition is thought to number only 6o
100, with approximately 30 wrappers produced.
corLLECTION: The Museum of Modern Art,
New York. Purchase

Now renowned for her fabric and clothing

designs, Delaunay-Terk was deeply invol ved

in the dynamics of color. This ts clearly demon-
strated in her simultaneous creation of color
forms synchronized with the words of the poet
Cendrars, which begin conversationally by ask-

; ; =
ing the “way to Montmartre.
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Separated sheets of annotated proof, with water-
color, for Za Prose du Transsibérien et de la petite
Jehanne de France. 1913. 78'%is x 1476" (199.5 X
36.7 cm) overall. Cabinet des Estampes du Musée
d’Art et d’Histoire, Geneva
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Dieu le pére est 2 son bureau américain.
Il signe hativement d’innombrables pa-

piers. Il est en bras de chemise et a un

abat-jour vert sur les yeux. Il se leve,

La Fin du monde, . frlmée par { ’a.n.ge N.D.

allume un gros cigare, consulte sa montre,
> 'mafchéi' nefveusement dans son cabinet,
va et vient en machonnant son cigare. 11
. se rassied A son bureau, repousse fiévreu-

FERNAND LEGER

French. 1881-1955 paper (this copy, no. 313).

PRINTERS: Pochoirs, Richard, Paris; text,

Frazier-Soye, Paris.

e

paper; 1,200 numbered 26—1,225 on Lafuma

-

AUTHOR: Blaise Cendrars (Frédéric-Louis
Sauser; French, born Switzerland. 1887—1961).

PUBLISHER: Paris: Editions de la Siréne, 1919.

PAGINATION: 30 unnumbered folios.

PAGE SIZE: 12% x9'%s" (31.5 X 25 cm).
IMAGES: 22 pochoirs (including half-title, title
page, chapter titles, and colophon), 6 with line-

block reproductions of ink drawings, in color on

ivory wove Lafuma paper (except wrapper).
IMAGES SHOWN: Above, 12% x 174" (31.4 X
44-4 cm), irreg.; opposite, 12 Y x 9 Yis" (31.5 X
25 cm), irreg.

HOUSING: Brown linen binding; l)ublisher’ﬁ

cream paper printed brown cover with line-block
reproductions of ink drawings, in black, mounted

on front and back; brown laid endpapers and
double binder’s leaves.

EDITION: I,225: 25 numbered 1—25 on Rives

TYPOGRAPHY: Morland.

CATALOGUE RAISONNE: Saphire, page 299.
cOLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection




28.

L homme mort et les animaux domes-
tiques détruits, réapparaissent les espéces
et les genres qui avaient été chassés. Les
mers se repeuplent des baleines et la
surface de la terre est envahie par une
végétation énorme.

29.

On voit les champs en friche verdir et
fleurir furieusement. Une végétalion
audacieuse s'épanouit. Les gramineées
deviennent ligneuses; les herbes folles,
hautes et fortes, durcissent. La cigué est
légumineuse. Des arbustes apparaissent,
poussent. Les bois s'étendent, et 'on voit
les plaines d'Europe s'assombrir, se

recouvrir uniformément d’apalachine.

Cendrars’s twentieth-century satire La Fin du
monde (The End of the World) is organized like
a movie script and given a digy ying pictorial
environment by Léger. Compressing space in
the Cubist manner, Léger invokes a sense of
simultaneity with overlapping and repetitive
geometric and alphabetic forms.




Polka

une pomme de larre

GEORGES BRAQUE
French. 1882—1963

Le Prége de Méduse

auTHOR: Erik Satie (French. 1866-1925).
PUBLISHER: Paris: Editions de La Galerie
Simon [Kahnweiler|, 1921. First edition.
PAGINATION: 18 unnumbered folios.
PAGE SIZE: 12'%6 x 8'%6" (32.5 x 22.7 cm).
IMAGES: 3 woodcuts, in color on ivory laid
Holland Van Gelder paper.

IMAGE SHOWN: 3/& x 5" (8 X 12.7 cm), IrTeg.
HOUSING: Publisher’s cream wove paper bind-
ing, with transparent paper dust jacket embossed
with spider-and-web pattern; French marbleized
paperboard folder and slipcase, lined with buff
wove [Hii)t.’]'.

EDITION: 112: 1o numbered 1-10 on Imperial
Japan paper; go numbered 11-100 on Holland

Van Gelder paper (this copy, no. signed);

1z )";r,u.’\'—c'rnn.rr.l":'.':,'1 |'1111[1ber(:‘(] 1 “\ i HT!(] o0,

PRINTER: L'Imprimerie Birault, Paris.

CATALOGUE RAISONNE: Vallier 13.
coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

Satie’s one-act play, Le Piege de Méduse
(Medusa’s Trap), u 'a,\'lﬁrx: }pe;ﬁ;m:ea’ on May
24, 1921, Its outstanding prop was a giant
mechanical stuffed monkey, which performed
seven dances to Satie’s music. The comedy s
one of constant confusion and conflicting sense,
centering around the baron Medusa’s attempt
to trap a husband for his daughter. By contrast,
the geometrical clarity of Braque'’s delicately
colored Cubist woodcuts embellishes the text in
a traditional manner, heading each part with

compositions of musical instruments.
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JuaN Gris (JoskE
VICTORIANO GONZALEZ)
Spanish. 18871927

Ne Coupey pas mademoiselle, ou les erreurs

des PT.T.

AUTHOR: Max Jacob (French. 1876-1944).
PUBLISHER: Paris: Editions de La Galerie
Simon [Kahnweiler], 1921. First edition.
PAGINATION: 16 unnumbered folios (including
flyleaves).

PAGE SIZE: 1276 x 8'%s" (32 x 22.8 cm).
IMAGES: 4 lithographs, in color on cream laid
Holland Van Gelder paper.

IMAGE SHOWN: La Cartelettre, 10/ x 7' %a"
(26 x 19.9 cm), irreg.

HOUSING: Publisher’s cream wove Japan paper
binding.

EDITION: r12: 1o numbered 1-10, with R[]ppll‘-

mentary suite; 9o numbered 11-1

o (this copy,
no. 88, signed); 10 numbered |- X, reserved for

printers and /or authors; 2 hors-commerce, with

supplementary suite of canceled plates, deposit
copies.

PRINTERS: Plates, Charlot Fréres, Paris; text,
Birault, Paris.

CATALOGUE RATSONNE: Kahnweiler 7—10.
coLLEcTioN: The Museum of Modern Art,
New York. Louis E. Stern Collection

One of the Cubist painters associated with
Kahnweiler's Galerie Simon, Gris added prints
to several of the dealer’s publications of first
editions, includ f'ﬂ_.r__’ a book t'l__\ Gertrude Stein.

LAC\RTELETILE
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HENRI LAURENS

French. 1885—1954

Les Pélican

autnoRr: Raymond Radiguet (French. 1903
1923).

PUBLISHER: Paris: Editions de La Galerie
Simon [Kahnweiler], 1921. First edition.
PAGINATION: 14 unnumbered folios.

PAGE 51ZE: 12%6 x 874" (32 x 22.5 cm).
iMAGES: 7 etchings (including wrapper front), 3
with drypoint, in black on cream laid Holland
Van Gelder paper (except wrapper).

IMAGES sHowN: Left, wrapper, 3'%6 x 3'%¢"
(10 x 10 em); right, Mademoiselle Charmant,
“Pie Parisienne,” 1%6 x 68" (8.5 X 16.9 cm).
HOUSING: Gray linen binding, publisher’s
cream wove Japan paper wrapper with etching,
in black, on front bound in at end; ivory end-
papers, made by Gerhard Gerlach for Louis E.
Stern.

EDITION: r12: 10 numbered 1—10 on Imperial
Japan paper; go numbered 11-100 on Holland
Van Gelder paper (this copy, no. 81, signed); 1o
numbered 1 X, reserved for printers and/or

author; 2 hors-commerce, marked o and oo, with

RAYMOND RADIGUET

LES PELICAN

supplementary suite of canceled plates, deposit
copies.

PRINTERS: Plates, Eugéne Delitre, Paris; text,
Birault, Paris.

CATALOGUE RAISONNE: Volker 7.
coLLEcTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

A two-act play by a teen-aged author about a

foolish family named Pélican, this thin book is

the Cubist sculptor Laurens’s first attempt at
printmaking as well as illustration. His figura-
tive compositions, in the form of linear etched
plagues, emulate the low-relief patterns of his
sculpture. They also provide a defining struc-
ture to the pages of the irregularly spaced dia-
logue of the characters they depict.
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heisse Ouellen und dein Hals erhebt sich und
singt wirr wie im eber.
Siehe alles ist Jordan draussen und die Luoft

starrt von Posaunen, tausend eiserne Wogen rollen
donnernd iiber dem Halbkreis vitlich umflanmm-
ten Gebivges, Alles tont Ephrai

Schlanke Tinzerin Gottes, mit den lippigen

Lenden im Feuer der ]ﬂr-mﬂm:,; Aufgerichtete,
Rasende mit den Hiiften, Komgin langen Blutes,
dein Mund singt heiser wic ein Wol fund gliiht wie
cin Stern. '

Nie sah ich Hinde, lang, braun und selten wie
deine, Blaues Haar deiner Schlifen legt um mei-
ne Kehle geschlungen und mein Mund saugt ans
dem druck der Kissen den Gernch deines
Fleisches zuriick. das dampft und scharf ist wie
von den Tieven der Wiiste, Die goldenen Siegel
deiner schweren Brauen zucken vor Licht. Uber
uns rennt das rote Segel des Mondes. Anf den
Spitzen deiner Finger gliihen dunkle Flammen.
Mein Herz schanert wild vor dir.

Hinter deiner heissen Stimme liegt eine, weich

und flamanig bis zum Rasen der Verziickung, und

0

Y T

MAX BECKEMANN CATALOGUES RAISONNES: Hofmaier 111-116.
German. 1884—1950 Jannasch 4. Gallwitz 89.

L coLLECTION: The Museum of Modern Art,
Dre Fiirstin

New York. Louis E. Stern Collection
AUTHOR: Kasimir Edschmid (German, 18g0—
1966 ). The embirttered view of soctety that Beckmann
PUBLISHER: Weimar: Gustav Kiepenheuer,

developed during his hospital duty and subse-
1018,

quent nervous breakdown during World War I
PAGINATION: 84 pages: [1-6], 7—81, [82], (

6 plates hors-texte.

is reflected in the prints he contributed to Die
i . Fiirstin. Edschmid’s poetic texr about a hero’s
PAGE SIZE: 12% X 9¥ia” (31.5 X 23 cm), irreg. : ; ; ;

M Rl ; ; dreams is strangely coupled with Beckmann's
IMAGES: 6 drypoints, in black on cream wove b

; T I O s g i
Zanders paper (executed 1917). Expressionist renderings of compressed arrange

IMAGE SHOWN: 7% x §/4" (18.8 x 13 cm). ments of bodies in alienated pairings. Expres-
HOUSING: Publisher's full brown leather bind- stonist literature, of which Edschmid was a
ing, with marbleized endpapers, made by E. A. major proponent, was often restricted by the
Enders, Leipzig. traditional forms in which it was written, so
EDITION: §00: 1o numbered 1-10 on Zanders Beckmann’s distorted compositions augmented

paper, with white leather binding and supple- the Expressionist guotient of the author’s less

mentary portfolio; 25 numbered 11-35 on radioal text.
Zanders paper, with white leather binding; o5

numbered 36130 on Zanders paper, with brown

leather binding (this copy, no. 72, signed); 370 on

Holland paper, with silk binding.

PRINTERS: Plates, Carl Sabo, Berlin; text,

W. Drugulin, Leipzig.




MARCEL JANCO
Israeli, born Romania. 1895—1984

La Premiére Aventure céléste de
Mr. Arm;c:_'yrr}ie

AUTHOR: Tristan Tzara (Samuel Rosenstock;
French, born Romania. 1896-1963).
pUBLISHER: [Zurich]: Collection Dada, 1916.
First edition.

PAGINATION: 8 unnumbered folios.

PAGE SIZE: 8' Y6 x§%s" (22.4 X 14.8 cm).
IMAGES: 7 woodeuts, 6 in color and 1 in black
on ivory laid paper.

IMAGES sSHOWN: Above, 6% x 36" (16.9 x
9.3 em), irreg.; left, cover, 9'%s x 64" (23.3 %
16.5 cm).

HOUSING: Publisher’s gray wove paper
binding.

EDITION: 5to: 1o numbered 1—10, with wood-
cuts with hand additions; 500 unnumbered copies

with woodcuts in two colors (this copy).
PRINTER: J. Heuberger, Zurich.
coLLECTION: The Museum of Modern Art,
New York. Purchase

When Janco went to Zurich to study architec-
tiere he met Arp and his own countryman
Tyara. Together they constituted the core of
Dada, bringing to the Cabaret Voltaire their
tastes in art for exhibitions and their unconven-
tional antics. After he and the other Dada
artists went to Paris he became disenchanted,
particularly with those who were inclined to the
theories that would mature into Surrealism. He
returned to his native Bucharest, where he
remained until 1942 when he fled to Tel Aviv.
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JEaAN (HaNs) ARrp
French, born Alsace. 1887—1966

12 ’;'rzgr—n}zg poémes

AUTHOR: Tristan Tzara (Samuel Rosenstock;
French, born Romania. 1896 1963)

PUBLISHER: Zurich: Collection Dada, 1918.
First edition.

PAGINATION: 26 unnumbered folios.

PAGE SLZE:

7/ % §%6" (19.7 x 13.5 cm), irreg.
IMAGES: 12 woodeuts (including duplicate on
cover), in black on eream wove paper (except
cover).

IMAGES SHOWN: Above, 5% x 1'%s" (13.6 x
5 em), irreg.; right, 2

x 246" (6.1X 5.3 cm), irreg,

HousiNG: Publisher’s buff cardboard binding
with woodecut, in black on gold paper, mounted
on front.

EDITIOoN: Unknown: includes 1o numbered
1-10 on Holland paper, signed.

PRINTER: Julius Heuberger, Zurich.

CATALOGUE RAISONNE

Arntz 16a—25b
coLLECTION: The Museum of Modern Art,
New York, Purchase

The artist’s e)\per{'erm'gf.\' in a radical commu-
nity, centered in Ascona, Switzerland, during
191617, tncluded drawing small bits of
nature, simplified into what he called “fluid
ovals " and other living forms. The woodcuts
that accompany 1rara s poens are Arp :tl_ﬁ‘r.z'f
works after he lived in Ascona, and are made
up of what might be described as biomorphic
elements. szif_}-' also .f't_’}‘f ect an interest in the
“primitive, " which Trara evoked in his preface

about la poésie négre.
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MUSICIENS EN VOYAGE

Les aneiens bandits de Calabre
avaient des fusils & tromblon
chapeau d'artiste, manteau long

s se cachaient derriére un arbre

Moi qui voyais sur des images
leurs fusils passant la cachette
eroyais entendre le ramage

de joueurs doux de clarinette.

Frires des merles, ces simples jouent
craintive dont pilit la joue
ils ne vous couchent en joue

que pour vous jouer un air damour

ANDRE MASSON PRINTERS: Plates, Charlot Fréres, Paris; text,
French. 1896—1987 Leibovitz, Paris.
CATALOGUE RAISONNE: Saphire 1—j.

Soletls bas i :
2 coLLECcTION: The Museum of Modern Art,

AUTHOR: Georges Limbour (French. 19o2— New York. Gift of Walter P. Chrysler, Jr.
1970).

PUBLISHER: Paris: Editions de La Galerie Limbour and Masson were among the first
Simon [Kahnweiler], 1924. First edition. members of the group that ascribed to André
PAGINATION: 12 unnumbered folios. Breton's definition of Surrealism, issued in a

PAGE SIZE: 9/2 X 7/4" (24.

ety cm), HEER: nhmf-fn.‘.s‘ft: UJI' the same year as this book.

IMAGES: 4 drypoints (including front cover), in

Masson's airy .J"f'.’.f'.r.r:g‘rmfr?/;.\' attempt 1o portray

i:l].'u:kﬂ on I|\.-;>r \ Lnd{ *X |v|:_}w:T I}mj)fer { i\.w pt u_‘m ke wisonitial Surrealist promist o £ bsolue
:—|\:>\[‘ '-.: N:IET::,lt‘;LE].iS]‘]:‘.‘:";‘i.“‘l"t'i‘lr;'l] L\: a‘\:c%] ;J! ;:3:[1.:;13!-:'11- r‘far':'{_ v, derived from re".r_‘”mg the differences
binding with etching on front; quarter black between dream and reality.
leather over navy linen solander box, lined with

cream PLIPL"[".

EDITION: 112: 10 numbered 1—10 on Imperial

Japan paper; 9o numbered 11-100 on Arches
paper (this copy, no. 88, signed, with dedication
to Camille Dausse by Masson); 10 numbered
1-X, re

2 hors-commerce, marked o and oo, deposit copies.

rved for printers and /or authors;
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YvEs TANGUY
American, born France. 1900—1955

Dormir dormir dans les pierres

AUTHOR: Benjamin Péret (French. 1899—1959).
PUBLISHER: Paris: Editions Surréalistes, 1927.
First edition.

PAGINATION: 16 unnumbered folios (including
flyleaves).

PAGE SIZE: 8% x 6'%s" (22.3 X 17.3 cm).
IMAGES: 15 line-block reproductions, after pen-
and-ink drawings (including ritle-page variant
on front cover), in black, § (including variant on
cover) with gouache additions on cream wove
Imperial Japan paper.

IMAGE SHOWN: Cover, 776 X 64" (18.9 x

15.5 cm), irreg.

HOUSING: Publisher’s beige wove paper bind-
ing, with reproduction and gouache additions on
front; full brown leather solander box, lined with
beige moiré cloth.

EDITION: 210! 10 numbered 1-10 on Imperial
Japan paper, with gouache additions (this copy.

no. 007, signed); 20 numbered 11-30 on Van

Gelder paper, with gouache additions; 175 num-
bered 31-205 on laid paper; 5 dedicared copies on
China paper, probably with gouache additions.
PRINTER: Editions Surréalistes, Paris. I
coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

The cover and illustrations of this first embel-
lishment of a Surrealist text by the artist are
reproductions of his drawings, which he has en-
hanced with white paint on the first copies. In
the year this book was published the self-taught
Tanguy introduced small biomorphic and
pebble forms into the barren landscapes that

characterized his compositions.

benjamin péret

T

EDITIONS SURREALISTES

10, rae Jacques-Callor. Paris

i9279
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GirorGgl1o DE CHIRICO
Italian, born Greece. 1888—1978

Calligrammes

autHOR: Guillaume Apollinaire (Guillaume
Apollinaire de Kostrowitsky; French, born Italy.
1880-1918).

PUBLISHER: [Paris]: Librairie Gallimard, 1930.

PAGINATION: 276 pages: [1—14], 15—269, (7).
PAGE SIZE: 12 %e X 10" (32.5 x 25.§ cm), irreg.
iMacEs: 68 lithographs (including duplicates
on title page and wrapper front), in black on
ivory laid China paper.

IMAGE SHOWN: 6/& x 6/4" (15.5 X 15.8 cm),
irreg.

HOUSING: Publisher’s ivory laid China paper
wrapper with duplicate lithograph on front;

black cloth solander box with red leather insert

on front, lined with cream paper, in quarter black

leather over ivory Japan paperboard slipcase,
made by Gerhard Gerlach for Louis E. Stern,
EDITION: 131: 6 numbered 1—-6 on Whatman

paper; 6 numbered 7-12 on Japan nacré paper;

88 numbered 13—1

on China paper (this COpY,
NnO. 744 .s'ig;nu‘d_']: 11 hors-commerce, numbered
[—XXXI, 1 reserved for the artist.

PRINTERS: Plates, Desjobert, Paris; text,
Maurice Darantiere.

CATALOGUE RAIsSONNE: Ciranna 17—82.
coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

At the time he was painting his quintessential
metaphysical works, de Chirico did not illus-
trate books, although his paintings were full of
references to myths, and his brother, Alberto
Savinto, was a writer. Despite his early friend-
ship with authors such as Apollinatre before
World War I and Jean Cocteau afterward, he
did not begin to illustrate their texts until 1928
(‘Le Mystere laic by Cocteau) and, finally in

1929, this version of Apollinatre s poetry.
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JoaN MIRr 1) Hugnet wanted to issue Enfances in French and TP——

Spanish. 18931983 English, so he asked his friend Gertrude Stein
] g T Nl T
E to translate his poems. She finally wrote a
Enfances CHE e finally s i

totally different text, which she called

_ffr’r'('—

. ! | REFORE THE FLOWERS 0F FRIENDSHIP
tions  on the .\'f:f)jc't‘i._ f}u: 1:'/:&” \\fzc' Saw .f.":'m

FAVED FRIENDSHII FADED

AUTHOR: Georges Hugnet (F rench. 1906

1974). : §
)74) e P B Hugnet was not going to credit her as a co-
PUBLISHER: Paris: Editions Cahiers d Art, ; : f e g -
[ | author, she angrily published Before the
1933). oot iy (i
Flowers of Friendship Faded Friendship Faded: |

PAGINATION: 44 pages: (v0), 1-29, (5) (includ-

Written on a Poem b}' Georges Hugnet rwo

; WRITTEN (N A POEM BY GEORGES

ing endpapers); 3 plates hors-texte. : 2 i e

PAGE S1ZE: 11 x 8%" (28 x 22.2 cm), irreg years before Enfances appeared.
SE SIZE:D 113 (28 x 22:2 , irreg. i %

IMAGES: 3 etchings, in black on gray laid

Ronsard paper (executed 1932—-33).

by TN JERTRUDE STEIN
IMAGE SHOWN: Above, 9/ x 57" (23.5 X GRRERUDE:GFBS

15 em).

HOUSING: Publisher’s gray laid Ronsard paper

binding.

EDITION: 131: § numbered 1-5 on Imperial PLAIN EDITIGN 27 RUE DB FIEIURUS PARIS

Japan paper, with supplementary manuscript

page; 95 numbered 6—100 on Arches paper; 25
on Ronsard paper, marked A—Z, reserved for
author (this copy, marked D, partially uncut);

4 «"1U.’.f—L‘r.m.'.’:;'cn'e'. on Impt‘ rial _]:ap:m paper;

2 hors-commerce, marked o and © deposit copies. 135

PRINTERS: Plates, Roger Lacouriére, Paris;

text. Paul André. Paris. Gertrude Stein. Before the Flowers of f-'.".l'{'};u".\.f}l_;'
CATALOGUES RAISONNES: Cramer 2. Dupin Faded Friendship Faded: Written on a Poem by

15 i, Georges Hugner. Paris: Plain Edition, [1931].
COLLECTION: The Museum of Modern Art, Carleton Lake Collection, Harry Ransom

New York, LouisE. Stern Colleetion Humanities Research Center, The University of

Texas at Ausun
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J F réve Je te vois superposée indéfiniment & tol-méme

Tu es assise sur le haut tabouret de corail

Devant ton miroir toujours & son premier guartier

Denx dotats sur 'alle d'eau du peigne

Et en méme temps

Tu reviens de voyage tu t'attardes la derniére dans In
grotte

Ruisselante d'éclairs

Tu ne me reconnals pas

136

ALBERTO GIACOMETTI
Swiss. 1901-1966

L Air de Ueau

sUTHOR: André Breton (French. 1896—1966).
PUBLISHER: Paris: Editions Cahiers d"Art,

1934. I
PAGINATION: 24 unnumbered folios.

ilam

PAGE SIZE: 117 X 7/46" (30.2 X 18 cm), irreg.

st edition.

IMAG 4 engravings, in black on ivory laid

Montval paper.

IMAGE SHOWN: 6% x §%" (16.2 x 13.6 cm).
HousiNG: Brown cloth binding with publisher’s
buff laid paper wrapper bound in; cream laid
endpapers.

EDITION: More than 345: § numbered 1—5 on
Japan nacré paper; 40 numbered 6—45 on

282

Montval paper (this copy, ne. 11); 300 on wove
paper; several hors-commerce.

PRINTER: L'Imprimerie J. Grou-Radenez,

Paris.

CATALOGUE RAISONNE: Lust 76—79.
coLLeEcTioN: The Museum of Modern Art,
New York. Louis E. Stern Collection

The artist’s first work was figurative, and when
he began to make sculptures under the influence
of Surrealism he continued to include references
to animals, birds, and people. His most impor-

tant Surrealist works date from the early 19305,
and he was expelled from the Surrealist move-

ment a year after this book was published.




MaNx Ray (EMMANUEL
RUDNITSKY)
American. 1890-1976

Factle

auTHOR: Paul Eluard (Eugéne Grindel: French.
1805 -1952).

PUBLISHER: Paris: Editions GLM [Guy Lévis
_'\-I.un:}J1 1935. First edition.

PAGINATION: 14 unnumbered folios.

PAGE SI1ZE: 9%e X 746" (24.2 x 18 cm).
IMAGES: 12 photogravure reproductions, after
photographs, in black on cream wove paper.

IMAGES SHOWN: Lefi page, 9%

18 cm), right page, 3% x 7/45" (9.2 x 18 cm), irreg.
nousinG: Publisher's cream wove paper wrap-
per with reproduction on front.

EDITION: 1,225: 20 numbered 1—20 on Imperial
Japan paper, with an original photograph signed
by Man Ray; 1,000 numbered 21—1,020 on wove
paper (this copy, no. 42); 205 hors-commerce:

5 numbered 1-V with an original photograph
signed by Man Ray, 200 numbered VI-CCV.
PRINTERS: P}mmgrm-ures. Breger, Paris; text,
Editions GLM, Paris.

coLLEcTIOoN: The Museum of Modern Art,
New York

This is the second book collaboration by the
artist and author and the first to include Man
Ray’s photographs. The cover of Facile consists
of a photograph of metal type spelling out the
utle and names of the authors. All the pages are
J,(}/;f)fcr_,r,‘rmpf;.s of Eluard’s z;'{'ff'?, Nusch, and the
poems that ..‘r;mpf:’mer:f them are _,m"{:c‘e{f within

the space {J_fI.’/IH’ ;H‘mmgra‘pfrﬂ' f'nm;{e.

L' ENTENTE
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TIN BRANCUSI

French, born Romania. 1876—1957

Tales Told of Shem and Shaun, Three

Fragments from Work in Progress

CONSTAN

AUTHOR: James Joyce (Irish. 1882—1941).
puBLISHER: Paris: The Black Sun Press, 1929.
(First edition of working text for Finnegans
Wake, 1939.)

PAGINATION: 9o pages: (24), =XV, [XVI
1—55, (5).

PAGE SIZE: 8% x 6/2" (20.8 X 16.5 cm).

IMAGE: I Ph()[ﬂj__"l'fi\'u]'(_‘ r'cprndLminr1 nf‘;ar_--n-

and-ink drawing, in black on ivory laid Van

Gelder paper.

IMAGE SHOWN: Portrait of the Author, 77

4%" (18 x 11.8 cm), irreg,
nousinG: Publisher's ivory laid Arches paper

binding with ivory laid Van Gelder endpapers; in

gold paperboard slipcase.

EDITION: G50: 100 numbered 1
PLI[M"I'; JC

paper (this copy, no. 316); 50 hors-commerce.

on Japan

- numbered 101-600 on Van Gelder

prRINTER: The Black Sun Press, Paris.
TYPoGRAPHY: Caslon.

coLLECTION: The Museum of Modern Art,
New York. Mary Ellen Meehan Fund

This sole example of the sculptor Brancusi’s
graphic contribution to a book is as important
for the reproduction of his drawing as for the
publication of Joyce's fragments from his not-
_.\‘L’f—m,-;-sp.’e:ef{ .ruas{g:piace Finnegans Wake.
For their Black Sun Press, Harry and Caresse
Crosby wanted Picasso to draw Joyce's portrait
for the frontispiece, but he refused. Brancusi,
who knew Joyce, made two attempts: the sec-
ond, less representational, skerch was used.
After setting the text the printer discovered that
the last page contained only two lines. The
author was quite willing to write more to save

the awkward page.




PaBLo Picasso

Spanish. 1881-1973

La Barre d appui

auTHOR: Paul Eluard (Eugéne Grindel; French.
1895—1952).

PUBLISHER: Paris: Editions Cahiers d’Art,
1916. First edition.

PAGINATION: 16 unnumbered folios (uncut
from four sheets).

PAGE SIZE: 8/4 x 64" (21 X 15.9 cm).

IMAGES: 3 etching and lift-ground aquatints, in
black on Manufactures Impériales buff wove
Antique Japan paper.

IMAGE SHOWN: Below, Marie- Therése endormue

I} 1} ¥V Ly f > ~ -~ Y
au bord de la mer, 675 x 478" (15.6 X 10.6 cm).

HOT

iNG: Publisher’s cream wove paper wrap-
per covered in flower-petal-flecked Antique
Japan paper, with printed Japan paper label
]]élh[t‘(l on i‘l'll”i.

EDITION: 4o numbered 1-40 (this copy, no. 9,
signed).

PRINTERS: Etchings, Roger Lacouriére, Paris;
text, Aimeé Jourde, Paris.

CATALOGUES RAISONNES: Cramer 26. Baer
6oy (state I1).

scT1oN: The Toledo Museum of Art.

COLI

Purchased with funds given by Molly and Walter
Bareiss in honor of Barbara K. Sutherland and

with funds from the Mrs. George W. Stevens

Fund
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Above, four subjects for La Barre d’appui. [1936].
Etching and lift-ground aquatint, in black on buff

Wove Japan paper. 16/ X

(42 x 31.7 cm).
Baer 6071b. The Museum of Modern Art, New
York. Purchase

LE SABLIER VIDE
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For Eluard’s poem Picasso first etched three
compositions on one plate, planning for them .::I]
to be cut apart and inserted in the text at sepa- |
rate places. In the fourth segment of the plare
he added an impresston of his own hand. The
two women depicted are Nusch Eluard and i
Picasso’s mistress (asleep), Marie-Therése
Walter.
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HANns BELLMER

|
1 -
| German. 1902—1975

| ' La Poupee

1 AUTHOR: Hans Bellmer. Trans. by Robert

| | \"Ll]L‘ng'ay.

i PUBLISHER: Paris: GLM [Guy Lévis Mano],
" [ 1936. First French edition.

PAGINATION: 22 unnumbered folios.

PAGE S1ZE: 6/ x 44" (15.5 X 11 .5 cm).
1l IMAGES: 10 photographs mounted on cream o .
(| e e 1 P Brooklyn Binding Co., with gray speckled wove
wove paper (executed 1934); 2 line-block repro- J . 5 ) )
| o e i gl endpapers and single binder’s leaves; publisher’s
ductions, after drawings, in black on pink wove 5

paper.

IMAGES sHOWN: Left, 2¥is x 1/4" (5.6 x 3.2 cm),

light-tan wove paper wrapper bound in.
EDITION: 100: 5 numbered 1—5 on Japan paper;

20 numbered 6—25 on Normandy Vellum paper

irreg.; right, 4% x 34" (1.7 X 7.9 cm). ; : 7
HOUSING: Tan linen binding, made by (this copy, no. 9, on pink paper); 80 [sic] num-
s = bered 26—100 on pink paper.
PRINTER: Text, GLM, Paris.
coLLECcTION: The Museum of Modern Art,

New York. Purchase

: s Although Bellmer produced a German edition
LA POUPEE i of this book of photographs of his demountable
female mannequin in 1934 (Die Puppe), most
existing German copies were made up. from
leftover sheets found after World War I1. The
photographs alone were published in France in
1934, while the book with a text in French
appeared two years before Bellmer himself
moved to Paris in 1938. A second book, Les
Jeux de la poupée, with a text by Paul Fluard,
containing hand-colored photographs of the
mannequin in landscape and interior settings,
was published in 1949.
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JEAN DUBUFFET
French. 19o01-1985

Labonfam abeber par inbo nom

AUTHOR: Jean Dubuffet.

PUBLISHER: [Paris: Jean Dubuffet], 1950. First
edition.

PAGINATION: 14 unnumbered folios.

PAGE SIZE: 11/ x 846" (28.2 x 22 cm), irreg.
IMAGES: 6 photolithographic reproductions,
after ink drawings, on cream laid Indochina
[)L{per.

IMAGE SHOWN: 10/ X 84" (26 x 20.6 cm),
irreg.

HOUSING: Publisher’s cream laid China paper-
board binding with cream laid China endpapers.
EDITION: 50 (unnumbered).

PRINTER: Jean Fautrier or M. Mannequin,
Paris.

TYPOGRAPHY: Artist's manuscript.

CATALOGUES RAISONNES: Arnaud 136. Webel

304—1329.
coLLECTION: The Museum of Modern Art,
New York. The Associates Fund

Influenced by the uninhibited pictures made by
children, folk and self-taught artists, and the
mentally ill, Dubuffet’s images of people are
candid and humorous. The artists own texts
are L'r?f??}'-'ﬂ.rﬂ'fl‘[t' .I“n gi!d."’:‘{_\; as A‘I?ﬁ' ”'rfl.l’!_'.\' fJ‘:‘t_’f“
Jﬂ}:‘”nf]’f‘t'c{g\', l}’rfﬂ'&flﬂ':‘;r I.EP H'Ur{{.\' LT”L{ l}ffﬂ('ﬁf‘”,‘:‘r

the syllables of some words to those of others.
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lument neufs, en feignant que je ne
sache rien sur eux, pas méme qu'ils
appartiennent 4 des dmes. Je prie
qu’on ne prenne pas pour des méta-
phores les considérations qui suivent.
Je dis ce que je vois, simplement,

Lix visage, limite extréme du corps
humain, doit se comprendre & partir
du corps. Avec le corps il a ceci de
commun que tous ses mouvements
sont des gestes. Par 14, il faut en-
tendre que le visage fabrique son
propre temps au milien du temps
universel. Le temps universel est fait
d’instants mis bout & bout ; ¢’est celui
du métronome, du sablier, du clou.
La bille nous savons bien qu'elle
flotte dans un perpétuel présent; son
avenir est en dehors d’elle, dilué dans
le monde entier, son mouvement pré-

28

WoLs (OTT0 ALFRED
WOLFGANG SCHULZE)
German. 1913—1951

Visages, p:‘e‘céde’ de portraits officiels

AUTHOR: Jean-Paul Sartre (French. 1905—1982).
PUBLISHER: Paris: [Pierre] Seghers, 1948, First
edition.

PAGINATION: 48 pages: [1-12], 13—41, (7)
including flyleaves.

PAGE SIZE: 7/ X 4 6" (19 X 12.2 cm).
IMAGES: 4 drypoints, in black on ivory wove
Marais Crévecoeur paper.

IMAGE SHOWN: §/2 X 3/6" (13.9 x 7.8 cm).
HOUSING: Publisher’s ivory wove paper
binding.

EDITION: 925: 15 numbered 1-15 on China
paper; goo numbered 16—916 on Marais
Crevecoeur paper (this copy, no. 590); 10 Aors-
commerce, marked “H.C.,” reserved for artist
and author.

PRINTERS: Plates, R. Haazen, Paris; text,
Imprimerie Union, Paris.

CATALOGUE RAISONNE: Grohmann XLVI-IL.

corLEcTioN: The Museum of Modern Art,
New York. Henry Church Fund

The small drawings the German artist executed
while hiding in unoccupied France during the
years of World War Il anticipated in scale and
intensity his portraits in this book. In Paris
after the war, Wols was befriended by Sartre
and illustrated two of his books with drypoints
in the informal tachiste manner, which concen-
trated into visible form the author’s Existen-
tialist philosophy.
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JEAN FAUTRIER
French. 18981964

La Femme de ma vie

AUTHOR: André Frénaud (French, born 1907).
PUBLISHER: Paris: Librairie Auguste Blaizot,
1947. First edition.

PAGINATION: 26 unnumbered folios; 1 large
plate folded in twelve.

PAGE SIZE: 11% X 7/6" (20 x 18 cm).

IMAGES: 6 etchings and aquatints with photo-
engraved reproduction of Fautrier’s handwriting,
including 1 folded and lined with pink lace, in
color on ivory wove Auvergne paper.

IMAGE SHOWN: Large folded plate, 21/ x

35 %" (54 % 91 cm).

HOUSING: Publisher's Auvergne paper wrapper
covered with pink lace.

EDITION: 27: 1 numbered 1 on Japan paper,
including original drawing on which the prints
were based; 5 numbered 2—6 on Japan paper; 15
numbered 7—21 on Auvergne paper (this copy,
no. 21); 6 hors-commerce, marked A—F.
PRINTER: Jean Fautrier at Cha[enay, France.

TYPOGRAPHY: Author's manuscript and artist’s
transcription.

CATALOGUE RAISONNE: Mason 188—203.
coLLECTION: Graphische Sammlung
Staatsgalerie Stuttgart

Working from a combination of his own draw-
ing and the author’s manuscript, the artist cre-
ated one large print. Cut into five pages, the
same print constituted the whole text of the
book; this is interspersed with pages on which
only the title appears in different colors. The
large folded print, backed with pink lace, is
placed at the end of the book, presenting the
complete poetic tribute to Frénaud’s La Femme
de ma vie (Woman of My Life) .
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MATTA (ROBERTO SEBASTIAN

ANTONIO MATTA ECHAURREN)

Chilean, born 1911
Arcane 17

AUTHOR: André Breton (French. 1896-1966).
PUBLISHER: New York: Brentano's, 1944.

PAGINATION: 178 pages: (

, [1-8], 9—176

(including flyleaves); 4 reproductions hors-texte.

PAGE SIZE: 9% X 6%6" (23 X 16 cm), irreg.
IMAGES: 1 etching and aquatint (frontispiece),
in color on chine collé on white wove Umbria
paper, and 4 phm(ﬁilhn;_"s';q}hiq_' rrpruduCLiom,
l![“ft"l' tarot L‘a}r(l d{“_w‘i;ﬁn&w, in Cle“l’ on JI\-"'JF_\" wove
paper mounted on pale orange-yellow wove
iJLlPCr.

IMAGE SHOWN: Frontispiece, 5 x 2%" (12.7 x
7 cm).

HOUSING: Publisher's white wove paper
binding.

EDITION: 325: 25 marked A—Y on Umbria
paper, with etching (this copy, marked T,
signed); 300 numbered 1—300 on Oxbow paper.
PRINTER: Albert Martin, Inc., New York.
CATALOGUE RAISONNE: Sabatier 8.
coLLECTIoN: The Museum of Modern Art,
New York. Purchase

Although he was a young, essentially unknown

satnter when he arrived in America from
f :

France, Matta had already entered the Sur-
realist circle. His friendship with Breton, the
leader of the Surrealists, led to his contriburion
0 f'm; etched \ﬁ'{)f!?‘!:i‘[?z-fk't’_ ﬂJr Breton’s on .f'a book

written and published in America. Matta be-

came a prolific printmaker and book artist when

he returned to Europe ;';_f.f(’:‘ World War [1.
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L’OUEST DERRIERE SOI PERDU

L’our‘sl derriére soi perdu, présumé englou-
ti, touché de rien, hors-mémoire, s’arrache a sa
couche elliptique, monte sans s’essoufler, enfin
se hisse et rejoint, Le point fond. Les sources
versent. Amont éclate. Et en bas le delta verdit.
Le chant des fronti¢res s’étend jusqu’au belvé-
dére d’aval. Content de peu est le pollen des
aulnes.

ALBERTO GIACOMETTI Gtacometti's typically attenuated figures emerge
Swiss, 19011966 _,f'?-‘wu a vast l'f'J.n’.{I‘i-rl_}‘-lfc’h’..\'t'{;‘l u.;f.n:fff.’h‘d" black in

Retour amont the p.fun’.\' that accompany J'n.r_,rrrwm’.: poem

BN o, . written after the deaths of Char’s sister and the
i Lf : ““_ e Rt_dnt._ : ,l_l_d r,.\ i r_m%.h' A I k}h_h 43 painter Nicolas de Staél. The book was com-
PUBLISHER: Paris: GLM [l:u_\_ Lévis '\«hmnj,
1965. First edition.
PAGINATION: 68 pages: [1-8], 9—59, (©).
PAGE SIZE: 9% x 7/4" (24.5 x 18.4 cm).
IMAGES: 4 aquatints, in black on ivory wove
Rives BFK paper.
IMAGE SHOWN: 8% x 64" (22.2 x 16.6 cm).
HousiNG: Publisher’s ivory wove paper wrap-
per: pub|i5&hvr‘% ]J]Ll('—grn_\_' cloth solander box,
lined with light blue-gray suedelike cloth.
EDITION: 188: 148 numbered 1—148 (this copy,
no. §1); 40 numbered 1- XL, reserved for printers
and /or authors.
PRINTERS: Plates, (".rnmrnel_\r'm‘k_ Paris; text,
Guy Lévis Mano, Paris.
TYPOGRAPHY: Garamond.
CATALOGUE HAISONNE: Lust 188—191.
coLLECTION: The Museum of Modern Art,
New York. Monroe Wheeler Fund

19!
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POEMES
DE
RENE CHAR

NICOLAS DE STAEL

PARES < MOM LI

NI1COLAS DE STAEL
French, born Russia. 1914—1955

Poémes

AUTHOR: René Char (French. 1907—-1988).
PUBLISHER: Paris: [Nicolas de Staél], 1952.
PAGINATION: 48 unnumbered folios.

PAGE SIZE: 14/ X 114" (36.9 x 28.3 cm).
IMAGES: 14 wood engravings, in black, and 1
lithograph (publisher’s folder), in color on cream
wove Arches paper (executed 1951).

IMAGE sHoWN: Frontispiece; 13'%s x 10%"
(354 x27cm):

HousinG: Publisher’s cream wove Arches
paper wrapper; publisher’s ivory wove paper-
board folder with continuous lithograph on front
and back, lined with cream paper; in clear plexi-
glass case, probably made for Louis E. Stern.
EDITION: 120: 15 numbered i—15, with 2 supple-
mentary suites; 9o numbered 16—105 (this copy,
no. 6o, signed); 15 hors-commerce, numbered
[-XV.

PRINTER: Marthe Fequet et Pierre Baudier,
Paris.

TYPOGRAPHY: Firmin Didot.

ATALOGUE RAISONNE: Woimant and de

Staél 2—15, 94.
coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

De Staél was one of the most admired abstract
painters in post—World War Il Europe. He
derived inspiration from the land, sea, and sky,
which he translated into constellations of small
gouges in the woodcuts he made for the verses
of the hermetic poet Char.




GiNTHER UECKER

German, horn 19

Fom Licht

AUTHORS: Various.

PUBLISH Heidelberg

PAGINATION: 28 unnumbered folios.

PAGE SIZE: "(51 x51em).

IMAGES: 12 embossings on ivory wove |
IMAGE SHOWN: With excerpts |_'>_\. Ernst
Wilhelm Lo ;
Lasker-Schiiler (German. 1869-1045).

(47.3 x 96 cm), irreg.
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8% x

3

HoUSING: Unbound, in pub

sher’s black linen

folder, lined with ivory paper, made by Hans

Bichelmeier, Mannheim; publisher’s white card-

board box.
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EDUARDO CHILLIDA
Spanish, born 1924

Die Kunst und der Raum /L Art et [ 18&'],{?{.’{{_’

AUTHOR: Martin Heidegger (G
h;'?()).
pUBLISHER: St Gall: Erker-Verlag/ Erker

rman. 1889

Presse [Franz Larese and Jiirg Janett], 1969.
PAGINATION: 2 vols. I: 28 pages: [1—4], 5—26,
(2); 11z 38 pages: (2), [1], 2—11, [12], 25 pages fors-
texte, including 7 plates and 18 blank pages. 1

P]if}l'li_)f,_{'l'ilpl] !'(‘LIOT(J.

PAGE SIZE: 84 x6

£

' (21.3 X 15.4 cm).
iMAGES: 7 lithographs, in black on cream wove
Japan paper pasted onto ivory wove Rives BFK
paper; 1 lithograph (folder), in black on cream

WOVe |

apan paper.

IMAGE SHOWN: 6¥e x 6" (16.1 X 15.3 cm), irreg.
HousiNg: I: pui)]iﬁlu'r'ﬁ cream Japan paper-
board binding, with ivory wove endpapers;

[T: publisher’s ivory wove Rives BFK paper
wrapper; cream wove Japan paperboard folder
with continuous |i[}1c'1graph on front and back,
lined with ivory paper. Both in publisher’s cream
Japan paperboard slipcase. Record housed sepa-
rately in glossy ivory paper cover, with photo-
graph of artist on back.

b

EDITION: 150: 25 numbered 1—25, with supple-

mentary suite; 125 numbered 26—150 (this copy,

no. 97, sighed).
PRINTERS: Vol. 1, Zollikofer & Co., A.G.,
St. Gall; vol. 11, Erker-Presse, St. Gall.

rYPOGRAPHY: Vol. IT: Author’s manuscript.

CATALOGUE RAISONNE: Michelin, pages
83—85.

coLLECTION: The Museum of Modern Art,
New York. Given in memory of Louise A. Boyer
by Lily Auchincloss and Frances Keech

The Spanish artist’s collage lithographs for the
two-volume presentation of Heidegger's philo-

sophical lecture on space are composed of motifs
that suggest the angled blocks of stone in his

sculptures.




PIERRE ALECHINSKY

Belgian, born 1927

Le Réve de lammonite

AUTHOR: Michel Butor (French, born 1926).
PUBLISHER: [Montpellier, France]: Editions
Fata Morgana, [1975]. First edition.
PAGINATION: 2 parts. Book: 42 unnumbered

folios; suites: 21 plates.

PAGE SIZE: 12'%6 x 9'%is" (32.5 X 25 cm).

SHEET SIZE: Suites: lithographs, 1
(32.8 x 50.2 cm); aquatints, 19 % X 2574

65.8 cm).

IMAGES: 10 lift-ground aquatints, in color; 27
lithographs (including wrapper front), in black;
supplementary suite of § aquatints, in black, and
16 lithographs, in color, on ivory wove Arches
paper (executed 1972—74).
IMAGES SHOWN: Left page

A
|
A

x 8a" (28,9

IT/8 X 14" (29.5 X

3.1 cm), Irreg., rig}il page, 117
20.5 €M), ITTeg.

HousiNG: Book: publisher’s ivory wove Arches
paper wrapper with lithograph on front, in pub-
lisher’s folder and slipcase; suite: publisher’s
cream paperboard folder with reproductions on
front and back, lined with ivory paper; made by
.'\di.nr.‘ Paris.

EDITION: 180: § numbered 1-5, with supple-
mentary drawing, manuscript 1‘rngmem. copper
plate, and 2 supplementary suites; 30 numbered
6—33, with 2 supplementary suites; 120 numbered
36—155; 25 hors-commerce, numbered I-XXV,
with 2 supplementary suites, reserved for collab-
orators (this copy, nos. XXI/XXV, each supple-
mentary sheet signed).

PRINTERS: .*\quurim\ in book, Moret, Paris;
aquatints in suite, Jean Clerté, Bougival; litho-
graphs, Clot, Bramsen et Georges, Paris; text,
La Charité, Montpellier.

CATALOGUE RAISONNE: Butor and Sicard 31.

corLLecTioN: The Museum of Modern Art,
New York. Gift of the artist

One of the most prolific book artists of the sec-
ond half of this century, Alechinsky is adept at

filling margins and full pages with his fantastic

visions, from volcanos to ammonites, the fossils
of prehistoric cephalopods. He is partial to
working directly with writers, and did so in this
case completely by mail. After he sent a set of
efn‘r".r:'ng.i to Butor, the writer invented a text in
parts, each referring to sections of the prints.
The numbers given to each part of the text are
also printed on glassine sheets overlaying the
related prints, interrupting them as in a dis-

turbed dream—the subject of this book.

.{i'}_‘;
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' este metal [_'I‘PL'IH!_\'.[['IIL'I!IL‘ espera

AnNTONI TAPIES
Spanish, born 1923

Anular

AUTHOR: José-Miguel Ullan (Spanish, born
1944). Trans. by Claude Esteban.
PUBLISHER: Paris: R.L.D. [Robert and Lydia
Dutrou], [1981]. First edition.

PAGINATION: 50 unnumbered folios.

PAGE S1ZE: 1274 X 97" (32.7 X 24 cm), irreg.
iMAGES: 21 lift-ground aquatints (including
wrapper), with soft-ground etching, etching,
aquatint, and carborundum: 17 in black and 4 in
color; 1 soft-ground etching, in black; and 1
aquatint and carborundum, in color with paint
additions; most on cream wove Auvergne
Richard de Bas paper, 8 folios die-cut and /or

torn or burnt.

IMAGE SHOWN: 12' %6 x 18" %a" (32.6 x 47.8 cm),

irreg.

HOUSING: Bound in accordion fold in publish-
er’s cream wove Arches paper wrapper, with
continuous aquatint on front and back under
clear-plastic dust jacket; publisher’s brown
paperboard folder and slipcase, lined with ivory
p[ll]l’]’.

EDITION: 150: 35 numbered 1—35, with supple-
mentary suite; 9o numbered 36—125 (this copy,
no. 112, signed); 15 hors-commerce, numbered
[—XV, reserved for artist and author; 10 Aors-

COMmmerce, marked A— |

PRINTERS: Plates, Morsang, Paris; rext, Fequet
et Baudier, Paris.

TYPOGRAPHY: Reproduced typewritten text.
CATALOGUE RAISONNE: Puig, pages 102—103.
COLLECTION: The Museum of Modetrn Art,
New York. Abby Aldrich Rockefeller Fund

(by exchange)

One of a set of books by an exiled Spanish poet
who collaborated with several artists, Anular
has been designed to emphasize its political
motivation through torn pages and negative
signs. The poet’s text is superimposed over the
densely printed lines of one of Spain’s dis-
carded constitutions, while heavy black marks

id B
are !'.fJFt’ artist s commentary H)J'Jf)f! this con-

frontation. The ring called for in the title seems

to refer to the persistent cycle of dictatorship
overtaking democracy, which has been the

Spanish experience.




NoT VITAL
Swiss, born 1948

Poestas rumantsches cun a’i.segn‘r da Not
Vital

AUTHORS: Pier Paolo Pasolini (Italian. 1922—
1975); Luisa Famos (Swiss. 1930-1974); Andri
Peer (Swiss. 1921-1985).

PUBLISHER: Poestenkill, N.Y.: Edition Gunnar
A. Kaldewey, 1987.

PAGINATION: 20 unnumbered folios.

PAGE SIZE: 19/ x 12%" (48.0 x 31.4 cm), irreg.
IMAGES: § wash-and-graphite drawings with
collage, abraded, and /or torn, and 1 object
pasted in, on dark-brown paper made from cedar
tree bark by Shusaku Tomis in Wajma, Japan.
IMAGE SHOWN: With poem, “Di d’inviern,”
by Famos, 1971 x 24 %" (48.9 X 62.9 em).
HOUSING: Tan, rough, wove de Wint paper

wrapper, with a printed label on front; sugar-
pine wood slipcase made by Shahin, Albany.
EDITION: 6o: 25 on light-brown paper; 25 on
dark-brown paper (this copy, signed): 10 deluxe
copies in elephant folio format.

pRINTER: Text, Kaldewey Press, Poestenkill,
DY

CATALOGUE RAISONNE: Kaldewey 12.
coLLECTION: The Resource Collections of the
Getty Center for the History of Art and the

Humanities

The three poems embellished by the aruist are
printed in his native tongue, Rhaeto-Romansch,
a language spoken tn the Engadin valley of
Swirzerland.
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HowaAarRD HODGKIN
British, born 1932

The Way We Live Now

AUTHOR: Susan Sontag (American, born 1933).
pUBLISHER: London: Karsten Schubert, 1991.
PAGINATION: 40 pages: [1-10], 11-34, (6); 15
folios kors-texte; 1 unbound plate.

PAGE SIZE: 11/ X 8%6" (28.6 x 21.2 cm).
IMAGES: 7 lift-ground aquatints (including
front and back “endpapers” and unbound plate),
in color with tempera additions; and 1 tempera
{dust jacket); on cream laid Fabriano Ingres
Avorio paper (except dust jacket) (executed
1990).

IMAGE SHOWN: As You'd Been Woni—
Wantonly/Wantonly/Eros Past, 114 X 164"
(28.5 x 42 cm).

HOUSING: Publisher’s beige paperboard bind-
ing, cream laid endpapers, blue wove Fabriano
paper dust jacket with continuous tempera on
front, back, and flaps, made by Dieter Schulke,
England.

EDITIONS: 243: 200 numbered 1—200 (this copy,
no. 12, signed); 25 artist’s proofs; 7 publisher's
proofs; 5 hors-commerce; 6 numbered 1-V1,
reserved for presentation; unbound plate: 50
(numbered 1/50—50/50).

PRINTERS: Aquatints and tempera, 107
Workshop, Box, Wiltshire; text, C. H. Printing,
Corsham, Wiltshire.
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BOOK DESIGNER: Gordon House.
TYPOGRAPHY: Bembo.

coLLECTION: The Museum of Modern Art,
New York. Purchased in part with funds from
Mrs. Donald B. Straus

Sontag'’s text, first published in The New
Yorker magazine in 1986, was one of the first
stories about the AIDS epidemic by a major
writer. Hodgkin’s lushly colored aguatints refer
to spectfic passages in the text, such as the tele-
phone that transmits the latest news of friends
who have become ill, or, in this case, thoughts
about the victim'’s precarious way of life. This
edition was sold to benefit AIDS-related orga-
nizations n Engfand and America.




JURGEN PARTENHEIMER
German, born 1o47

Grant Wall

AUTHOR: John Yau (American, born 1950).
PUBLISHER: [San Francisco]: Hine Editions,
1991.

PAGINATION: 24 unnumbered folios (including
flyleaves).

PAGE SIZE: 14'%s x 11" (38 x 28 cm).

IMAGES: 21 etchings (including box and 1 dupli-
cate), most with soft-ground etching and /or
aquatint, in black, and 1 black wash-and-pencil
drawing (dust jacker); on cream wove Auvergne
Richard de Bas paper.

IMAGE SHOWN: 14 Y6 X 21 46" (37.9 x §5.7 cm),
irreg.

HOUSING: Publisher’s cream wove paper bind-
ing; publisher’s cream wove paper dust jacket
with continuous drawing on front and back; pub-
lisher’s cream wove paper solander box, with
continuous erching on front and back.

EDITION: 20 numbered 1—20 (this copy, no. o,

signed).

PRINTERS: Plates, Limestone Press, San

Francisco; text, Richard Urban.

TYPOGRAPHY: Van Dijck.

COLLECTION: The Museum of Modern Art,
New York. Miles O. Epstein, Richard A. Epstein,
and Sarah C. Epstein Funds

The title of this book 11:}‘(:'.".\' to the bright galax-
ies that surround us, forming a giant astro-
pz’g,\a\'."c.-n' H'n‘?i{i(, the components rflr‘lu'fa:}f.’ !-;.'.\'Im'n'd'
the compositions of the artist as well as the

th nul.t,'f':‘ 150 fthe poet.
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GENEVIEVE ASSE

French, born 1923

lct en [i"li_’n'.'t'

AUTHOR: André du Boucher (French, born
1924).
pUBLISHER: Geneva: Quentin Editeur, 1982,

PAGINATION: 48 unnumbered folios.

x 10" (33.5 X

PAGE SIZE: 13 25.5 cm)

IMAGES: 4aquatint and drypoints, in color

(including wrapper front and back); 4 drypoir

OuUmois paper '{.'Ni'l']]l \\'I".J{JF:'L.'T.:.

IMAGE sHOWN: Frontispiece, 12/4 x 8}

(31.1 X 22.5 cm).

3 s e X ¥
nHousiNG: Publisher’s ivory

] di ints, in pale green, on

with aquatint ar

front and back; publisher’s two-part light-green-
gray paperboard slipcase.
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s1ETHE s I3 W
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PRINTERS: Plates, '\I<_'|ir1'l-&'\>1)_'_n:- Leblanc,

it. Imprimerie Union, Paris
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RoBERT RyMaN

American, born 1930
Nokow On

AUTHOR: Samuel Beckett (French, born Ireland.
1506 —19g

pUBLISHER: [New York]: The Limited Editions
Club, 1989.
PAGINATION: 136 pages: (), [1—4]. 5—128, (4);

s hors-texte.

6 plate
PAGE SIZE:

"(27 x 18 em).

. . 1 .
IMAGES: O El{||_lEl11]]l‘1'._ i1 COlor On 1VOory wove

Arches paper, 3 chine collé with various oriental

papers
inscription).
IMAGE SHOWN: 5%

including one with pen-and-ink

(15.2 X 9.5 cm).
HoUsING: Publisher’s full black leather bind-
ing, ivory wove endpapers and quadruplicate fly-
leaves, made by Garthegaat Bindery; publisher's
black linen solander box, lined with gray suede.
EDITION: 550 numbered 1—550 (this copy,

no. 293, signed).

PRINTERS: Plates, Wingate Studio and
Renaissance Press; text, Shagbark Press.

BOOK DESIGNER: Benjamin Shiff.
TYPOGRAPHY: Monotype Bodoni, Bauer
Bodoni, and font designed by Daniel Carr set at
Golgonooza Letter Foundry.

CATALOGUE RAISONNE: Sandback RRGP/1.
coLLEcTION: The Museum of Modern Art,

New York. Gift of The Limited Editions Club

The serene, faintly vistble white paintings,
drawings, and prints of Ryman’s Minimalist
oeuvre have concentrated and focused attention
on inctdents within their spaces. His subtle,

bur visu L:e"_{'l } I'n,'r'f'_.tjm'.'.'_g'. ;I;;H;IHIHI..\' are I;),"'u."nf
within Beckett's set of three rexts, one r;:lf-li'f'l_’!.i'f?.
“Worstword Ho, " is written in a kind of
stuttering street repartee, punctuated through-

. e 5
out with the pfa rase " Nohow on.
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LE HASARD

ELLsWoORTH KELLY

American, born 1923
Un Coup de dés jamats n’abolira le hasard

AUTHOR: Stéphane Mallarmé (French. 1842—
1893 ).

pUBLISHER: [New York]: The Limited Editions
Club, 1992.

PAGINATION: 54 unnumbered folios.

PAGE SIZE: 17X 129" (43.2 X 31.5 cm).
iMAGES: 11 lithographs, in black on ivory wove
Rives BFK paper.

IMAGES SHOWN: Left, text page, 17 x 12

(43.2 x 31.5 cm); below, 15/ x 124" (39.4 X

31.5 cm), irreg.

HOUSING: Publisher’s full black leather binding
with ivory wove Rives BFK endpapers; publish-
er’s black linen solander box lined with black
velour.

EDITION: 300 numbered 1—300 (this copy,

no. 175, signed).

PRINTERS: Plates, Trestle Editions, New York;
text, Wild Carrot Letterpress, Hadley, Mass.
TYPOGRAPHY: Bodoni, set by Golgonooza
Letter Foundry.

coLLEcTioN: The Museum of Modern Art,

New York. Purchased with funds given by Mrs.
Melville Wakeman Hall

first book he has entirel

Well known as a painter r:__f:ﬂar, sh L‘;;m.'f.
bright-colored, or black-and-white canvases,
Kelly has also consistently made linear draw-
ings of plants and flowers. In his prints the
white paper is the equivalent of a surrounding
wall for the single form printed on it. For his
tsolated his black

forms from the famous, typographically inno-

vative text.
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MEL BOCHNER
American, born 1940

On Certainty / Uber Gewissheit and
Counting Alternatives: The Wittgenstein

Hlustrations

avTHOR: Ludwig Wittgenstein (Austrian. 1889—
1951). Trans. by Denis Paul and G. E. M.
Anscombe.

PUBLISHER: San Francisco: Arion Press, 1991
PAGINATION: 2 parts. Book: 74 unnumbered
folios; suite: 3 unnumbered folios and 12 plates,
PAGE SIZE: 14% x 12'%

i (36.5 X 33 cm ).

SHEET S1ZE: Suite, 20 x 14'%s" (50.8 x 38 em).

iMAGES: 17 line-block reproductions after
drawings (including identical endpapers and title
page duplicated on front and back covers), in
color on ivary wove Rives paper; supplementary
suite, in color on ivory wove T. H. Saunders

paper (drawings executed 1971).

IMAGE SHOWN: & X 108" (206.4 X 20.4 cm),
irreg.

HOUSING: Book: publisher’s gray and blue
linen binding, with line-block reproductions on
front and back, and ivory wove Rives endpapers,
with line-block reproductions; publisher’s gray
linen slipcase; suite: publisher’s gray and blue
linen solander box, lined with ivory paper.
EDITIONS: Book: 126: 300 numbered 1-300
(this COpY, No. 10, signed); 26 hors-commerce,

marked A —-7Z; suite: 40: 30 numbered 1 /30—

y0/30 (this capy, no. 10/30, aigned); § artist’s
proots; 5 pu|}|i~&||rr’\-. [Jrnul-s.

PRINTER: Arion Press, San Francisco.
BOOK DESIGNER: Andrew Hoyem.
TYPOGRAPHY: Plantin, set by M & H Type.

24 98
'3 a
26 e
27 ¥
] L
79 43
16 Y
3 4
3233343536 3739 2940

coLLEcTiON: The Museum of Modern Art,
New York. John B. Turner Fund

This book and accompanying portfolto, with

the addition of Wittgenstein's rext, repeat a
series of drawings the artist made in 1971, In
his gra},“-?’n‘c responses to t he )['.fa'f's"u.\-'.ulpfw: § pro-
J}m.\x:ris'.. Bochner has made a series H_f.tl"fllll."rni‘.n".’n‘-\'
that might also function as plots for the place-

ment of objects in his floor sculptures.
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LEONARD BASKIN
American, born 1922

Vovages: Six Poems from White Buildings
yag 8

AUTHOR: Hart Crane (American. 1899—1932).
PUBLISHER: New York: The Museum of
Modern Art, 1957.

PAGINATION: 15 unnumbered folios (including
flyleaves), and 2 plates tipped in.

PAGE SI1ZE: 9/ X 11" (24.1 x 28 cm), irreg.
IMAGES: 6 wood engravings: 2 in black on
cream laid Amalfi paper, 1 in black on cream
wove Japan paper, 1 in black on green laid Japan
Moriki paper, and 2 in color on cream wove
Japan paper; 1 woodcut, in black on green laid
Japan Moriki paper; and 1 wood-engraved pub-
lisher's vignette in black on cream laid Amalfi
I)Ell)f‘_‘r.

IMAGE SHOWN: 5% X 576" (14.3 X 14.1 cm),
irreg.

HOUSING: Publisher’s blue wove paper cover

bound with string; in publisher’s blue paperboard

folder with flaps, lined with ivory paper.
EDITION: 1,000: 975 numbered 1-975 (this
copy, no. 3, signed); 25 hors-commerce, marked
with letters, reserved for reviewers.
PRINTER: Leonard Baskin at The Gehenna
Press, Northampton, Mass.

BOOK DESIGNER: Leonard Baskin.

Infinite consanguinity it bears—
This tendered theme of vou that light
Retrieves from sea plains where the sky

TYPOGRAPHY: Perpetua.

CATALOGUE RAISONNE: Fernand O'Sullivan
294—296, 298—300 (woodcut not catalogued).
coLLECTION: The Museum of Modern Art,
New York

In 1951 Baskin founded The Gehenna Press in
Worcester, Massachusetts (he moved to North-

ampton, its present location, in 1956), in order
to print his favorite texts augmented by his own
wood engravings. Baskin's enterprise also pio-
neered the practicality of producing artists’
books of high quality in America. His prints
recetved the highest award at the Sdo Paolo
Bienal in 1961, and were exhibited all over the
world. This volume was one of the highlights of
the special publishing program, initiated by
The Museum of Modern Art in the 1950s,

devoted to encouraging artists to make books.

Resigna a breast that every wave enthrones;

While ribboned water kanes | wind
Are laved and seattered with no stroke

Wide from your side, whereto this hour

The sea s, also, veliquary hamds,

And 5o, admitted through black swollen paves
That must arrest all distance ovherwise,—
Past whirding pillars and lithe pediments,
Light wrestling there incessantly with light,
Star kissing star through wave on wave unto

Your body recking!

and where deathy, i whed,
Presumees no carnage, but this single chinge, —
Upan the steep Hoor lung from dawn o dawn
The sitken skilled transmemberment of soog;

Permit me voyage, love, Into your hands...
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ANsELM KIEFER

German, born 1945
Der Rhein

PUBLISHER: [Hornbach: Anselm Kiefer], 1983.
PAGINATION: 20 unnumbered folios (including
COvers).

PAGE SIZE: 23/ X 164" (59 X 42 cm).
IMAGES:-21 woodeuts (including front and back
covers), in black on ivory paper mounted on
cardboard.

x33/" (58.2 x 84.1 cm),

IMAGE SHOWN:
irreg.
HOUSING: Artist’s cardboard glued to canvas
binding. with woodcuts, in black on ivory paper,
mounted on front and back covers.

EDITION: 1o unnumbered (this copy, Sigrlﬁ.{l‘].
PRINTER: Anselm Kiefer.

CoLLECTION: The Museum of Modern Art,
New York. Purchase

A considerable amount of Kiefer's work is in
the form of unique books made of diverse mate-
rials, such as metal and cardboard covered
with clay, nearly obliterated photographs, and
watercolors. In addition, Kiefer has made
many woodcuts that depict German heroes of

old, I:.’!?rgm’.lc.v, and the great artery of German

folklore, the Rhine River. Books like Der Rhein

have been made from sets of some of these as

ll't'f{fi as _ll(f(.l.'}'} .\'mgf'&'prn.lr.r Cut o F“’.f"-"-
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PIERRE ALECHINSKY, FRED
BEckER, BEN Z1iON, LETTERIO
CarLapral, PETER GRIPPE,
SALVATORE GRIPPE, STANLEY
Wirriam HaYTER, FRANZ KLINE,
WiLLEM DE KOONING, JACQUES
LipcHITZ, EZ10 MARTINELLI,
BenN NicuoLsonN, IRENE RICE
PEREIRA, HELEN PHILLIPS,
ANDRE Racz, Kurt ROESCH,
ATTILO SALEMME, Louils
SCHANKER, KARL SCHRAG,
ESTEBAN VICENTE, ADJ4A
YUNKERS

27 E.h.‘fzf'n.n__rs and Poems

AUTHORS: Various.

PUBLISHER: New York: Morris Gallery [Morris
Weisenthal], 1960. (Initiated by Peter Grippe.)
PAGINATION: 24 unnumbered folios.

PAGE SIZE: 197 X 167" (50.5 X 42.8 cm).
IMAGES: 10 etchings (most with engraving,
soft-ground etching, aquatint, and /or drypoint),
2 engravings, 2 lift-ground aquatints, 2 dry-
points, 3 Sl:f-[—l_’_rrmnd etchings, and 1 phtm;—
gravure (all with etched manuseript by author or
artist), in black on cream wove Rives BFK paper
(prints executed 1951—56).

IMAGES SHOWN: Left, Peter Grippe
(American, born 1912), Untitled, etching with
“The Hand that Signed the Paper Felled a City”

by Dylan Thomas (British. 1914-1953), 13 %6 x
113" (35.1 X 29.9 em); below, Kline (American.
1910—1962), Untitled, photogravure with
“Poem” by Frank O’Hara (American. 1926
8o

HoUsING: Publisher's blue linen folder with

1966), " (21.2 X 36.7 cm).

flaps, lined with gray paper.

EDITION: 62: 50 numbered 1—50 (this copy,
no. 32, signed), 12 artist’s prr.}c;i's.

pRINTER: Plates, Andersen-Lamb, Brooklyn,
N.Y. (except Racz).

tYPoGRAPHY: Etched manuscript.
coLLEcTION: The Museum of Modern Art,
New York. Gift of Mrs. Jacquelynn Shlaes

In 1950 Hayter returned to France, leaving his
New York print workshop, Atelier 17, in the
hands of Peter Grippe. A year later Grippe
initiated this project, setting the style of each
print with his own collaboration with Dylan
Thomas: each artist would create images
around poems handwritten by their authors.
Most of the artists knew how to etch (the ex-
ceptions were late contributors to the project,
American painters de Kooning and Kiine).
Ariong the writers were art critics such as Sir
Herbert Read and Harold Rosenberg, and some
of the most interesting poets an d writers of the
time. such as Richard Wilbur, William Carlos
Williams, and Theodore Roethke. The com-
;errecr' work 1|'u.'|'ll.l’£‘.ufzf.{r\- tssued in 1960.
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GRACE HARTIGAN
American, born 1922

Salute

JoaNn MITCHELL
American. 1926—1092

The Poems

AUTHORS: James Schuyler (American, born
1923); John Ashbery (American, born 1927).
PUBLISHER: New York: Tiber Press, 1960.
First edition of some poems.

PAGINATION: 2 of 4-vol. series (others are
Michael Goldberg, Odes by Frank O"Hara, and
Alfred Leslie, Permanently by Kenneth Koch);
each vol., 20 unnumbered folios.

PAGE SIZE: 17/ X 146" (44.4 X 35.8 cm).
IMAGES: § screenprints (including front cover),
in color on ivory wove Hahnemiihle paper.
IMAGES sHOWN: Above, Mitchell, 174 x
13'%6" (43.8 X 35.4 cm); right, Hartigan, 11% x

137" (29.6 X 35.3 cm), irreg.

HOUSING: Publisher’s ivory wove Hahnemiihle

paperboard bindings, each with screenprint on
front, ivory wove endpapers, clear-plastic dust
jacker; olive linen slipcase (for all 4 vols.), made
by Russell-Rutter, New York.

EDITION: 225: 200 numbered 1—200; 25 num-
bered I-XXV, reserved (this copy inscribed
“XV for The Museum of Modern Art™).

PRINTERS: Plates, Tiber Press, New York; text,
Briider Hartmann, West Berlin.

TYPoGRAPHY: Walbaum-Antiqua, set by
Briider Hartmann, West Berlin.

coLLectionN: The Museum of Modern Art,
New York. Gift of Richard Miller

These are two of four volumes devoted to poems
by American poets and screenprints by their
painter friends. Serigraph, or screenprint, a
method of making a stable stencil, allowed the
artist to paint an image with gum on silk,

which could be [ifted, leaving openings through
H"JFE.I‘-{‘;I:' F‘C’.T’nf or ."-”){' l'UHI'FJ}rJa-\-.\' {H:I'.l“r.r}?d;h’r. BUJ’;.’
Hartigan and Mitchell used it to convey their

OWR VErsions f?f".-'zfﬁ\'.r:'m'f f‘,‘,\'],‘??’t,’.f\\'I‘H}'I.l“.\'.??f.

166

Salute ..o

PRINTS BY GRACE HARTIGAN

Tiber Press, Now Yink
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PIERRE ALECHINSKY, KAREL
APPEL, ENRICO Baj, ALAN
DAvIE, JiMm DINE, OYVIND
FAHLSTROM, SAM FRANCIS,
ROBERT INDIANA, ALFRED
JENSEN, ASGER JORN, ALLAN
Karrow, KIKI KOGELNIK,
ALFRED LESLIE, RoY
LICHTENSTEIN, JoaAN MITCHELL,
CLAES OLDENBURG, MEL
RamMos, ROBERT RAUSCHENBERG,
REINHOUD, JEAN-PAUL
RIOPELLE, JAMES ROSENQUIST,
ANTONIO SAURA, KIMBER
SMIiTH, K. R. H. SONDERBORG,
WaALASSE TING, BRAM VAN
VELDE, ANDY WarHoL, TOM
WESSELMANN

STONE

E
p L L
FORPSAM FRANCIS | RADDUE L
~E T R ABONFLY
MY BACK DOOR SIT & BLACK STONE
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1¢ Life

auTHOR: Walasse Ting (Chinese, born 1929).
PUBLISHER: Bern: E. W. Kornfeld, 1964. First
edition.

PAGINATION: 176 pages: (2), [1-8], 9—168,
[169—173], ().

PAGE SIZE: 16%6 X 11%6" (40.8 x 28.8 cm),
IrTeg.

IMAGES: 62 lithographs: 3 in black and 59 in
color; reprociucrit_m:\; all on ivory wove Rives
BFK paper.

IMAGES sHOWN: Below, Francis (American,
born 1923), Pink Fenus Kiki, 15% x 22" (39 x
55.9 cm); opposite, Warhol (American. 1928
1987), Marilyn Monroe I Love Your Kiss Forever
Forever, 11% x 214" (29.5 X 54 cm).

HOUSING: Publisher’s ivory linen wrapper
around ivory wove Rives BEK paper, under pub-
lisher’s cream wove paper dust jacket with
screenprinted reproduction, after design by
Machteld Appel, on front; publisher’s blue linen
solander box, lined with white linen.

EDITION: 2,100: 100 (signed) on ivory wove
Rives paper, 20 for New York, 2o for Paris,

.

20 for rest of world, 40 hors-commerce, reserved
for collaborators (this copy, signed and inseribed

"‘l-'.x'c'n1|)1'.1'iL'L"- H.C./Paris"): 0 (unsigned),

numbered, on white wove paper.

PRINTERS: Plates, Maurice Beaudet, Paris; text,
Georges Girard, Paris; screenprinted dust jacket,
Atelier Ravel, Paris.

CATALOGUES RAISONNES: Warhol: Feldman
and Schellmann 5. Francis: Lembark L82.
coLLEcTIoN: The Museum of Modern Art,
New York. Gift of the author, Walasse Ting, the
editor, Sam Francis, and the publisher, E. W,

Kornfeld

usr
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In the early 1960s the Chinese artist-poet Ting
brought lithographic plates to artist friends of
his and Sam Francis to tllustrate his book

of poems. Pop artists Warkol, Lichtensten,
Oldenburg, Rosenquist, Indiana, Wesselmann,
and Dine were among the twenty-erght artists
who contributed lithographs. Placed side by
side with those of better established European
and American, mostly gestural, painters their
images seemed brighter and better suited to the
Jaunty typography of ‘the pages, doubtless due
to the commercial graphics that had influenced

them.
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Jim DINE

American, born 1935
The Poer Assassinated

auTHOR: Guillaume Apollinaire (Guillaume

Apollinaire de Kostrowitsk
1880—1918). Trans. by Ron Padgett.
PUBLISHER: New York: Tanglewood Press
Inc., 1968. First English edition.
PAGINATION: 130 pages: [1-8], 9—128, [129—
130]; suite of 8 plates.

5

PAGE SIZE: 9V

.3 X20.2 cm).
SHEET SIZE: 10X 8" (25.4 x 20.3 cm).
IMAGES: 50 photolithographs (including detail
of frontispiece repeated 16 times), in black on

white wove Euroset paper: 2 screenprints, 1 in

black on ivory wove paper (wrapper), 1 in color
on ivory linen (slipcase); suite of 8 pochoirs, 7 in

color and 1 in black on ivory wove paper.

(25.3 x 18.7 cm),

IMAGE SHOWN: ¢'

lr]'&g_{;.

HOUSING: Publisher’s ivory wove paper wrap-

per with continuous screenprint, in black on

front and back; publisher’s ivory linen slipcase

with continuous screenprint, in pink on front and

back.

French, born Italy.

EDITION: More than 250: 250 numbered 1—250,
with suite (this copy, no. 188, signed); unknown,
unnumbered edition (without suite).
CATALOGUE RAISONNE: Mikro.
coLLECTION: The Museum of Modern Art,
New York. Gift of Dr. and Mrs. Aaron Esman

After appearing on the New York art scene in
his mid-twenties, first in Happenings and then
with paintings of objects that were, he felt, mis-
represented as Pop art, Dine moved to London
in 1967. While there he associated with poets,
wrote, and made a number of prints, including
several composed of photomontages, such as
those in this book—one of several British com-
memorations of the fiftieth anniversary of
Apollinaire’s death.




ROBERT INDIANA
American, born 1928

Numbers

sauTHOR: Robert Creeley (American, born
1926). Trans. by Klaus Reichert.
PUBLISHERS: Stuttgart: Edition Domberger;
Diisseldorf: Galerie Schmela, 1968
PAGINATION: 32 unnumbered folios.

First edition.

PAGE SIZE: 25%s6 % 19 /6" (65 X 50 cm).
IMAGES: 1o screenprints, in color on white wove
Piil)d'r.

IMAGE SHOWN: 23%46 X 19%" (59.6 x 49.8 cm).
HOUSING: Publisher’s beige linen folder with
flaps, lined with ivory paper.

EDITION: 160

125 numbered 1-125 (this copy,
no. 26, signed); 35 numbered XXXV
PRINTER: Domberger KG, Bonlanden bei
Stuttgart.

TYPOGRAPHY: Set by Dr. Cantz’sche
Druckerei, .\“mngurr-Bad Cannstatt.

Ju

CATALOGUES RAISONNES: L)umb-:,r;:tr
G15—24. Sheehan 46—55.

coLLEcTION: The Museum of Modern Art,
New York. The Celeste and Armand Bartos
Foundation Fund

Appropriating the methods and signs of adver-
tising to create a new art in the :960s, Indiana
made paintings and prints of single but power-
ully symbolic words like EAT and LOVE.

Taking Johns s lead in the use of numeral sten-

cils in his paintings, Indiana devised his own in
the bright, unmodulated colors of screenprini-

J'H.g, Their candid {'ml ,f'fJ..r!}\ {l.rf:prr.'_l..\';'rm 18 part-

nered by Creeley’s typically Pop verse in short

sranjas.
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DAavipD HOCKNEY

British, born 1937
Fourteen Poems

auTHOR: C. P. Cavafy (Greek. 1863—1933).
Trans. by Nikos Stangos and Stephen Spender.
pusLISHER: London: Editions Alecto Limited,
1967,

PAGINATION: 313 unnumbered folios.

15

PAGE SIZE: 1! x12'%is" (46.6 x 33 cm).
IMAGES: 12 etchings (8 with aquatint), in black;
and supplementary etching and aquatint, in
black; all on ivory wove Crisbrook Imperial
paper {executed 1966).

IMAGE SHOWN: Two Boys doed 23 or 24,

1375 x 874" (35.2 x 22.5 cm)

HOUsING: Publisher’s violet silk binding with
ivory wove endpapers, made by Tillotsons
(Bolton), Limited; in }]Ul)“.\hé‘]’lf‘i black silk 5iip—
case, made by Galerie der Spiegel, Cologne.
EDITIONS: Book: s50: edition A: 3

230 num-

Two boys aged 23 or 24

bered 1—250, 50 artist’s proofs, with supplemen-

tary etching (this copy, artist’s '|Jru:_>i', signed);

edition B: 250 numbered 251-5o00; portfolio: 12a:

edition C: 50 numbered 1/ edition D:

40: 25 numbered 51/75—75/75, 15 artist’s prm‘rf.s,
with text on folders containing etchings; edition
E: 30: 25 numbered I- XXV, 5 artist’s proofs

on Vellum Royal paper, with supplementary
etching.

PRINTERS: Plates. Editions Alecto Limited,
London; text, Tillotsons (Bolton), Limited.
BOOK DESIGNER: Gordon House.
TYPOGRAPHY: Monotype Univers.
CATALOGUE RAISONNE: Brighton 47-50.
coLLECTION: The Museum of Modern Art,
New York, Given anonymously

Hockney's largest painting of 1961 was inspired
by the words of the Greek poet Cavafy. In

1966 the artist decided to illustrate a book of
Ca sz_f-_"p' % poems about homosexual love. He
went to Beirut, which he felt was the modern
equiy alent 0_)"‘:“?{::: writer’s Alexandria, é‘“mﬁ’u'
of his etchings refer to places or incidents in the
poems. The translators and artist together
decided whick print was to accompany each

poem.




stretching away like 2 moonlit sea to the
horizon, whatever that really is. They want
you to like it. And you honor them in liking
it. You cause pleasure before slecp insists,
draws over to where you may yer be. And
some belicve this is merely a derail. And they
may be right. And we may be the whole of
which all that truly happens is only peelings
and shreds of bark. Not that we are too
much more than these. Remember they don't

have to thank you for it ecither.

The subtracted sun, all 'm going by here,
with the boy, this new mancuver is less than

the letter in the wind

JUDITH SHEA
American, born 1948

Haibun

AUTHOR: John Ashbery (American, born 19
puBLISHER: Colombes, France: Collectif
Génération, [1990].

PAGINATION: 20 unnumbered folios. Partially
uncut to allow for some pages to fold up or out.

PAGE S1ZE: 13/46 X 9'%6" (33.2 X 25.2 cm), irreg.
IMAGES: 7 soft-ground etchings (4 with
pochoir), 3 in black and 4 in color, on ivory
wove Rives BFK paper.
IMAGE SHOWN: 13/6 X 9'a" (33.2 X 25.2 cm),
irreg.

HOUSING: Publisher's ivo

Iy WOVE paper wrap-
per; publisher’s gray linen folder and slipcase,
lined with marbleized paper.

EDITION: More than 32: 30 numbered 1—30 (this
copy, no. 14, signed); 2 dedicated copies; several
hors-commerce, reserved for collaborators and
friends.

PRINTERS: Plates, René Tazé

, Neuilly; text,
Francis and Jean-Marc Mérat.
cOLLECT10N: The Museum of Modern Art,
New York. John B. Turner Fund

In her lithographs for this book the artist has
placed drawings related to her torso and cloth-
ing sculptures on pages that are folded in ways
that initially conceal them from the reader. The
process of turning the pages from right to left
in order to read Ashbery’s text expands into a
separate spatial experience, as flaps must be

opened in other directions.
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JASPER JOHNS
American, born 1930

Foirades /F trgles

AUTHOR: Samuel Beckett (French, born Ireland.
1906—1990). English translation by author.
pUBLISHER: [London and New York]:
Petershurg Press, 1976. First English edition.
PAGINATION: 62 unnumbered folios (including
endpapers and excluding binding support
leaves).

PAGE SIZE: 12

s %9 Ma" (33 % 25 cm).
IMAGES: 26 lift-ground aquatints (most with
etching, suf‘r—grmmd erching, dr}-'p(:im, SCTeen-
print, and /or photogravure), 5 etchings (some
with soft-ground etching and /or drypoint), 1
soft-ground etching, and 1 aquartint: 31 in black,
2 (endpapers) in color; and 1 lithograph (box
lining), in color; all on ivory wove Auvergne
Richard de Bas paper (executed 1975—76).
IMAGES sHOWN: Below, left page, Four Panels
(ABCD), Four Panels (BCDA), and Four Panels
(CDARB), 3 plates, each 27 (7.3 x 19.1 cm),
right page, Four Panels (DABC), 275 x 7/4"

(7.3 x 19.1 cm); opposite, Words (Buttock Knee

LT

c1775" (26.8 X 44.1 cm).
HOUSING: Publisher’s ivory wove paper bind-

ing with aquatint endpapers, bound in accordion
fold around support leaves; publisher’s beige
linen solander box with purple tassel, lined with
lithograph; made by Rudolf Rieser, Cologne.
EDITION: 300: 250 numbered 1/250—250/250
(this copy, no. 14/250, signed); 30 artist’s proofs,
numbered I-XXX; 20 dedicated copies kors-
COrmmerce.

PRINTERS: Aquatints and etchings, Atelier
Crommelynck, Paris; lithograph, Petersburg
Press, New York; text, Fequet et Baudier, Paris.
TYpPOGRAPHY: Caslon Old Face, set by Fequet
et Baudier, Paris.

CATALOGUES RAISONNES: Field 215—248.
Universal 173.

coLLEcTION: The Museum of Modern Art,
New York. Gift of Celeste and Armand Bartos
(in perpetuity)

I gave up before birth,
] 't how

saw the light, 1 didn't wail,

death, ¢

il moe be eno

he who will

inside, notting left bue duse, T be
the end of hin hfe and his death, he
it's fmpresible 1 show

mare ralk of me, on

iz
sible T | have thoughts, and T speak

otherwise, it was be who had a

he'll do himseli to deat

end of his life and his ¢

if he ra s who
if ehey find him,
t bones, Fll be

m not possible otherwise, that's how I see it,

bout it, po sbout co o an end,
p, imposible 1 should tell, T eell, in
f the end of his Hife and hiv

iy, that will be the end, I won't go on about warms,

s about them, unbess I'm bored in fis dust, thae would

aps be'll drown, he always

1t want now any more, but he

usid 1o want to drown, hie wen't to want them o find him, deep water and 2 millieoge,

urgee spent like all the others, but why one day to the lefr, to the left and not elsewhit

here long silence; there will be po more 1, he'll aever say | any more, he'll aever sy

anything any more, he won't talk 1o anyone, no one will mlk to him, he won't wlk

to himself, he won't think any more, 'l go oo, VIl be inside, he'll come to & place

apd deop, why there and ot elsewh drop and sleep, badly because of me, he'll

getup and po on, badly because of me, he e

o o6 any more, because of me, there's not

ay still any more, becasse of ine, he can’t
g left in bis head, T'll feed it all it needs,




The short story Beckett provided for this book is

printed in English and French, doubling the
amount of pages and opportunities for the addi-
tion of the artist’s imagery. Johns’s contribu-
tions are mostly based upon the composition of
one of his paintings. Confronting sets of the
English and French names of objects in that
painting, shown as if in a magic translating
mirror, combine the artist’s interest tn ready-
maﬂ"c’ J’t‘m:r.t lrirﬁ f/u: .szu:gm-{_\_' Qf-fmw I/uf__\ are

used.

by
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BArRBARA KRUGER
American, born 1945

My Pretry Pony

AuTHOR: Stephen King (American, born 1946).
puBLIsHER: New York: Library Fellows of
the Whitney Museum of American Art, 1988.
First edition.

PAGINATION: 34 unnumbered folios (including
endpapers).

PAGE S$1ZE: 20X 134" (50.9 X 34.3 cm).
iMaGES: ¢ lithographs (1 with screenprint) and
8 sereenprints, in color on ivory wove Rives
paper.

IMAGE SHOWN: 20 134" (50.9 X 34.3 em),
irreg.

HOUSING: Publisher's quarter red leather over
stainless-steel binding, enclosing digital clock
made by Herman Hirsch, Hi-Tech Stainless Steel
Specialties, Dallas, on front, wove endpapers in
red; made by BookLab, Austin.

EDITION: 280: 250 unnumbered (this copy,
signed); 30 hors-commerce, numbered I—-XXX.
PRINTERS: Lithographs, Derriére L'Etoile
Studios, New York; screenprints, Pinwheel,
New York; text, A. Colish, Mt. Vernon, N.Y.
BOOK DESIGNER: Barbara Kruger.
TYPOGRAPHY: Century Schoolbook and
Helvetica.

coLLECTION: The Museum of Modern Art,
New York. The Associates Fund in honor of
Riva Castleman

216

The artist used three elements in her illustra-
tions: her signature band of words mimicking
commercial claims in advertisements, enlarged
reproductions of photographs, and a hand hold-
ing a digital clock. As the theme of King s story
is the perception of the passage of time, the
third element recalls that fact and is superim-
posed upon what seem to be slowed representa-
tions of horse accidents. Bands containing two
or three words taken from the text placed on top
of the indefinite pictures make direct connec-

tions to the story.




FrRaNncEsco CLEMENTE
Italian, born 1952

The Departure of the Argonaut

AUTHOR: Alberto Savinio (Andrea de Chirico;
Italian. 1891-1952). Trans. by George Scrivani.
PUBLISHER: [New York and London]:
Petersburg Press, 1986.

PAGINATION: 10z unnumbered folios (includ-
ing flyleaves); 4 unbound folios.

PAGE S1ZE: 25%6 % 196" (65 X 50 cm).
IMAGES: 49 photolithographs (including
vignettes), 43 in color and 6 in black on cream

wove Japan Okawara paper (executed 1983—-86).

IMAGE SHOWN: 25%s X 397" (65 x 100 cm),
irreg,

HoUsING: Publisher's cream wove Japan
Okawara paper binding (sheets assembled in an
accordion fold) and beige linen solander box,
designed by Rudolph Rieser and made by
Helmut Kloss, Cologne.

v A1 R :
] sleesiced ol 1l prewas
the desiay: osting frowm the pains

EDITIONS: Bound: 232: 200 numbered 1-200;
32 numbered - X XXII, of which 12 are dedi-
cated (this copy, unnumbered, signed, and
inscribed “for the Museum of Modern Art");
unbound: 56: 5o numbered 1-50, 6 numbered
1-VI.

PRINTERS: Plates, Rolf Neumann, Stutigart;
text, Staib and Mayer, Stuttgart.
TYPOGRAPHY: Bembo.

CoLLECTION: The Museum of Modern Art,
New York. Gift of Petershurg Press

Clemente’s interest in books as a medium in
which to experiment creatively has been accom-
panied by a desire to publish the works of others
as well. In association with the writer and edi-
tor Raymond Foye he founded Hanuman
Books, which has issued dozens of small book-
lets printed in Madras, India, devoted to the
writings of authors they admire. Like Clemente’s
many images in Savinio’s tale, their appear-
ance is based on local Indian practice and taste,
which Clemente, who has worked for years in
the area, finds inspiring.
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Vacyiea conserva In me-
maris defl‘incontro enl
tuffo i vmo rans, enl
cadere di oma Foghin,
con il cintuls smossn sre

prima alln fawte o con
I pressione dell'urin po-
o prima, dove §l feme
@ largo ¢ profouda, sew-
o tramne duve lo fnere-
s il veato. 1."scqun del
porgn sempre divensa e
sempre upusle, raccs-
el & ipote § destin che
si somn veruli fnirec
cinndn al pereorse del
fueme. 1l sa0 mecante
o & che an numers
aeilinfinith dei nuweri,
an simgabn swmeo neline
treecinnsi dei linyaaggi,
ana sala delle sfumature
di um eoloee, ma ln o
petizione parifica e ocl
trosmutare delfivide nel
ripetersi dei mameri,
bl seorrere deglh k-
fabeti, i rispecchia la
storin, Dagprima vide e
Tettere. Similioli da vore,
mngiche trosformuirici
dellantics ¢ dells
puroka,

metrie divemre =ae,
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immadificabili. Le vide
farsi discorse, soorrore
al servivio di an conte-
oo nin unehe cattirste
do un wuwoo, vibeare in
gralle incerfe o appas
shmnte, rvitormare @l
lura antice potere g
gruppandesi o sigle,
mutarsi o dmpuls, v
mumerd. Vide § namerd,
simbali du corgi, anti-
ohi strumenti di magia,
Li vide pells gratis auti-
o anciea Mol ad o
geitd, o sustitmirsi
agli pveenimenti & rag-
PrOSENEATE COSC OO WY-

wosa, dal ven-
to alla wtiris i coluri,
Vide i colori, simboli da
Toece, eatturare Pisine
degh clementi, In me-
morks defin srorta. Chgnd
sfnmatnrn di colore con-
SETYAVR, Cime CoTpO-
ratn nedla chimiva che ln
costituises, ls mymerin
di un'esperiensa, di mn
evento, di uns beggendn,
i wo buoga, Tn epai at-
timo & storin che
campie, ol um e

MiMmMmo (DoMINICO)
PALADINO
Italian, born 1948

Piceolo circolo chiuso

AUTHOR: Salvatore Licitra (Italian, born 1953).
PUBLISHER: [Milan]: G. Upiglio and Grafica
Uno, 1991. First edition.

PAGINATION: 32 unnumbered folios,

PAGE SI1ZE: 12X 7 /6" (30.5 X 19.5 cm).
IMAGES: 17 lift-ground aquatints (14 with etch-
ing, 6 relief-printed) and 1 etching, in black on
ivory laid Zerkall paper (except frontispiece).
IMAGES SHOWN: Left page, 776 x 378" (20 x
9.8 cm), right page, 87 x 3%" (22.6 x 9.2 cm).
HOUSING: Publisher’s quarter black linen over
Ivory P.‘AP&'T]H'}HT(] binding, with design in red on
front and back, ivory wove endpapers printed in
red; in publisher’s red paperboard slipcase.
Bound with closed-bolt pages by Giovanni de
Stefanis.

EDITION: 125: 99 numbered 1—99 (this copy,
no. 15, signed); 26 numbered I-XXVL

PRINTERS: Plates, Giorgio Upiglio, Milan; text,

Ruggero Olivieri.

TYPOGRAPHY: Times.

coLLECTION: The Museum of Modern Art,
New York. Gift of Giorgio Upiglio

In the late i

arrived on the international art scene. Three of

s a group of ltalian pm}m’r.'.

them, Francesco Clemente, Sandro Chia, and
Enzo Cuccht, were associated by the initials of
their last names, but others, like Paladino,
successfully pursued similar figurative issues.
The prominence of a type of gaunt human head
in his, Clemente’s, and Cucchi’s imagery
relates thetr work to elements of tribal ritual

and magic.




LoulisE BOURGEOIS

American, born France, 1911
Homely Girl, a Life

auTHOR: Arthur Miller {American, born 1915).
PUBLISHER: New York: Peter Blum Edition,
1992. First edition.

.1t 44 pages: (6, 1-30.

PAGINATION: 2V
[31-32], (&);

130, [31], (7); 8 double-page plates hors-rexte.

plates

hors-texte; T1: 44 pages: (67),
PAGE SIZE: 11/ x8'% .3 X 22 cm).
IMAGES: I: 1o drypoints, in black on cream
wove paper; 11: 8 photolithographic reproduc-
tions of medical photographs, in color on ivory

wove paper.

IMAGES sHOWN: Right, 776 x 57" (18.6 X
13.7 cm); below, 5% x 17" (14.6 X 43.2 cm).
HOUSING: Publisher’s quarter tan leather over
light-olive linen (vol. I} or gray linen (vol. II))
binding, cream wove endpapers; in publisher’s

gray linen slipcase, made by Judi Conant.

EDITION: 1,301 100 numbered 1/100—1

with drypoints; 1 hors-commerce, numbered
I/1, with drypoints (this copy, signed); 1,200
unnumbered.

PRINTERS: Plates, Harlan & Weaver Intaglio,
New York; text, The Stinehour Press,
Lunenburg, Vt.

TYPOGRAPHY: Monotype Emerson.

BooK DESIGNER: Klaus Baumgirtner.
CATALOGUE RAISONNE: Wye and Smith
120—143.
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coLLEcTION: The Museum of Modern Art,
New York. Gift of the artist

There are two

s o, A, I
SIOTS uf this f}r)m{j. which con-
tains a text written for the artist. In the trade

edition, Bourgeois's tentative drawings of

flowers, I.?'-rmreu‘r in red-brown on cream-colored

> oy i ;
!{‘.};'."{i“'}'mrmz.\, have a LERL, OpLLMILSILC L‘f..‘-"r_’-.'.' on

the text. In the limited edition black drypoint

sketches of flowers and two cataclysmic abstrac-
tions lead to a more profound reading of the
text. A second volume, in both editions, repeat-

: i " ; r
mg the same text, contains color photographs
/

,'f a1t {JJE‘.":';’;’I:’J."J.??}IHUga’-l'lﬂ.l studies t—_‘ll' _[IJ(J.’I.I".\' rff eyes

that overwhelm and disrupt the pages of type,
as they magnify disturbing nuances in the

SLory.
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PABLO PI1CASSO

Spanish. 1881-1973

Pismo/ Escrito

auTHOR: Iliazd (Ilia Zdanevitch: Russian.
1894—1975).

pUBLISHER: [Paris]: Latitud Cuarenta y Uno
[Tliazd], 1948. First edition.

PAGINATION: 36 unnumbered folios (irregu

folding).

PAGE SI1ZE: Variable, with flaps, 14% x 3

(36.2 x 9.2 cm) to i_|..!'-'| Xgm" {"{I/J.l X 24.5 cm).

IMAGES: 5 engravings, 2 with etching (title page

and duplicate on wrapper front), and 2 erchings,
in black on cream wove Antique Japan paper
(except wrapper) (executed 1947—48).

IMAGES SHOWN: Left side, Nu de profil: Garde

gauche, 12 /4 x 2%" (32.7 x 6.7 em); rig

Pismo, section of title page, 137
20.7 cm).
HOUSING: Publisher’s cream, rough, laid paper

\\"I'dppt’l" OVEr cream wove pilp{.‘f “'I'.IP!JL'I’. Over

vellum-wrapped boards with engraving (dupli-
cate of title page) on front, over interior cream
wove paper wrapper; quarter vellum over gray
paperboard solander box, lined with cream
paper, made by Gerhard Gerlach for Louis E.
Stern.

b
L]
L]

EDITION: G6: 5o numbered 1-50 on Antique

Japan paper (this copy, no. 42 ned); 8 hors-
Japan paper (t! PY, NO. 42

commerce, numbered HC1—-HCS on L'!I‘,T';I\"l“_'l.‘lﬂ'}l—
century Holland paper; § hors-commerce,
numbered HC9—HC13 on Marais paper; 3
unnumbered Aors-commerce on vellum, reserved
for artist, poet, and “muse.”

PRINTERS: Plates, Roger Lacouriere, Paris;
text, Imprimerie Union, Paris.

BOOK DESIGNER: Ilazd.

TYPOGRAPHY: Gill.

CATALOGUES RAISONNES: Cramer 48. Baer
784—788.

coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

AT

1.

Among the books that were published by Iliaz
most of which are distinguished by his unigue
sense of -r\}-'fnﬁ}ga"{yvﬁj_\-' and page design, Pismo/
Escrito s outstanding for its unorthodox format.
Picasso’s [}r;'h' ts appear on ;f;:f__ff;;’tft-,{_,%(zﬁ-,{- paris
of pages; information about the production of
3’.”.?:.‘ a’{lr.rﬂ.;: as H'{_’a"'r'r as se :'{‘.’f}a"r .sm‘.’z'fm.\' r:l‘ll’"rr'ze' love
letter of the title appear on equally narrow
pages tucked berween normal ones. Th rr)ug}'i the
vartety of .J;:'Q'!Q’l'.’ sizes and placements the artist
and the poet, designer, and publisher have
created a halting and clumsy object that com-

slements the subject of the text.
f / )

I80
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ANTONI TAPIES
Spanish, born 1923

Elpaala barca

AUTHOR: Joan Bro

ssa (Spanish, born 1919).
PUBLISHER: Barcelona: Sala Gaspar, 1963.

PAGINATION: 50 unnumbered folios.

15/4 % 10'M6" (38.7 x 27.8 em), irreg.

PAGE SIZE:
IMAGES: 22 lithographs (including wrapper),
some with collage, in color; 4 collages, 2 with
line block in color; on various papers,

"

IMAGE SHOWN: 15/ x 3 /6" (38.5 X 9.4 cm),
irreg.

HOoUsING: Publisher’s torn brown wove
Wrapping-paper wrapper with continuous litho-
gi'aph on i‘}m‘li :im'] hi]l’_']"\. E].T(J'L.I'['ld i\'[']r_\' L‘:lrd-
board; publisher’s olive-brown vellum exterior
wrapper with rope trim on spine.

EDITION: 135: 40 numbered 1-40, with supple-
mentary suite; 70 numbered 41-110 (this copy,
no. 75, signed); 15 dedicated copies numbered 1—
XV, with supplementary suite and drawing; 10
hors-commerce, marked A—], reserved for collab-

orators.

Plerrot sha compra

| &l voitirin cwnvia
betra perqué ley ooses
malament

Qué 1 doneu per In AT
Qué li doneu per In U?
Que |1 doneu per la T?
Etoplers

PRINTERS: Plates, Damia Caus, Barcelona;
text, Foto-Repro, Barcelona.

CATALOGUES RAISONNES: Galfetti 48—72,
Puig, pages 35—37.

cOLLECTION: The Museum of Modern Art,
New York. Monroe Wheeler Fund

This book of collages, typewritten text, torn
sheets, and other unconventional methods and
materials is covered with vellum in simulation
of the kind of bindings found on old manu-
scripts and early pn};!az{ books in monastic

libraries.
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Paaro Picasso
.‘w'p;nnﬁh. 188119713
La Rose et le chien

AUTHOR: Tristan Tzara (Samuel Rosenstock;
French. 1896-1963).

PUBLISHER: Ales:

PAB [Pierre André Benoit,
1958]. First edition.
PAGINATION: 8 unnumbered folios.

PAGE STZE: 11/3 X 3.3 X 19.3 cm).
IMAGES: 4 drypoint and engravings on cellu-

loid, in black, on ivory laid Montval pape

o 8

IMAGE SHOWN: Lignes de la main, 1'Yis" (5 em)

diameter, mounted on top of three printed disks,
mounted on Main, 107 g

X

(27.6 x 18.9 cm).
HousING: Publisher's vellum wrapper with
lettering in black on the front.

EDITION: More than 22

22 numbered —22
(this copy. no. 18, signed); 2 additional exhibition
copies; and 4 or § hors-commerce in gray Montval
paper wrappers.

PRINTER: Pierre André Benoit.

CATALOGUES RAISONNES: Cramer 91. Baer
99y —1002.

coLLECTION: The New York Public Library,
Astor, Lenox, and Tilden Foundations. Spencer
Collection

Another oddity of bookmaking, this work in-
cludes a set of printed volvelles, or rotating
disks, that reveal different texts as they are
moved. Prcasso contributed two prints of hands
that might turn the disks of Trara’s poem, one

on top of them and one underneath.




TuLLIO D’ALBISOLA
(TuLL1O SPARTACO MAZZOTTI)
Italian. 1899—1971

Parole in libertd futuriste, tatttli-rermiche

ofﬁznivc

AavuTHOR: Filippo Tommaso Marinetti (Ttalian.
1876—1944).

PUBLISHER: Rome: Edizioni Futuriste di
Poesia, [1934].

PAGINATION: 15 unnumbered folios (including
covers).

PAGE SIZE: 9%6 x 8 6" (23.3 x 22 cm).
1MAGES: 26 lithographs (including dedication, ¢
text pages with layout by Marinetti, table of con-
tents, and covers), 1 with phmr)lirhngrap}:, in
color on tin-plated metal sheets (executed 1932).
IMAGE SHOWN: Cover, 9%s x 876" (23.3 X

22 ¢cm).

HOUSING: Publisher’s tin-plated metal binding
with lithographs on front and back; tubular metal
spine.

Ep1TION: Unknown, probably less than 25 (this
copy, no. 1/X1, signed).

PRINTER: Lito Latta, Savona.

sook bEstGNERS: Tullio d’Albisola and
Filippo Tommaso Marinetti.

coLLECTION: The Museum of Modern Art,
New York. Gift of the Associates of the
Department of Prints and Illustrated Books and
of Elaine Lustig Cohen in memory of Arthur A.
Cohen

This book of lithographs on tin is an innovation
of the ceramist d " Albisola working with the
Italian Futurist writer Marinetti, whose famous
texts, some published before World War I,
were here put into the context of late Futurist
design. A portrait of Marinetti declaiming his
areopoesia ( ;zf'rp/cmé’ poetry) and selections of :
his text face d"Albtsola’s renderings of his
words, isolated and given tempo and rhythm,
that ts, given “liberty.”
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BRUNO MUNARI
Italian, born 1907

Libro H;.’eggfﬁffd NY 1
PUBLISHER: New York: The Museum of
Modern Art, 1967.

PAGINATION: 20 unnumbered folios.
PAGE SIZE: 8/ x 38

(21.6 x 21.6 cm).
IMAGES: 13 screenprint reproductions, after
drawings and collages (including dust jacker), in
slack and white on various papers; 8 folios with
die-cut circular holes; red string threaded
through folios 6-

IMAGE SHOWN: 8/4 x 17" (21 X 43.2 cm).
HOUSING: Publisher’s heavy black wove paper
cover, bound with two staples; in |111]J|i-;her"-.
laminated red paper dust jacket, with screenprint
reproduction on front.

EDITION: ¢. 2,000 (this copy, no. 1,363).
PRINTER: Lucini, Milan.

BOOK DESIGNER: Bruno Munari.
COLLECTION: The Museum of Modern Art,
New York

After abstraction was accepted as an art form,
it was possible to make sequences of abstrac-
tions that would produce curiosity, understand-
ing, and pleasure. The idea of abstract forms
being accessible to all cultures (the idealist

message of the Russian revolutionary artists)

found its true home in books, and particularly

those for children. Munari’s geometric collages
and cutouts in books, while meant to be sertous
studies of form, were also models for later
books that taught through play.




ExrRico Baj

Italian, born 1924
Meccano, ou l'analyse matricielle du langage

AUTHOR: Raymond Queneau (French. 1903—
1\)7’(\}.

PUBLISHER: Milan: Sergio Tosi e Paolo
Bellasich, 1966.

PAGINATION: 21 unnumbered folios.

PAGE SIZE: 7 /6 X 207" (19.5 X 53 cm).
IMAGES: 17 collagraphs and 1 supplementary
LI'I']]}"PLJnd n‘L:l't‘.t‘ﬂprinL il'l. L'f_)](l'l' on 'i\"f_'rr_\_" wove
Rosapina Fabriano paper (except Sllp[)]t'T'H(".ﬂTH!‘}f
print).

IMAGE SHOWN: 7/8 X 144" (18.1 X 37.5 cm),
irreg.

HOUSING: Publisher’s half red leather over
ivory laid Fabriano paperboard binding; in pub-
lisher’s black cardboard folder with flap and
black cloth ties.

EDITION: 194: 1 numbered 1, with supplemen-
tary Queneau manuscript, original work by Baj,
suite, and screenprint; § numbered 2—6, with
supplementary original work by Baj, suite, and
screenprint; 19 numbered 7—25, with supplemen-
tary suite and screenprint; 49 numbered 2674
with supplementary screenprint (this copy,

ors-

no. 27, signed); 100 numbered 75—174; 20/
comrrerce, rEHEr\:ed 1‘['Jr Ui‘J]IUl)(‘\ri‘li'JrS.
PRINTER: Sergio Tosi, Milan
CATALOGUE RAISONNE: Petit B. 10 and

P. 146—150.

coLLEcTION: The Museum of Modern Art,
New York, Monroe Wheeler Fund

Baj’s art has always included a strong element

of farce, so the use of sprockets, bolts, and other

[fabricated metal objects to enhance Queneau’s

analysis of language parodties the author’s own
mechanic’s approach. Various, often humorous,
shapes scatter across the extremely oblong and
clumsy pages, accentuating another aspect of

the subject of the book.
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RoBERT RAUSCHENBERG

American, born 1925
Shades

AUTHOR: Robert Rauschenberg.

PUBLISHER: West Islip, N.Y.: Universal
Limited Art Editions, 1964.

IMAGES: 6 lithographs, in black on plexiglass
plates: 1 mounted permanently (title page), and

5 inserted interchangeably in a slotted aluminum
frame.

IMAGE SHOWN: Frame containing pl:ues, 15/% X
14/ X 11 %" (38.4 X 36.8 x 209.9 cm).

PLATE S1ZE: 14 X 14" (35.5 X 35.5 em).
HOUSING: Slotted aluminum frame containing
1 permanently mounted lithograph on plexiglass
(title page) and light bulb.

EDITION: 27: 24 numbered 1/24—24/24 (this
copy, no. 1/24, signed); 3 artist’s proofs, marked
o/24, 00/24, and coo/24.

PRINTER: Universal Limited Art Editions, West
Islip, N.Y.

CATALOGUES RAISONNES: Foster 22. Sparks
]-{:tu.-;c_'!:tnherg 18.

coLLECTION: The Museum of Modern Art,
New York. Gift of the Celeste and Armand
Bartos Foundation

Rauschenberg had long worked with printed
matter when he made this, his first “book.”
But he redefined the basic book—an object
[filled with a sequence of elements— by taking
new materials and using old ones differently.
From an aluminum framework, plexiglass
sheets, and transferred preprinted images, he
made an object in which the individual plexi-
glass “pages” could be moved directionally

and sequentially by the viewer.




STEPHEN BasTIiAN, JouN CAGE,
MERCE CUNNINGHAM, JASPER
Jouns, SorL LEWiI1TT, ROBERT
RAUSCHENBERG, ROBERT RYMAN,
MICHAEL SILVER

The First Meeting of the Satie Society

AUTHOR: John Cage (American. 1912—1992).
PUBLISHER: New York: Osiris, 1992 [1993].
PAGINATION: 8 books: Cinekus?, 12 unnum-
bered folios; Mesdamkus?, 38 unnumbered folios;
Musikus® 18 unnumbered folios; Relakus?, 16
unnumbered folios: Sonnekus® 15 unnumbered
folios; Fariations with Interludes and Vartations,
120 unnumbered folios; Writings through the
Essay on the Duty of Civil Disobedience, 20
unnumbered folios; Words for the Satie Society,
one folded panel of 3 folios.

PAGE S1ZE: Various.

IMAGES: 11 etchings and 8 photogravures, in
black; 36 burn monotypes, c. 63 drawings and
mixed mediums, some chine collé, on Sekishu
Torinoko Gampi, Gasenshi Echizen, and other
handmade papers.

IMAGES sHOWN: Above, Cage, Fartations
with Interludes and Fariations, 10/2 x 13" (26.7 %

33 em); below, Falise, 26/ x 21/ x 5" (66.7 x
54-6 X 12.7 cm).

HOUSING: Nickel-silver and laminated glass
(broken by chance) valise designed by Cage,
with twenty quotations by Satie (positioned by
chance), hand-punched onto the inside and out-
side of the metal frame; 7 books with covers of
various papers bound with string; 1 three-panel

folder; bound and /or assembled by Kim

O’ Donnell, C&rrheg:-ml Binder_\a Easthampton,
Mass.

EDITION: 24: 16 numbered I-XVI, bound (this
copy); 8 numbered XVII-XXIV, unbound,
unfolded sheets,

PRINTERS: Plates, Clary Nelson, Chestnut
Street Press; Sue Ann Evans, Evans Editions;
Peter Petengill, Wingate Studio. Texts, Daniel
Keleher, Wild Carrot Letterpress; Arthur
Larson, Horton Tank Graphics.

BOOK DESIGNER: Benjamin Shiff.
TYPOGRAPHY: Futura Light; Folio; Venus;
Bauer Bodoni.

COLLECTION: Osiris, New York

In 1985 when Cagc read his “mesostics” at
what he called The First Meeting of the Satie
Society he was presenting to the radical com-
poser Satie the tribute of a disciple. There are
references to Marcel Duchamp, James Joyce,
Marshall McLuhan, Henry David Thoreau,
and others within the eight texts, each contain-
ing a vertical phrase or name (string), which
limits its length and the structure of each line.
As a composer of music, “mesostic” poems, and
art, Cage was unpredictable, confrontational in
the most selfless way, and remarkable in every
way. The publication of the eight parts of this
gift to Satie, enclosed in a cracked-glass valise,
incorporates prints, pastels, and drawings made
over a period of nearly eight years by Cage’s
[riends. The completion of the last drawings in
this work after Cage’s death in 1992 was ac-
complished by the dancer-choreographer
Cunningham.
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ROBERT DELAUNAY

French. 1885—1941

Tour ﬁlﬂé/

AUTHOR: Vicente Huidobro (Chilean. 1893—
1948).

PUBLISHER: Madrid, 1918.

PAGINATION: 7unnumbered folios,

IMAGE: 1 pochoir (front cover), in color on
cream wove papt!r.

PAGE SIZE: 12 /6 X 978" (32.9 X 24.4 cm), irreg.
COVER SIZE: 13% X 104" (35 X 26 cm).

IMAGE SHOWN: Cover, 8 x 7%6" (20.4 X

18.2 cm), irreg.

HOUSING: Publisher's cream wove paper cover
with pochoir on front; bound with string.
EDITION: Unknown.

coLLECTION: The Museum of Modern Art,
New York. Mrs. Stanley Resor Fund

After his several well-known representations
in paintings and lithographs of Paris’s Eiffel
Tower, Delaunay reinvented his vision of
this famous icon for book illustrations. The
pochoir cover he made for the Chilean writer
Huidobro's poem about the tower transformed
it into a sign incorporating the four directions

of the compass.




ERNST LUuDwWIiGc KIRCHNER
German. 1880—1938

Umbra vitae

auTHOR: Georg Heym (German. 1887-1912).
pUBLISHER: Munich: Kurt Wolfl Verlag, 1924.
PAGINATION: 74 pages: (&), 1-62, [63]. (3)-
PAGE SIZE: 9/46 X 68" (23.1 X 15.6 cm).

IMAGES: 50 woodcuts (including cover, end-

papers, title page, and rable of contents tailpiece),
1 in black and 49 in color on cream laid paper
(except cover and endpapers) (executed 1905—23).

IMAGE sHOWN: Cover, 9/4 X 13

34 cm), irreg.

HOUSING: Publisher’s yellow linen binding
with continuous woodcut, in green and black, on
front and back; cream laid endpapers, with wood-
cuts in pink, front and back,

EDITION: §io: 1o numbered 1-10 on Japan

paper; s00 numbered 11510 (this copy, no.
PRINTER: Spamerschen, Leipzig.
CATALOGUES RAISONNES: Dube 758807 and
61/11. Not in Schiefler.

cOLLECTION: The Museum of Modern Art,

New York. Louis E. Stern Collection

The Expressionist poer Heym was twenty-

four in 1912 when he drowned while skating.

Many years later his work was collected in this
volume designed and illustrared by Germany's
leading Expressionist artist. Kirchner made
several series of prints on literary subjects, but
only three were in the form of books, of which
Umbra vitae was the artist's major effort. Its
woodcut illustrations were influenced by the
peasant woodcarvings in the area of Switger-

land where he lived d‘f.;cr World War I.
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WIiFREDO LaAM
Cuban. 19o2—1982

Le Rempart de brindilles

AuTHOR: René Char (French. 1907—1988).
PUBLISHER: Paris: Louis Broder, [1953]. First
edition.

PAGINATION: 56 pages: (4), [1-14], 15—44, (£).
PAGE SIZE: 8% X 6/&" (21 X 15.5 cm).

IMAGES: 5 etching and aquatints, 1 with water-
color and gouache additions (wrapper), in color
on ivory wove Rives BFK paper.

IMAGE SHOWN: Wrapper, 8%s x 12%6" (20.8 x
32 ¢m), irreg.

HoUsING: Publisher’s ivory wove Rives paper
wrapper, with continuous etching and aquatint,
in color on front and back, in yellow-white laid
paperboard folder, lined with ivory paper; pub-
lisher’s yellow-white paperboard slipcase, with
reproductions on front and back.

EDITION: 120: 15 numbered 1-15, with hand
additions; 85 numbered 16—100 (this copy,

no. 74, signed); 20 Aors-commerce, numbered
[-XX. Additional run of 30 numbered RCi1-

RCj30, without plates, reserved for printers
and /or author.

FPRINTERS: Plares, Georges Visat, Paris; text,
Imprimerie Union, Paris.

coLLECTION: The Museum of Modern Art,
New York. Louis E. Stern Collection

Between 1942 and 1952 Lam spent most of his
time in the Caribbean, particularly in his
Cuban homeland, lirerally finding his roots.
For the jacket of his first book in 1953, Lam
created an important color etching, enhancing
it with watercolor and gouache. His images

of native masks and spiked forms created an
emphatic introduction to Char’s Le Rempart de
brindilles (The Rampart of Twigs).




HENRY MOORE
British, 1898—1986

Efe‘p}:tam Skull

AUTHOR: Henry Moore. Preface by Henry .
Seldis.

PUBLISHER: Geneva: Gérald Cramer, 1970.
PAGINATION: 94 unnumbered folios.

PAGE SIZE: 19% x 14%" (50.2 X 37.5 cm), irreg.
IMAGES: 33 etchings (including wrapper), 5
with drypoint, in black on ivory wove Rives
paper (except wrapper) (executed 1969—70).
IMAGE SHOWN: Wrapper, 20/ x 323" (51.2 X
B2.2 cm), irreg.

HOUSING: Publisher’s vellum wrapper, with
continuous erching on front and back, around
ivory cardboard; publisher’s beige linen solander
box, lined with cream paper.

EDITION: More than 115: 15 numbered 1-15,
with supplementary suite; 85 numbered 16—100; 5
hors-commerce, numbered 1-V, with Supp[emen—
tary suite; 10 hors-commerce, numbered VI-XV;
several other kors-commerce (this copy, signed,
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and inscribed “The Museum of Modern Art,
New York"™).

PRINTERS: Plates, Lacouriére et Frélaut, Paris;
text, Fequet et Baudier, Paris.

TYPoGRAPHY: Caslon.

CATALOGUE RAISONNE: Cramer 109—146.
coLLECTION: The Museum of Modern Art,

New York. Gift of the artist and the publisher

The English sculptor Moore created his first

{ s -
book illustrations for Prométhée by Johann
Wolfgang von Goethe in t950. After complet-
mg many H{fmgmp)’;; and {"If/m}g\\: sorme U__f
which were in books and portfolios, he em-
barked upon a sertes of erchings of an old ele-
phant skull given to him by Julian and Juliette
Huxley. The mystery that he found in the
empty eye sockets and the patterns of surface
cracks motivated him to also write about his

work in this book. The etching on vellum that

forms the book s jacker magnifies the motif of

cracked bone that runs throughout the sertes.




JEAN (HANS) ARP, HANS
BELLMER, VICTOR BRAUNER,
SERGE BRIGNONI, ALEXANDER
CALDER, BrRuNO Caraccl,
ELISABETH VAN DAMME, JULIO
DE DiIEco, ENRICO DONATI,
MARCEL DucHAMP, MaX ERNST,
DAviD HARE, JACQUES HEROLD,
MARCEL JEaN, WIFREDO LaM,
JACQUELINE LaMBa, MAN Ravy,
MaRIA, MaTTA, JOAN MIRG, KAy
SAGE, YVES TANGUY, DOROTHEA
TANNING, TOYEN

Le Surréalisme en 1947, exposition interna-
tionale du surréalisme

AUTHORS: Various; edited by André Breton
(French. 1896-1966),

PUBLISHER: [Paris]: Pierre & Feu [Maeght
Editeur], 1947. First edition.

PAGINATION: 144 pages: [1-7], 8B—139, [140], (&)
(including endpapers); 48 plates and reproduc-
tions Aors-rexte.

PAGE SIZE: 976 X7 /6" (24 X 20.3 cm).

iMAaGEs: 18 lithographs: 6 in color, 12 in black;
4 etchings (2 with aquatint), in black; 1 photo-
gravure, in color; 2 woodeuts, in black; 1 Ready-
made object (folder front); reproductions; on
ivory wove paper (except folder front).

IMAGE sHOWN: Duchamp (American, born
France. 1887—1968), Readymade, 7'%¢ x

16'V6 x %" (20.3 % 17.6 X 1 cm).

HOUSING: Publisher's cream wove paper bind-
ing under pink paperboard folder with Ready-
made object (foam rubber on black velver)
mounted on front and labeled “Priére de
Toucher” on back, lined with ivory paper; red-
brown linen exterior folder and slipcase, lined
with cream paper.

EDITION: 999: 950 numbered 1—950 (this copy,
ed I-XLIX.

PRINTERS: F.n..‘hing\_ Lacouriére, Paris: wood-

no. 691, signed); 49 numbe

cuts and lithographs, Mourlot Fréres, Paris; text,
Imprimerie Union, Paris.

CATALOGUE RAISONNE: I.)m-l'um'np: Schwarz
328.

coLLECTION: The Museum of Modern Art,
New York. Henry Church Fund

b
ko

Lov]

for shock i

This volume is somewhat more than the cata-
logue for the postwar international exhibition
that was meant to show the survival o_f‘{ﬁ:!
Surrealtst movement. The work f{j{‘::il_;_fri.t{}-'—.w ven
artists representing twenty-four countries was
exhibited 5 but the book contains prf'n Ly f{?)' EJ)I:_'{.\'
W (fr):l‘e!s. Breton rJrngf{d(f the exh z-!'Jz'rz-rm with
Duchamp, and the latter’s Dadaist predilection

§ '.‘L'f?_‘ff:?t'hf!' Ht'{‘f???&j‘f’{:\')’?fd’l II.N r'rH‘-\'\'

}{8 (#3 {{{‘l-' S (f.({n’.’ f{) an-rit !}5 Er COVer acco .?’JEPQH EIt’_' ﬂ" J‘IJ‘\

a label stating, “please touch.”




ANDY WARHOL

American. 1928—1987

Flash—November 22, 1963

svrHOR: Phillip Greer (American. 1930—-1985).

pUBLISHER: Briarcliff Manor, N.Y.: Racolin
Press, [it}e’N].

PAGINATION: 26 pages: (4), [1], 218, (4); 11

plates: g pages hors-te

PAGE SIZE: 212 X 214" (54.6 x 54 cm).

SHEET SIZE: 20/4 X 20 (§3-1 X §3.1 cm).
IMAGES: 12 screenprints (including folder): 1 in
black, 11 in color, on ivory wove paper (except
folder).

IMAGE sHOWN: Folder, 20% x 42'a" (52.7 x

ro8.5 cm), irreg.

HousING: Publisher's white linen folder, with

continuous screenprint on front and back; pu

ss box with removable slid-

lisher’s clear ple

ing side.

EDITION: 2306 wmbered 1 o (this copy,

no. 77, signed, and inscribed with dedication to
David Whitney by Warhol); 10 marked A—],

enprints; 26 Aors-

with 3 41]]1]}'("1“{‘1“.}!'_\_' SCre

commerce, numbered - XX V1.

PRINTER: Aetna Silkscreen Products, Inc.,
New York.

BOOK DESIGNER: Andy Warhol.
TYPOGRAPHY: Screenprinted.

CATALOGUE RAISONNE: Feldman and
Schellmann 32—42, page 44.

coLLECTION: The Museum of Modern Art,
New York. Gift of Philip Johnson

The assassination of John F. Kennedy was a

tragedy of belief for Americans and the entire

P I > y i
Western world. It was the first event of such
major importance to have been televised from
o : NeCiITaneE 7
the moment of occurrénce through nearly every
ensuing incident. From these disturbing videos

Warhol, the reaper of the )".rm:.\.'.".\'.'f'r.'L.‘ 1’1.f'mm--

f thr A L oy £ -
re, L'r;rr.r;urnf' this book, its text a

;'?.\t.‘h'd’f?—.’1‘."'L‘|'\J¢‘3L'u"l ’.’.'IJ.’H(‘."J’."-!"\ =moment account

Fraphic imag

written by Greer. The silver-printed cover
."L’l,':-rruzlm'e.\ a front page of a newspaper camou-

7 ; N .
d by standardized floral patterns from

graphic transfer sheets.
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DieTeER RoTta (DIiTER RoOT)
Swiss, born Germany, 1930

Daz'{y Mirror (Gesammelte Werke Band 10)

AUTHOR: Dieter Roth.

pUBLISHER: Cologne, London, Reykjavik:
Edition Hansjrg Mayer, 1970. (Variant of Daily
Mirror Book. Reykjavik: Forlag Ed., 1961.)
PAGINATION: 470 pages: (6), 1-462, (2).

PAGE SIZE: 9/i6 X 6'%6" (23 x 17 cm).

imacEs: Offset lithographs (enlargements of
sheets cut from Daily Mirror newspaper), in
black, on ivory wove paper.

IMAGE SHOWN: Cover, 9/ x 17% 1" (23.5x 432
X 2.§ cm).

HOUSING: Publisher’s light-gray wove paper
binding, with offset lithography, enclosed in
yellow painted corrugated cardboard cover with
square cutouts on front and back containing 2
signed miniature books cut from Daily Mirror
newspaper; loose gray string ties.

EDITION: 1,000: 100 numbered 1—100, with
cover multiple designed by Roth (this copy,

no. 72, signed “Dieter Roth™); 9oo unnumbered.
PRINTER: Staib + Mayer, Stuttgart.

BOOK DESIGNER: Dieter Roth.

CATALOGUE RAISONNE: Roth 43.
COLLECTION: The Museum of Modern Art
Library, New York

When Mayer published reprints or reproduc-
tions of Roth’s early books, a limited edition of
each was also issued with newly created covers
by the artist. On the reproduction of his book of
enlarged pages from a newspaper, Roth added
a yellow corrugated cover with miniature news-

paper books inserted in cut-out spaces in the
front and back.




LENDERS TO THE EXHIBITION

Carlton Lake Collection, Harry Ransom
Humanities Research Center,
The University of Texas at Austin

Department of Printing & Graphic Arts,
Houghton Library, Harvard
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Département des Livres Imprimeés
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The Pierpont Morgan Library, New York
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Pierre Alechinsky
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CATALOGUE OF THE EXHIBITION

Books, prints, and drawings in the exhibition
are f’f‘.\'f!?i! iT){[’;’l';'ll’i’fflf.'L?Z('_\" lé‘.\v' f}’i’f_’ name ff{lf/lf{’.
tIrHI.\'I‘ L.'”I{ IIH SOMe Cases l’i\" fflI-’lJ name f{f‘f}li' K’I"?NX_"
[l"r?rJ{'.\' ()f}- “l’L?rlr.I’}f-’..!' ﬂ'r{fl.\'f.\' 2 are Z(I.\'Ei’cfl at {J{”’_‘ E’?If{
r';,l'-!/u' -L'amfﬁgm’. In the e.’mrf'e:.\, /:mcﬁ:e;‘.\ enclose
information that does not appear on the works.
Unless otherwise noted, the following measure-

ments are given: page size for books, sheet size

for drawings, composition size for lithographs

and woodcuts, and plate size for etchings and
other intaglio prints; height precedes width.
Translations of foreign-language titles are
provided only for prints and drawings. Works
f’-"{flrﬂ.'r'frﬂf:.’({ I‘H Irléfl.\' !JHK’/{‘(_'&J{I‘U” are .I“ﬂ ({f‘fﬂf{’.’(! rzl' ¥
a I,'n"ma: or mx:—l,f{;g' ure number at the end rg_f'n‘ld

(?HU_'\-L

Josef Albers. Formulation: Articulation by
Josef Albers. New York: Harry N. Abrams,
Inc.; New Haven: [ves-Sillman, Inc.. 1972.
Screenprints. 15 x 204" (38.1 x 51 cm). The
Museum of Modern Art, New York. Gift of
The Josef Albers Foundation. Plare =5

Tullio d’Albisola (Tullio Spartaco
Mazzotti). Parole in lthertd futuriste, tattili-
termiche olfattive by Filippo Tommaso
Marinetti. Rome: Edizioni Futuriste di
Poesia, [1934]. Lithographs on tin-plated
metal sheets. 9 %6 x 8'/i6" (23.3 x 22 cm).
The Museum of Modern Art, New York.
Gift of the Associates of the Department of
Prints and Illustrated Books and of Elaine
Lustig Cohen in memory of Arthur A.
Cohen. Plate 183

Pierre Alechinsky. Le Réve de ['ammonite
by Michel Butor. [Montpellier, France]:
Editions Fata Morgana, [1975]. Lift-ground
aquatints and lithographs. 12'%s x 9'¥e"
(32.5 x 25 em); supplementary suite, litho-
_u‘ruphx" 127 x 19%" (32.8 x §0.2 cm), aqua-

(50.2 x 65.8 cm). The

tints, 19 % x 2574"
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Museum of Modern Art, New York. Gift of

the artist. Plate 152

Apocalypsis Sanctt Johannes. [Germany,

c. 1470]. Woodcuts. 10¥% x 84" (27.2 x

21 em). The Pierpont Morgan Library, New
York. PML 21786, f. 35v. Figure 16

Jean (Hans) Arp. Fingt-cing poémes by
Tristan Tzara (Samuel Rosenstock). Zurich:
Collection Dada, 1918. Woodcuts. 7% x
s%6" (19.7 X 13.5 cm), irreg. The Museum
of Modern Art, New York. Purchase.
Plates 129-130

Second copy: Ex Libris, New York

Genevieve Asse. /ci en deux by André du
Bouchet. Geneva: Quentin Editeur, 1982.
Aquatints, drypoints, and unworked and
uninked plates. 13 %4 x 10" (33.5 x 25.5 cm),
irreg. The Museum of Modern Art,

New York. A. Conger Goodyear and

Mrs. Stanley Resor Funds (by exchange).
Plate 156

Enrico Baj. Meccano, ou ['analyse matricielle
du langage by Raymond Queneau. Milan:
Sergio Tosi e Paolo Bellasich, 1966. Colla-
graphs and supplementary screenprint.

7'%s x 207" (19.5 x 53 cm). The Museum of
Modern Art, New York. Monroe Wheeler
Fund. Plate 185

Georg Baselitz. Malelade by Georg Baselitz.
Cologne and New York: Michael Werner,
[1990]. Drypoints and etchings. 20/% x 28%"
(51.2 x 73 cm). The Museum of Modern Art,
New York. Gift of The Cosmopolitan Arts
Foundation. Plate 103

Leonard Baskin. Foyages: Six Poems from
White Buildings by Hart Crane. New York:
The Museum of Modern Art, 1957. Wood
engravings and woodcut. 9% x 11" (24.1 X
28 cm), irreg. The Museum of Modern Art,
New York. Plate 161

Aubrey Beardsley. Salome, a Tragedy in
One Act by Oscar Wilde. London: Elkin
Mathews & John Lane; Boston: Copeland &
Day, 1894. Line-block reproductions, after
drawings. 8% x 6%" (21.6 x 16.8 cm). The
New York Public Library, Astor, Lenox,
and Tilden Foundations. Henry W. and
Albert A. Berg Collection. Plate 32

Max Beckmann. Die Fiirstin by Kasimir
Edschmid. Weimar: Gustav Kiepenheuer,
1918. Drypoints. 12% x 9/s" (31.5 x 23 cm),
irreg. The Museum of Modern Art, New
York. Louis E. Stern Collection. Plate 126
Max Beckmann. Apokalypse from the Bible.
Frankfurt am Main: Bauersche Giesserei,
1943. Lithographs, some with watercolor

additions. 15% x 11%" (39 X 30 cm). National
Gallery of Art, Washington, D.C. Gift of

Mrs. Max Beckmann. Plate 66

Hans Bellmer. Za Poupée by Hans Bellmer.
Paris: GLM [Guy Lévis Mano], 1936. Pho-
tographs and line-block reproductions, after
drawings. 6/ x 4/2" (15.5 x 11.5 cm). The
Museum of Modern Art, New York.

Purchase. Plates tg1—142

Josep h Beuys. Die Leute sind gan{prfnm mn
Foggia by Joseph Beuys. [Heidelberg]:
Edition Staeck; [Naples]: Modern Art
Agency; and [Milan]: Studio Marconi, 1973
[1974]- Screenprints. 12% x 84" (31.5 x
22.2 cm). Collection John Gibson. Plate 79

Mel Bochner. On Certainty/Uber Gewissheit
and Counting Alternatives: The Wittgenstein
lustrations by Ludwig Wittgenstein. San
Francisco: Arion Press, 1991. Line-block
reproductions, after drawings. 14% x 12" %"
(36.5 x 33 cm); supplementary suite, 20 x
14'%6" (50.8 x 38 cm). The Museum of
Modern Art, New York. John B. Turner
Fund. Plate 6o




David Bomberg. Russian Ballet by David
Bomberg. London: Henderson’s, 1919.
Lithographs. 876 x 5%s" (21.4 X 13.5 cm),
irreg. The Museum of Modern Art, New
York. Gift of Peter Selz. Plaze 82

Pierre Bonnard. Parallélement by Paul
Verlaine. Paris: Ambroise Vollard Editeur,
1900. Lithographs, ornamental woodcuts
(cut by Tony Beltrand), and line-block
reproductions. 11% x 9%" (29.5 x 23.9 cm),
irreg. The Museum of Modern Art, New
York. Louis E. Stern Collection. Plates §—o
Second copy: The New York Public Library,
Astor, Lenox, and Tilden Foundations.
Spencer Collection

Pierre Bonnard. Proof for image on page 81
of Parallélement. [c. 1897—1900]. Litho-
graph. 5 x 8'/¢" (12.8 x 22 cm). Bequest of
Philip Hofer, Department of Printing &
Graphic Arts, Houghton Library, Harvard
University

Pierre Bonnard. Proof, with text, for image
on page 81 of Parallélement. [c. 1897—1900].
Lithograph. 5 x 8'/¢" (12.8 x 22 cm).
Bequest of Philip Hofer, Department of
Printing & Graphic Arts, Houghton
l..ibrar"\;, Harvard University

Louise Bourgeois. He Disappeared into
Complete Silence by Louise Bourgeois. New
York: Gemor Press, [1947]. Engravings.

10 x 7" (25.5 x 17.8 ¢m), irreg. The Museum
of Modern Art, New York. Abby Aldrich
Rockefeller Fund. Plate 95

Louise Bourgeois. Homely Girl, a Life by
Arthur Miller. New York: Peter Blum
Edition, 1992. Drypoints and photolitho-
graphic reproductions, after medical photo-
graphs. 11/ x 8'%s" (29.3 x 22 cm). The
Museum of Modern Art, New York. Gift
of the artist. Plates 178—i179

Constantin Brancusi. Tales Told of Shem

and Shaun, Three Fragments from Work in
Progress by James Joyce. Paris: The Black
Sun Press, 1929. Photogravure reproduc-
tion, after pen-and-ink drawing. 8% x 672"
(20.8 x 16.5 cm). The Museum of Modern

Art, New York. Mary Ellen Meehan Fund.

Plate 138

Georges Braque. Le Prége de Méduse by Erik
Satie. Paris: Editions de La Galerie Simon

FAL)

[Kahnweiler], 1921. Woodcuts. 12"%6 x 8 Vs

(32.5 x 22.7 cm). The Museum of Modern
Art, New York. Louis E. Stern Collection.

Plate 122

Georges Braque. Theogonie by Hesiod. 1932.
(Commissioned by Vollard.) Suite of etch-
ings with remarques, some with drypoint.
Each sheet, 21 x 14'%6" (53.4 X 37.7 cm),
irreg. The Museum of Modern Art, New
York. Louis E. Stern Collection. Figure 22;

plate 41

Georges Braque. Théogonie by Hesiod.
Paris: Maegh[ Editeur, 1955. (Commissioned
by Vollard.) Etchings, photogravures, and
aquatint, 17/ x 13/4" (44.4 X 33.7 cm), irreg.
The Museum of Modern Art, New York.
Louis E. Stern Coliection. Plate 40

Georges Braque. Milarepa by Milarepa.
Paris: Maeght Editeur, 1950. Aquatints,
soft-ground etching, and etched initials.
9/8 X l;'-"ira" (23.2 x 33.2 cm), irreg. The
Museum of Modern Art, New York.
Louis E. Stern Collection. Plate 46

Marcel Broodthaers. Un Coup de dés jamais
n'abolira le hasard by Stéphane Mallarmé.
Antwerp: Galerie Wide White Space;
Cologne: Galerie Michael Werner, 1969.
Photolithographs. 12'%s x 9'%6" (32.5 x

25 cm). The Museum of Modern Art,

New York. Purchased with funds given by
Howard B. Johnson in honor of Riva
Castleman. Plate 114

Edward Burne-Jones and William Morris.
The Works of Geoffrey Chaucer, Now Newly
Imprinted by Geoffrey Chaucer. Hammer-
smith [London]: Kelmscott Press, [1896].
Wood engravings, after drawings by Burne-
Jones (cut by W. H. Hooper) and after
designs by Morris. 16% x 11/4" (42.2 x

28.2 cm), irreg. The Museum of Modern
Art, New York. Louis E. Stern Collection.
Plate 33

Alexander Calder. Fables by Aesop. Paris:
Harrison; New York: Minton, Balch and
Company, [1931]. Line-block reproductions,
after pen-and-ink drawings, and supple-
mentary pen-and-ink drawing. 9'%s x 7'%s"
(25 x 19.5 em), irreg. The Museum of
Modern Art, New York. Gift of Monroe
Wheeler. Plate 52

Second copy: The Museum of Modern Art
Library, New York

Marc Chagall. Mein Leben by Marc Chagall.
Berlin: Paul Cassirer, 1923. Etchings.

Each sheet, 10'%6 x 8'/6" (27.5 x 22 cm) to

17/ x 134" (43.5 X 33.4 cm). The Museum
of Modern Art, New York. Louis E, Stern

Collection. Plates 85— 80

Marc Chagall. My Life by Marc Chagall.

New York: The Orion Press, 1960. Repro-
ductions. 8%s x 6%4" (20.8 x 15.7 cm). The
Museum of Modern Art Library, New York

Marc Ch:’lgé‘i”. Four T;zf;’.\'lf}um the Arabian
Nights, excerpts from ancient Persian,
Indian, and Arabian tales. New York:
Pantheon Books, Inc., [1948]. Lithographs
and photolithographic reproductions, after
drawings. 16'%6 x 12'%s" (43.1 x 33 cm).
The Museum of Modern Art, New York.

Louis E. Stern Collection. Plates 47—48

Eduardo Chillida. Die Kunst und der Raum/
L’Art et ['espace by Martin Heidegger. St.
Gall: Erker-Verlag/ Erker Presse [Franz
Larese and Jiirg Janett], 1969. Lithographs
pasted onto paper. 8% x 6/6" (21.3 X

15.4 cm). The Museum of Modern Art,

New York. Given in memory of Louise A.
Boyer by Lily Auchincloss and Frances
Keech. Plate 150

Giorgio de Chirico. Calligrammes by
Guillaume Apollinaire (Guillaume
Apollinaire de Kostrowitsky). [Paris]:
Librairie Gallimard, 1930. Lithographs.
12'%s x 10" (32.5 X 25.5 cm), irreg. The
Museum of Modern Art, New York.
Louis E. Stern Collection. Plate ¢33

Francesco Clemente. The Departure of the
Argonaur by Alberto Savinio (Andrea de
Chirico). [New York and London]:
Petersburg Press, 1986. Photolithographs.
25%6 X 19'716" (65 X 50 cm). The Museum of
Modern Art, New York. Gift of Petersburg
Press. Plate 176

Salvador Dali. Les Chants de maldoror by
Comte de Lautréamont (Isidore Ducasse).
Paris: Albert Skira Editeur, 1934. Etchings.
12'%6 x 10" (32.5 X 25.5 cm). The Museum
of Modern Art, New York. Louis E. Stern
Collection, Plate 18

Salvador Dali. Drawing for plate 29 of
Les Chants de maldoror by Comte de
Lautréamont (Isidore Ducasse). [1932—133].

L

Pencil. 8/ x 64" (21.5 x 15.8 cm).
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Graphische Sammlung Staatsgalerie
Stuttgart. Plate 19

Salvador Dali. States 1, 11, and 111 of Plate 29
for Les Chants de maldoror by Comte de
Lautréamont (Isidore Ducasse). [Paris:
Albert Skira Editeur, 1934]. Three etchings

with remarques. Each, 117% x 74" (29.8 x
18.4 cm). Graphische Sammlung

Smarsgaicric Stuttgart

Robert Delaunay. Zour Ziffel by Vicente
Huidobro. Madrid, 1918. Pochoir. 12'%s x
9%" (32.9 x 24.4 cm), irreg. The Museum of
Modern Art, New York. Mrs, Stanley Resor
Fund. Plate :89

Sonia Delaunay-Terk. La Prose du
Transsibérien et de la petite Jehanne de France
by Blaise Cendrars (Frédéric-Louis Sauser).
Paris: Editions des Hommes Nouveaux
[Blaise Cendrars], 1913. Pochoir. 81% x 144"
(207.4 x 36.2 cm), irreg. The Museum of
Modern Art, New York. Purchase. Plate 1:8

Sonia Delaunay-Terk. La Prose du
Transsiberien et de la petite Jehanne de France
by Blaise Cendrars (Frédéric-Louis Sauser).
1913. Annotated proof for pochoir, with
watercolor. 78 Ve x 1476" (199.5 X 36.7 cm)
overall. Cabinet des Estampes du Musée
d’Art et d'Histoire, Geneva. Plate 119

Sonia Delaunay-Terk. Wrapper for La Prose
du Transsibérien et de la petite Jehanne de
France by Blaise Cendrars (Frédéric-Louis
Sauser). [1913]. Oil on parchment. 7% x 8"
(19.7 x 20.3 em) (unfolded). Cabinet des
Estampes du Musée d’Art et d Histoire,

Geneva

André Derain. L' Enchanteur pourrissant

by Guillaume Apollinaire (Guillaume
Apollinaire de Kostrowitsky). Paris: Henry
Kahnweiler Editeur, 1909. Woodcuts.

1076 % 77" (26.5 x 20 cm). The Museum
of Modern Art, New York. Louis E. Stern
Collection. Plates 12—i13

André Derain. Drawing for the Kahnweiler
vignette for L'Enchanteur pourrissant by
Guillaume Apollinaire (Guillaume
Apollinaire de Kostrowitsky). [1909]. Brush
and ink. 6% x 87" (16.2 x 22.6 cm). Carlton
Lake Collection, Harry Ransom Humanities
Research Center, The University of Texas
at Austin. Figure 9

André Derain. Proof of a plate for
L’Enchanteur pourrissant by Guillaume
Apollinaire (Guillaume Apollinaire de
Kostrowitsky). [1909]. Woodcut. 8%s x 6%"

20.8 x 17.1 cm), irreg. Carlton Lake
Collection, Harry Ransom Humanities
Research Center, The University of Texas
at Austin

André Derain. Proof of a plate for
L’Enchanteur pourrissant by Guillaume
Apollinaire (Guillaume Apollinaire de
Kostrowitsky). [1909]. Woodcut. 8% x 6/4"
20.8 x 16.5 cm), irreg. Carlton Lake
Collection, Harry Ransom Humanities
Research Center, The University of Texas
at Austin

Jim Dine. The Poet Assassinated by
Guillaume Apollinaire (Guillaume
Apollinaire de Kostrowitsky). New York:
Tanglewood Press Inc., 1968. Photolitho-
graphs, screenprints, and pochoirs. 9'%a X
7'%a" (25.3 x 20.2 em). The Museum of
Modern Art, New York. Gift of Dr. and
Mrs. Aaron Esman. Plate 169

Second copy (trade edition): Private collection

Jim Dine. The Apocalypse, The Revelation
of Saint John the Divine from the Bible. San
Francisco: The Arion Press, 1982. Wood-
cuts, 15 x 11/4" (38.2 x 28.5 cm), irreg.
The Museum of Modern Art, New York.
Purchase. Plate 67

Jean Dubuffet. Labonfam abeber par inbo nom
by Jean Dubuffet. [Paris: Jean Dubuffet],
1950. Photolithographic reproductions, after
ink drawings. 11/ x 8'/s" (28.2 x 22 cm),
irreg. The Museum of Modern Art, New
York. The Associates Fund. Plate 143

Jean Dubuffet. La Lunette farcie by Jean
Dubuffet. Alés and Paris: PAB [Pierre
André Benoit], 1962 [1963]. Lithographs.
17/i6 % 14'¥6" (43.4 % 38 cm), irreg. The
Museum of Modern Art, New York. Gift of
Mr. and Mrs. Ralph E. Colin. Plate 99

Jean Dubuffet. Manuscript for La Lunette

farcie by Jean Dubuffet. [January, 1962].

Pen and black ink, with oil paint. 9% x 8/4"
(23.2 x 20.7 cm). Bibliothéque Nationale de
France, Département des Livres lmprimés.
Plate o8

Marcel Duchamp. La Maride mise a nu par

ses céltbataires, méme (the Green Box) by

Marcel Duchamp. Paris: Edition Rrose
Sélavy [Duchamp], [1934]. Collotype repro-
ductions, after p}lomgrapha. drawings, and
manuscript notes. Variable, 2" x 3%
(7.4x9.7cm) to 1278 x 94" (31.4 X 24.2 cm),
The Museum of Modern Art, New York.
Purchase. Plate =8

Raoul Duty. Le Bestiatre, ou cortége d Orphée
by Guillaume Apollinaire (Guillaume
Apollinaire de Kostrowitsky). Paris:
Deplanche, Editeur d"Art, 1911, Woodcuts.
12 %6 x 10" (32.5 x 25.5 cm), irreg. The
Museum of Modern Art, New York.

Louis E. Stern Collection. Plates 50—5:

Albrecht Diirer, Della simmetria de i corpi
humant, libri quattro. Venice: Domenico
Nicolini, 1591. Woodcuts. 13%s x 8"

32.2 x 22 cm). Collection Arne and Milly
Glimcher. Figure 13

Max Ernst. Une Semaine de bonté, ou les sept
éléments capitaux by Max Ernst. Paris:
Editions Jeanne Bucher, 1934. Line-block
reproductions, after collages. 10% x 87"

27.3 x 20.5 cm). The Museum of Modern
Art, New York. Louis E. Stern Collection.
Plate 109

Max Ernst. Le Lion de Belfort, Vol. 1 of
Une Semaine de bonté, ou les sept éléments
capitaux by Max Ernst. Paris: Editions
Jeanne Bucher, 1934. Line-block reproduc-
tions, after collages, and soft-ground
etching. 10% x 8%6" (27.3 x 20.5 cm). The
New York Public Library, Astor, Lenox,
and Tilden Foundations. Spencer Col-
lection. Plate 170

Max Ernst. 65 Maximiliana, ou lexercice
illégal de ['astronomie by Max Ernst. Paris:
Le Degré Quarante et Un [Iliazd], 1964.
Etchings, some with aquatint, aquatints,
and line-block reproductions of the artist’s
“secret writing,” drawings, and collages.
16%6 x 12" (40.8 x 30.5 ecm). The New York
Public Library, Astor, Lenox, and Tilden
Foundations. Spencer Collection. Gift of
Dorothea Tanning. Plate 26

Walker Evans. American Photographs by
Lincoln Kirstein. New York: The Museum
of Modern Art, 1938. Relief halftone repro-
ductions, after photographs. 8% x 7%4"
(22.2 x 19.7 cm). The Museum of Modern
Art, New York. Plate 116




Second copy: The Museum of Modern Art,
New York

Jean Fautrier. La Femme de ma vie by André
Frénaud. Paris: Librairie Auguste Blaizot,
1947. Erching and aquatints. 117% x 7/¢"

(29 x 18 em). Graphische Sammlung
Staatsgalerie Stuttgart. Plate 145

Antonio Frasconi. 2 Fables of Aesop, retold
by Glenway Wescott. New York: The
Museum of Modern Art, 1954. Linoleum

cuts. 10/: x 7/4" (26.6 x 19 cm). The Museum
of Modern Art, New York. Plate 53

Paul Gauguin. Noa Noa. [1894]. Autograph
manuscript. 15 % x 10/4" (40 x 26.1 cm),
irreg. The Resource Collections of the
Getty Center for the History of Art and

the Humanities. Figure 6; plate 2

Paul Gauguin. Noa Noa (Fragrant Scent).
[1893—94; printed by Louis Roy, Paris].
Woodcut with stencil. 14%s x 818" (35.7 x
20.7 cm). The Museum of Modern Art, New
York. Lillie P. Bliss Collection. Plate

Paul Gauguin. Wood block for Noa Noa.
[c. 1893—94]. 137 x 8" (35.3 X 20.3 cm).
The Metropolitan Museum of Art, New

York. Harris Brisbane Dick Fund, 1937

Paul Gauguin. Nave Nave Fenua (Fragrant
Isle). [1893—94; printed by Louis Roy,
Paris]. Woodcut with stencil. 13'%s x 8'/6"
(35-5 x 20.5 cm). The Museum of Modern
Art, New York. Gift of Abby Aldrich

Rockefeller

Paul Gauguin. Te Faruru (Here We Make
Love). [1893—94; printed by Louis Roy,
Paris]. Woodcut with stencil. 147 x 876"
(35.7 x 20.5 em). The Museum of Modern
Art, New York. Gift of Abby Aldrich
Rockefeller

Paul Gauguin. 7e Atua (The Gods).
[1893—94; printed by Gauguin]. Woodcut.
8%6 % 14" (20.5 x 35.5 cm). The Museum of
Modern Art, New York. Gift of Abby
Aldrich Rockefeller. Plaze 3

Paul Gauguin. Noa Nea by Paul Gauguin
[and Charles Morice]. Munich: R. Piper &
Co. Verlag, 1926. Facsimile of autograph
manuscript with collotype reproductions of
the artist’s watercolors, pen-and-ink draw-
ings, woodecuts, and photographs. 12/4 x 9"

(30.8 x 23.2 cm). The Museum of Modern
Art Library, New York. Plate 4

Second copy: The New York Public Library,
Astor, Lenox, and Tilden Foundations.
Spencer Collection. Gift of Henry Mottek

Alberto Giacometti. L'Air de ['eau by André
Breton. Paris: Editions Cahiers d'Art, 1934.
Engravings. 117 x 7/46" (30.2 x 18 cm),
irreg. The Museum of Modern Art, New
York. Louis E. Stern Collection. Plate 136

Alberto Giacometti. Rerour amont by René
Char. Paris: GLM [Guy Lévis Mano], 1965.
Aquatints. 9% x 7/4" (24.5 x 18.4 cm). The
Museum of Modern Art, New York. Monroe
Wheeler Fund. Plate 147

Gilbert & George (Gilbert Proesch and
George Passmore). Side by Side by Gilbert
& George. Cologne and New York: Konig
Brothers, 1972. Photolithographic repro-
ductions, after photographs. 74 x 4'%6"

(19 x 12.5 cm). The Museum of Modern Art,
New York. Purchase. Plate 0z

Francisco de Goya. Los caprichos by
Francisco de Goya. [Madrid: Francisco de
Goya, 1799]. Aquatints, most with etching.

117 x 7/4" (30.1 x 20 cm). The Museum of
Modern Art, New York. Louis E. Stern

Collection. Figure 2

Francisco de Goya. Los desastres de la guerra
by Francisco de Goya. Madrid: Real
Academia de Nobles Artes de San Fernando,
1863. Etchings, most with aquatint (prints
executed 1810—20). 9'%s x 13%" (25 x 35 cm),
irreg. The Museum of Modern Art, New
York. Louis E. Stern Collection. Figure 19

Juan Gris (José Victoriano Gonzalez). Ne
Coupez pas mademoiselle, ou les erreurs des
P.T.T. by Max Jacob. Paris: Editions de La
Galerie Simon [Kahnweiler], 1921, Litho-
graphs. 12%6 x 8'¥%6" (32 x 22.8 em). The
Museum of Modern Art. New York. Louis
E. Stern Collection. Plate 123

George Grosz. Eecce Homo by George Grosz.
Berlin: Der Malik-Verlag, 1923. Photolitho-
graphic reproductions, after watercolors and
drawings. 13% x 9%" (34.9 x 24.8 cm). The
Museum of Modern Art, New York. Louis
E. Stern Collection. Plates 1a7—108

Grace Hartigan. Safute by James Schuyler.
New York: Tiber Press, 1960. Screenprints,
17/2 X 14%6" (44.4 X 35.8 cm). The Museum
of Modern Art, New York. Gift of Richard
Miller. Plaze 166

David Hockney. 4 Rake’s Progress by David
Hockney. London: Editions Alecto, in
association with The Royal College of Art,
1963. Etching and aquatints. 19'%6 x 244"
(50 x 62.5 cm), irreg. The Museum of
Modern Art, New York. Mr. and Mrs. Ralph
F. Colin, Leon A. Mnuchin, and Joanne M.
Stern Funds. Plate 102

David Hockney. 4 Rake’s Progress, with
poems by David Posner. London and
New York: Lion and Unicorn Press, 1967.
Reproductions. 14%6 x 15%" (37 x 39 cm).
Department of Rare Books and Special
Collections, University of Rochester
Library

David Hockney. Fourteen Poems by C. P.
Cavafy. London: Editions Alecto Limited,
1967. Etchings, some with aquatint. 18%s x
12'%6" (46.6 x 33 cm). The Museum of
Modern Art, New York. Given anony-
mously. Plate i71

David Hockney. Fourteen Poems from C. P.
Cavafy. [London: Editions Alecto Limited,
1967]. Suite of etchings, some with aquatint.
Each sheet, 22%s x 152" (56.3 X 39.4 cm) to
22%6 x 16" (57.3 X 40.6 cm). The Museum of
Modern Art, New York. Gift of the Celeste
and Armand Bartos Foundation

Howard Hodgkin. The Way We Live

Now by Susan Sontag. London: Karsten
Schubert, 1991. Lift-ground aquatints with
tempera additions, and 1 tempera. 11/ x
86" (28.6 x 21.2 cm). The Museum of
Modern Art, New York. Purchased in part
with funds from Mrs. Donald B. Straus.
Plate 154

Hypnerotomachia Polifili. Venice: Aldus
Manutius, 1499. Woodcuts. 11% x 8" (20.8 x
20.3 cm). The New York Public Library,
Astor, Lenox, and Tilden Foundations. Rare
Books and Manuscripts Division, Figure 2

Robert Indiana. Numébers by Robert Creeley.
Stuttgart: Edition Domberger; Diisseldorf:
Galerie Schmela, 1968. Screenprints.

25 %6 x 196" (65 x 50 cm). The Museum of
Modern Art. New York. The Celeste and
Armand Bartos Foundation Fund. Plate -0

Marcel Janco. La Premiére Aventure céléste
de Mr. Antipyrine by Tristan Tzara (Samuel
Rosenstock). [Zurich]: Collection Dada,
1916. Woodcuts. 8 ¥a x §' %" (22.4 X




14.8 ¢cm). The Museum of Modern Art,
New York. Purchase, Plates 127—i28

Alfred Jarry. Les Minutes de sable mémorial
by Alfred Jarry. [Paris|: Mercure de France,
[1894]. Woodcuts and line-block repro-
duction, after pen-and-ink drawing. 5/ x
4%6" (13.4 x 10.9 cm), irreg. The Museum
of Modern Art, New York. Figure 5;

plates So—81

Jasper Johns. Foirades/Fizzles by Samuel
Beckett. [London and New York]: Peters-
burg Press, 1976. Lift-ground aquatints,
etchings, and lithograph. 12'%6 x ¢ !

(33 x 25 em), irreg. The Museum of Modern
Art, New York. Gift of Celeste and Armand
Bartos (in perpetuity). Plates 173—174
Second copy: Collection Nelson Blitz, Jr.,
and Catherine Woodard

Jasper Johns. Sketches for Foirades/Fizzles.
[c. 1975]. Pencil with pen and brush and ink.
/e

14% x 23" (37.5 x §8.4 cm), irreg. Collection
the artist. Figure 25

Jasper Johns. Sketch for Words (Buttock
Knee Sock . . . ) from Foirades/Fizzles.

[c. 1975]. Pencil with pen and brush and ink.
147 x 17%4" (36.5 X 45.1 em), irreg. Collec-
tion the artist

Asger Jorn. Held og hasard /Dolk og guitar
by Asger Jorn. Silkeborg: [Asger Jorn],
1952. Linoleum cuts and monotype. 104 x
7%6" (26 % 19.2 cm). Collection Pierre
Alechinsky. Plate 97

Second copy: Private collection, Paris

Vasily Kandinsky. Kldnge by Vasily
Kandinsky. Munich: R. Piper & Co. Verlag,
[1913]. Woodcuts. 11/a x 107" (28.1 x

27.7 ¢cm). The Museum of Modern Art, New
York. Louis E. Stern Collection. Plate §3

Second copy: Carus Gallery, New York

Vasily Kandinsky. Sound of Trumpets (Large
Resurrection) [ Kldnge der Posaunen (Grosse
Auféerseehung )]. [1910—-11]. Watercolor, India
ink, and pencil on thin cardboard. 12% x
12%" (32.5 x 32.5 cm). Stiidtische Galerie im
Lenbachhaus, Munich. Plate 85

Vasily Kandinsky. Large Resurrection (Grosse
Auferstehung), pl'{}ul\:ﬂ\l}lt' black block for
Kidnge. [1911]. Woodcut. 8% x 8'/i" (21.9 x
22 cm). The Museum of Modern Art, New

240

York. Johanna and Leslie ]. Garfield Fund.
Plate 84

Ellsworth Kelly. Un Coup de dés jamais
n’'abolira le hasard by Stéphane Mallarmé,
[New York]: The Limited Editions Club,
1992. Lithographs. 17 x 12%" (43.2 x

31.5 cm). The Museum of Modern Art,

New York. Purchased with funds given by
Mrs. Melville Wakeman Hall. Plates 158—159

Anselm Kiefer. Der Rhein. [Hornbach:
Anselm Kiefer], 1983. Woodcuts. 23/ x
16/4" (59 x 42 cm). The Museum of Modern
Art, New York. Purchase. Plate 162

Ernst Ludwig Kirchner. Umbra vitae by
Georg Heym. Munich: Kurt Wolff Verlag,
1924. Woodcuts. 9/is x 64" (23.1 X 15.6 cm).
The Museum of Modern Art, New York.
Louis E. Stern Collection. Plate 190

Second copy: The Toledo Museum of Art.
Gift of Molly and Walter Bareiss

Oskar Kokoschka. Die traumenden Knaben
by Oskar Kokoschka, Leipzig: Kurt Wolff
\-"Crlag‘ 1917. (First edition, Vienna: Wiener
Werkstiitre, 1908; unsold copies reissued
1917.) Transfer lithographs and line-block
reproductions, after drawings. 976 x 10'%s"
(24 x 27.5 cm). The Museum of Modern
Art, New York. Louis E. Stern Collection.
PHLIM‘_;_‘;

Oskar Kokoschka. Mérder Hoffnung der
Frauen by Oskar Kokoschka. Berlin: Verlag
Der Sturm, [1916]. Line-block reproductions,
after pen-and-ink drawings, with gounache
additions. 137 x 9" (34.1 X 24.8 cm). The
Museum of Modern Art, New York. Louis
E. Stern Collection. Plate 87

Second copy: The Museum of Modern Art,
New York. Purchase. Plate 86

Oskar Kokoschka. Poster for Morder
Hoffnung der Frauen. [Vienna: Inter-
nationale Kunstschau, 1909]. Lithograph.
48 x 31%6" (122 x 79.5 cm). The Museum of
Modern Art, New York. Purchase fund.

Figure 14

Barbara Kruger. My Prerty Pony by Stephen
King. New York: Library Fellows of the
\\"'hitﬂu}-' Museum of American Art, 1988.
Lithographs and screenprints. 20 x 137"
(50.9 X 34.2 ¢cm). The Museum of Modern
Art, New York. The Associates Fund

in honor of Riva Castleman. Frgure 28;
pKaze 75

Second copy: Library of the Whitney
Museum of American Art, New York

FrantiSek (or Frank) Kupka. Quatre hstoires
de blane et noir by Frantisek Kupka. Paris:
[Frantisek Kupka], 1926. Woodcuts.

12'%6 x 9'%s" (33 x 25.3 cm). The Museum
of Modern Art, New York. Gift of Mr. and
Mrs. Alfred H. Barr, Jr. Plates 658—70

Wifredo Lam. Le Rempart de brindilles by
René Char. Paris: Louis Broder, [1953].
Etching and aquatints, 1 with watercolor and
gouache additions. 8% x 6/&" (21 x 15.5 cm).
The Museum of Modern Art, New York.
Louis E. Stern Collection. Plate 19:

Henri Laurens. Les Pélican by Raymond
Radiguet. Paris: Editions de La Galerie
Simon [Kahnweiler], 1921. Etchings, some
with drypoint. 12%s x 878" (32 x 22.5 cm).
The Museum of Modern Art, New York.
Louis E. Stern Collection. Plates 124—:125

Fernand Léger. La Fin du monde, filmée par
[ange N.D. by Blaise Cendrars (Frédéric-
Louis Sauser). Paris: Editions de la Siréne,
1919. Pochoirs, some with line-block
reproductions, after pen-and-ink drawings.
12% x 9'%6" (31.5 x 25 em). The Museum of
Modern Art, New York. Louis E. Stern
Collection. Plates 120—12:

Second copy: The Museum of Modern Art
Library, New York

Fernand Léger. Corrected proofs for La Fin
du monde, filmée par ['ange N.D. by Blaise
Cendrars (Frédéric-Louis Sauser). 1919.
Line-block reproductions, after ink draw-
ings, with handwritten notes by Cendrars.
12% x 9'%6" (31.5 x 25 cm). Bibliotheque
Nationale de France, Département des
Livres Imprimés

Fernand Léger, Cirgue by Fernand Léger.
Paris: Tériade Editeur, 1950. Lithographs.
16/2 x 12%6" (42 x 32 cm), irreg. The
Museum of Modern Art, New York.
Louis E. Stern Collection. Plates 20— 2:

Fernand Léger. Study for Zes Trapézistes,
from Cirque by Fernand Léger. [c. 1950].
Gouache. 19%6 x 25 %" (49 x 64.5 cm).
Collection Georges Bauquier. Figure 10

Sol LeWitt, Six Geometric Figures and All
Their Combinations by Sol LeWitt. New




York: Parasol Press, Ltd., 1980. Etchings.
96 X 946" (23 x 23 em). The Museum of
Modern Art, New York. Gift of Allen
Skolnick. Plates 7677

Sol LeWitt. 10 of 127 canceled copper plates
for Six Geometric Figures and All Their
Combinations. [1980). Various dimensions.
The Museum of Modern Art, New York.

Gift of Allen Skolnick

El Lissitzky (Lazar Markovich Lissitzky).
Pro dva kvadrata by El Lissitzky. Berlin:
Skythen, 1922. Line blocks, some with relief
halftone. and 1 relief halftone. 10'%s x 8%"
(27.9 x 22.2 em). The Museum of Modern
Art, New York. Gift of Philip Johnson,

Jan Tschichold Collection. Plate 7

Second copy: Carus Gallery, New York

Aristide Maillol. Zes Eclogues by Virgil.
Weimar: Cranach Presse, 1926. Wood

"(33.5 x 25 cm),

irreg. The Museum of Modern Art, New
York. Louis E. Stern Collection

engravings. 13%s x 9'%s

Aristide Maillol. The Eelogues by Virgil.
London: Emery Walker Limited [for
Cranach Presse], 1927. Wood engravings.
12'%s x 976" (33 X 24.6 cm), irreg. The
Museum of Modern Art, New York. Henry
Church Fund. Plate 38

Aristide Maillol. Sketches, including
Cranach Presse vignette, for The Eclogues

by Virgil. [c. 1912—25]. Pencil. 10% x 87

(27 x 20.7 cm). Bequest of Philip Hofer,
Department of Printing & Graphic Arts,
Houghton Library, Harvard University.
Figure 26

Kasimir Malevich. Suprematism: 34 Risunka
by Kasimir Malevich. Vitebsk: Unovis,
1920. Lithographs and woodcut. 8%s x 746"
(21.7 % 17.9 cm). Cabinet des Estampes du
Musée d'Art et d'Histoire, Geneva.

Plates 73—74

Man Ray (Emmanuel Rudnitsky). Facile
by Paul Eluard (Eugéne Grindel). Paris:
Editions GLM [Guy Lévis Mano], 1935.
Photogravure reproductions, after photo-
graphs. 9% x 746" (24.2 X 18 cm). The
Museum of Modern Art, New York.

Plate 137

Second copy: The Museum of Modern Art,
New York

Frans Masereel. La Fille. Paris: Editions
Albert Morancé, [1925]. Woodeuts. 1175 x
8 /6" (28.1 x 22 em), irreg. The Museum of
Modern Art, New York. Purchase. Plate 106
André Masson. Soleils bas by Georges
Limbour. Paris: Editions de La Galerie
Simon [Kahnweiler], 1924. Drypoints. 9/

74" (24.2 X 19 cm), irreg. The Museum of
Modern Art, New York. Gift of Walter P.
Chrysler, Jr. Plate 13:

André Masson. Les Conguérants by André
Malraux. Paris: Albert Skira, [1949]. Lift-
ground aquatints. 14 %s x 11/6" (37.7 X

28.1 cm). The Museum of Modern Art, New
York. Gift of Mr. and Mrs. Ralph F. Colin.
Plate 64

Henri Matisse. Poésies by Stéphane
Mallarmé. Lausanne: Albert Skira & Cie,
Editeurs, 1932. Etchings. 12'%6 x 9'%s"
(33 x 25 cm). The Museum of Modern Art,
New York. Louis E. Stern Collection.
Plates 15—17

Henri Matisse. Pasiphaé, chant de Minos (Les
Crétors) by Henry de Montherlant. [Paris]:
Martin Fabiani Editeur, 1944. Linoleum
cuts. 12'%s x 94" (32.5 x 24.8 cm). The
Museum of Modern Art, New York.

Louis E. Stern Collection. Plate 42

Henri Matisse. Maquette for !—’u.v:};v/m:_’.’,
chant de Minos (Les Crétots) by Henry de
Montherlant. [1944]. Letters and designs in
pencil and red pencil on the 1938 edition of
text published by Grasset, Paris. 8% x 64"
(22 x 17 cm). Bibliotheque Nationale de
France, I)(’parn‘.:mrm des Livres !mprirm‘s‘.

Figure 23

Henri Matisse. Placement maquette for
Pasiphaé, chant de Minos (Les Crétois) by
Henry de Montherlant. [1944]. Pen-and-ink,
pencil, and red pencil. 5%6 x 476" (13.5 x
10.6 cm). Bibliothéque Nationale de France,

Département des Livres [mprimés

Henri Matisse. Pasiphaé, chant de Minos (Les
Crétois) by Henry de Montherlant. Paris:
Les Héritiers de I’ Artiste, 1981. Linoleum
cuts (plates, executed 1943—44, rejected
from 1944 edition). 12 Vi x 9 %a" (32.5 x

25 ecm). The Museum of Modern Art, New
York. Gift of the Heirs of Henri Matisse

Henri Matisse. Jagy by Henri Matisse. | Paris}:
Tériade Editeur, 1947. Pocheirs after cut-

paper collages (executed by Edmond Vairel)
and reproductions after drawings (executed
by Draeger Freéres). 16/ x 12'/6" (42 x

32.2 cm), irreg. The Museum of Modern
Art, New York. Louis E. Stern Collection.

ates 22—23

Henri Matisse. The Codomas (Les Codomas),
proof of the plate for /agz. [c. 1944]. Zinc
relief cut, after cut-paper collage. 16% x
25'/i6" (42.5 x 65.3 cm), irreg. The Museum
of Modern Art, New York. Gift of

Joanne M. Stern

Matta (Roberto Sebastian Antonio Matta
Echaurren). Areane 1> by André Breton.
New York: Brentano’s, 1944. Etching and
aquatint, and photolithographic reproduc-
tions, after tarot card designs. 9/s x 6%s"
(23 x 16 cm), irreg. The Museum of Modern
Art, New York. Purchase. Plate 146

Matta (Roberto Sebastian Antonio Matta
Echaurren). Un Soleil, un Viet-Nam by
Jean-Paul Sartre. Paris: Comité Viet-Nam
National, 1967. Lithographs. 11% x 8'%¢"
(29.9 x 22.4 cm). The Museum of Modern
Art, New York. Purchase. Plate 65

Henti Michaux. Meidosems by Henri
Michaux. [Paris]: Les Editions du Point du
Jour, 1948. Lithographs. 9'%s x 7/4" (25.2 x
19 cm), irreg. The Museum of Modern Art,
New York. Abby Aldrich Rockefeller Fund.
Plate 96

Joan Miré. Enfances by Georges Hugnet.
Paris: Editions Cahiers d’Art, [1933].
Etchings. 11 x 8%4" (28 x 22.2 cm), irreg.
The Museum of Modern Art, New York.
Louis E. Stern Collection. Plate 134

Joan Miré. A route épreuve by Paul Eluard
(Eugéne Grindel). Geneva: Gérald Cramer,
[1958]. Woodeuts, most with collagraph

and/or collage. 12%a x 9'¥s" (32 x 25 cm).
The Museum of Modern Art, New York.

Louis E. Stern Collection. Plates 2829

Joan Mird. Woodblock for plate from

A toute épreuve. [c. 1947—58]. 13 x 9" ¥is"

(33 x 24.9 cm). The Museum of Modern Art,
New York. Gift of Gérald Cramer in honor

of Riva Castleman. Plate 2~

Joan Miro. Maquette for Amoureuses, from
A toute épreuve [c. 1947—58]. Gouache,

colored pencil, pencil, and collage. 12'¥s x

19'%46" (32.5 x 50 cm). Cabinet des Estampes
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du Musée d’Art et d 'Histoire (Fondation
Gérald Cramer), Geneva

Joan Mitchell. 7%e Poems by John Ashbery.
New York: Tiber Press, 1960. Scrccnprints.
" (44.4 % 35.8 cm). The Museum
of Modern Art, New York. Gift of Richard
Miller. Plate 165

i LF3
17/2 X 1446

Laszlo Moholy-Nagy. Malerer, Photographie,
Film by Laszlé Moholy-Nagy. Munich:
Albert Langen Verlag, 1925. (Bauhausbiicher
8.) Relief halftone reproductions, after pho-
tographs by various artists. 9/« x 774"

(23 x 17.9 cm). The Museum of Modern Art
Library, New York. Figure 24; plate 72
Second copy: Ex Libris, New York

Henry Moore. Elephant Skull by Henry
Moore. Geneva: Gérald Cramer, 1970.
Etchings. 19% x 14%" (50.2 x 37.5 cm),
irreg. The Museum of Modern Art, New
York. Gift of the artist and the publisher.
Plate 192

William Morris, see Burne-Jones

Robert Motherwell. A la pintura/To Painting
by Rafael Alberti. West Islip, N. Y.: Uni-
versal Limited Art Editions, 1972. Aquatints
and/or lift-ground aquatints and etchings.
25%6 x 37 %6" (65 x 96.5 ¢cm). The Museum
of Modern Art, New York. Gift of Celeste
Bartos. Plate 3¢

Bruno Munari. Libro llleggibile N.Y. 1. New
York: The Museum of Modern Art, 1967,
Screenprint reproductions, after drawings
and collages, some folios with die-cut
circular holes and red string threaded
through them. 874 x 8/2" (21.6 x 21.6 cm).
The Museum of Modern Art, New York.
Plate 184

Paul Nash. Genesis from the Bible. Soho
[London]: The Nonesuch Press, 1924. Wood
engravings. 1076 x 74" (26.5 x 19 cm),
irreg. The Museum of Modern Art, New
York. A. Conger Goodyear Fund. Plate 36

Mimmo (Dominico) Paladino. Piccolo
circolo chiuso by Salvatore Licitra. [Milan]:
G. Upiglio and Grafica Uno, 1991. Lift-
ground aquatints and etching. 12 x 7'/"
(30.5 X 19.5 cm). The Museum of Modern
Art, New York. Gift of Giorgio Upiglio.
Plate 177

Eduardo Paolozzi. Metafistkal Translations
by E[duardo] Paolozzi. [London]: Eduardo
Paolozzi, 1962. Screenprints. 11% x 8 %¢"
(29.8 x 20.8 cm). The Museum of Modern
Art, New York. Given anonymously.

Plate 100

Jiirgen Partenheimer. Giant Wall by John
Yau. [San Francisco]: Hine Editions, 1991.
Etchings and wash-and-pencil drawing.
14'%6 x 11" (38 x 28 em). The Museum of
Modern Art, New York. Miles O. Epstein,
Richard A. Epstein, and Sarah C. Epstein
Funds. Plate 155

A. R. Penck (Ralf Winkler). Standarts.
Cologne: Galerie Michael Werner; Munich:
Verlag Jahn und Kliiser, 1970. Photolitho-
graphic reproductions, after drawings.

11 x 7'%6" (20.6 x 19.5 cm). The Museum
of Modern Art, New York. Purchase.

Plate 115

Second copy: The Museum of Modern Art
Library, New York

Pablo Picasso. The Eagle (L' Aigle). [1907].
Woodecut. 3% x 3%46" (8.3 x 7.8 cm). Musée
Picasso, Paris. Figure 18

Pablo Picasso. Saint Matorel by Max Jacob.
Paris: Henry Kahnweiler Editeur, 1911.
Etchings. 1076 x 86" (26.5 X 22 cm), irreg.
The Museum of Modern Art, New York.
Louis E. Stern Collection. Plate 14

Second copy: The Museum of Modern Art.
New York. Abby Aldrich Rockefeller Fund

Pablo Picasso. Les Métamorphoses by Ovid.
Lausanne: Albert Skira Editeur, 1931.
Etchings. 12'%6 x 104" (32.5 X 26 cm), irreg,
The Museum of Modern Art, New York.
Louis E. Stern Collection. Plaze 30

Pablo Picasso. Fragment de corps de femme,
drawing for Les Métamorphoses by Ovid.
1931. Pencil. 10% x 13" (25.7 x 33 cm).
Private collection

Pablo Picasso. Fragment de corps de femme,
supplementary plate for Les Meétamorphoses
by Ovid. [Lausanne: Albert Skira Editeur,
1931]. Etching with remarques, Sheet,

1276 X 9 Y6" (32.2 x 24.9 ¢m). The Museum
of Modern Art, New York. Gift of Anatole
Pohorilenko in memory of Monroe Wheeler

Pablo Picasso. La Barre d appui by Paul
Eluard (Eugéne Grindel). Paris: Editions
Cahiers d’Art, 1936. Etching and lift-

ground aquatints. 8/ x 6/4" (21 X 15.9 cm).
The Toledo Museum of Art. Purchased with
funds given by Molly and Walter Bareiss in
honor of Barbara K. Sutherland and with
funds from the Mrs. George W. Stevens
Fund. Plate 140

Pablo Picasso. Four subjects for La Barre
d appui. [1936). Etching and lift-ground
aquatint. 16/ x 12/4" (42 x 31.7 cm),

The Museum of Modern Art, New York.
Purchase. Plate 139

Pablo Picasso. Suerio y mentira de Franco by
Pablo Picasso. [Paris]: Pablo Picasso, [1937].
Etching and lift-ground aquatints. 22% x
15/4" (57.5 x 38.5 cm), irreg. The Museum of
Modern Art, New York. Louis E. Stern
Collection. Plates 6o—6:

Pablo Picasso. Autograph manuscript, dated
April 28, 1938. Black crayon on the back

of a blue invitation card. 67 x 4%" (17.5 x
12 cm). Musée Picasso, Paris

Pablo Picasso. Autograph manuscript, dated
April 28—May 1, 1938. India ink on Arches
paper. 10/6 X 674" (25.5 X 17.5 cm). Musée
Picasso, Paris. Plate 92

Pablo Picasso. Head of a Woman No. i:
Portrait of Dora Maar (Téte de femme no. ¢:
Portrait de Dora Maar). [January—June,
1939]. Aquatint and drypoint. 1176 x 9¥s"
(29.8 x 23.7 cm). Collection E. W. Kornfeld,

Bern. Plate 9¢

Pablo Picasso. Head of a Woman No. 3:
Portrait of Dora Maar (Téte de femme no. 3:
Portrait de Dora Maar). [January—June,
1939]. Aquatint. 11% x 9%6" (29.9 x 23.7 cm).
Musée Picasso, Paris

Pablo Picasso. Head of @ Woman No. 4:
Portrait of Dora Maar (Téte de femme no. 4:
Portrait de Dora Maar). [April—May, 1939].
Aquatint. 117% x 9%6" (30.1 x 24 cm). The
Museum of Modern Art, New York. Gift of
Mrs. Melville Wakeman Hall. Plare 90

Pablo Picasso. Head of @ Woman No. 5:
Portrait of Dora Maar (Téte de femme no. 5:
Portrait de Dora Maar). [January—June,
1939]. Aquatint and drypoint. 11% x g%s"
(29.9 x 23.7 cm). Musée Picasso, Paris

Pablo Picasso. Standing Nude I (Nu debout I'),

state I. [April 25, 1939]. Engraving. 117% x
i

3%" (29.5 x 9.6 cm). Marina Picasso Col-




lection, Jan Krugier Gallery, New York.
Figure 15

Pablo Picasso. Standing Nude I (Nu debout I),
state 1V. [April 27, 1939]. Engraving and
aquatint. 11% x 3%" (29.5 x 9.6 cm). Marina
Picasso Collection, Jan Krugier Gallery,
New York. Plate 93

Pablo Picasso. Little Standing Nude (Petit nu
debout) and Standing Nude I (Nu debout I),
state I11. April 27, 1939. Little Standing
Nude: engraving, 11% x 2" (29.6 X 5.1 cm);
Standing Nude I: engraving and aquatint,
11% x 3%4" (29.5 x 9.6 cm), both printed on
the same sheet of paper. Marina Picasso
Collection, Jan Krugier Gallery, New York.

Plate 94

Pablo Picasso. Le Chant des morts by Pierre
Reverdy. Paris: Tériade Editeur, 1948.
Lithographs. 16/ x 12%¢" (42 x 32 cm).
The Museum of Modern Art, New York.
Louis E. Stern Collection. Plate 63

Pablo Picasso. Prismo/Escrito by Tliazd (1lia
Zdanevitch). [Paris]: Latitud Cuarenta y
Uno [Iliazd], 1948. Engravings and etchings.
Variable, 14/4 x 3%" (36.2 x 9.2 em) to

144 x 9%" (36.2 X 24.5 cm). The Museum

of Modern Art, New York. Louis E. Stern
Collection. Plate ¢80

Pablo Picasso. La Rose et le chien by Tristan
Tzara (Samuel Rosenstock). Ales: PAB
[Pierre André Benoit], [1958]. Drypoint and
engravings on celluloid. 11/ x 7%" (28.3 x
19.3 cm). The New York Public Library,
Astor, Lenox, and Tilden Foundations.
Spencer Collection, Plate 182

Robert Rauschenberg. Shades by Robert
Rauschenberg. West Islip, N. Y.: Universal
Limited Art Editions, 1964. Lithographs on
plexiglass plates, 1 mounted permanently
and 5 inserted interchangeably in a slotted
aluminum frame. 15/ x 14/4 x 11%4" (38.4 x
36.8 x 20.9 cm). The Museum of Modern
Art, New York. Gift of the Celeste and
Armand Bartos Foundation. Plate ¢86

Odilon Redon. La Tentation de Saint Antoine
by Gustave Flaubert. [Paris]: Editions
Ambroise Vollard, [1938]. Lithographs, and
wood engravings by Georges Aubert after
Redon’s drawings. 17/ x 12" 76" (44.5 X

33 em), irreg. The Museum of Modern Art,
New York. Louis E. Stern Collection.
Figure 7; plate 11

Johannes Regiomontanus. Calendarium.
Venice: Maler, Ratdolt & Loslein, 1476.
Woodcuts. 11% x 8%" (28.9 x 20.6 cm).
The Pierpont Morgan Library, New York.
PML 314, f. 20v. Figure ¢

Larry Rivers. Stones by Frank O’Hara.
[West Islip, N. Y.}: Universal Limited Art
Editions, [1960]. Lithographs and oil draw-
ing. 186 x 23%" (47.5 X 60 cm), irreg. The
Museum of Modern Art, New York. Gift of
Mr. and Mrs. E. Powis Jones. Plate 30

Dieter Roth (Diter Rot). Bok 3c. Reykjavik:
Forlag Ed. [Dieter Roth and Einar Bragi],
1961. Offset lithographs. 7'%e x 77"
(20.2 x 20 cm). The Museum of Modern
Art Library, New York. Plate 111

Dieter Roth (Diter Rot). Daily Mirror
(Gesammelte Werke Band 10) by Dieter
Roth. Cologne, London, Reykjavik: Edition
Hansjorg Mayer, 1970. Oftset lithographs,
in painted corrugated cardboard cover with
square cutouts on front and back containing
> miniature books. 9/is x 676" (23 x 17 cm).
The Museum of Modern Art Library, New
York. Plate 195

Georges Rouault. Cirgue de [étoile filante by
Georges Rouault. Paris: Ambroise Vollard
Editeur, 1938. Aquatint and lift-ground
aquatint and etchings, and wood engravings
by Georges Aubert after Rouault’s draw-
ings. 17%s x 13%6" (44 x 33.5 cm), irreg. The
Museum of Modern Art, New York. Louis
E. Stern Collection. Figure 8; plate io

Georges Rouault. Miserere b},' Georges
Rouault. Paris: Edition de L'Etoile Filante,
1948. (Commissioned by Vollard.) Aqua-
tints and lift-ground aquatints over photo-
gravure, 25 /e X 197" (66 x 50.2 cm), irreg.
The Museum of Modern Art, New York.
Louis E. Stern Collection. Figures 20—21;
plates 5657

Olga Rozanova. Fojna by Alexei Kruchenykh.

[St. Petersburg: Olga Rozanova and Alexei
Kruchenykh, 1916]. Woodcuts, 1 with
collage. 157 x 117" (38.5 x 30.2 cm). The
Museum of Modern Art, New York. Prints
and Illustrated Books Endowment Fund,
Abby Aldrich Rockefeller Fund (by ex-
change), Mary Ellen Meehan Fund, Riva
Castleman Fund, Purchase, and Purchase
(by exchange). Plates 54—55

Olga Rozanova. Cover for Fojna by Alexei
Kruchenykh. [St. Petersburg: Olga
Rozanova and Alexei Kruchenykh, 1916].
Woodcut and collage. 16% x 12'%s" (42.2 x
32.5 em). Collection Thomas P. Whitney

Edward Ruscha. Twenzysix Gasoline Stations
by Edward Ruscha. [Hollywood]: National
Excelsior Publication, 1962 [1963]. Offset
halftone reproductions, after photographs.
7x 54" (17.8 x 14 cm). The Museum of
Modern Art, New York. Plate 117

Second copy (third edition, 196Y): The
Museum of Modern Art, New York

Robert Ryman. NoAow On by Samuel
Beckett. [New York]: The Limited Editions
Club, 1989. Aquatints (including one with
pen-and-ink inscription). 10% x 7/"

(27 x 18 cm). The Museum of Modern Art,
New York. Gift of The Limited Editions
Club. Plate 15

Kurt Schwitters. Die Karhedrale by Kurt
Schwitters. Hannover: Paul Steegemann,
[1920]. (Die Silbergiule, vol. 41/42.) Trans-
fer lithographs, 1 with collage. 8'%s x §%"
(22.4 x 14.3 cm). The Museum of Modern
Art, New York. Gift of Edgar Kaufmann, Jr.
Plates 104—105

André Dunoyer de Segonzac. Les Croix de
bois by Roland Dorgelés (Roland Lécavelé).
Paris: Editions de la Banderole, [1921].
Drypoints and line-block reproductions,
after drawings. 9% x 7/4" (24.7 X 18.4 cm).
Gift of Philip Hofer, Department of
Printing & Graphic Arts, Houghton
Library, Harvard University. Plate 5§

André Dunoyer de Segonzac. Les Géorgigues
by Virgil. [Paris: André Dunoyer de
Segonzac, 1947] (title page imprinted 1944).
(Commissioned by Vollard.) Etchings, some
with drypoint, and drypoint. 17'%s x 137"
(45.5 x 34 cm). The Museum of Modern
Art, New York. Louis E. Stern Collection.
Plates 43—44

Kurt Seligmann. The Myth of Oedipus, retold
by Meyer Schapiro. New York: Durlacher
Bros:—R. Kirk Askew, Jr., 1944. Etchings
and line-block reproduction. 226 x 15%4"
(58 x 39.5 cm), irreg. The Museum of
Modern Art, New York. Gift of Henry
Church. Plate 45

243




Ben Shahn. The Alphabet of Creation by Moses
de Léon (Moses ben Shem Tov de Léon).
New York: Pantheon, 1954. Line-block
reproductions after brush- or pen-and-ink
drawings, and supplementary brush- and
pen-and-ink drawing. 10'%6 x 66" (27.5 x
17 cm). The Museum of Modern Art, New
York. Louis E. Stern Collection. Plate 37

Judith Shea. Hatbun by John Ashbery.
Colombes, France: Collectif Génération,
[1990]. Soft-ground etchings, some with
pochoir. 1346 x 9'%s" (33.2 X 25.2 cm), irreg.
The Museum of Modern Art, New York.
John B. Turner Fund. Plaze 172

Nicolas de Staél. Poémes by René Char.
Paris: [Nicolas de Staél], 1952. Wood en-
gravings and lithograph. 14/ x 114" (36.9 x
28.3 cm). The Museum of Modern Art, New
York. Louis E. Stern Collection. Plate 148

Yves Tanguy. Dormir dormir dans les

pierres by Benjamin Péret. Paris: Editions
Surréalistes, 1927. Line-block reproduc-
tions, after pen-and-ink drawings, some
with gouache additions. 8% x 6'%s" (22.3 x
17.3 cm). The Museum of Modern Art, New
York. Louis E. Stern Collection. Plate 132

Antoni Tapies. £/ pé a la barca by Joan
Brossa. Barcelona: Sala Gaspar, 1963. Litho-
graphs, some with collage, and collages.

15/ % 10'%6" (38.7 x 27.8 em), irreg. The

Museum of Modern Art, New York. Monroe

Wheeler Fund. Plate :8:

Antoni Tapies. Anular by José-Miguel Ullan.
Paris: R.L.D. [Robert and Lydia Dutrou,
[1981]. Lift-ground aquatints, 1 soft-ground
etching, aquatint, and carborundum with
paint additions; some folios die-cut and /or
torn or burnt. 127 x 976" (32.7 % 24 cm),
irreg. The Museum of Modern Art, New
York. Abby Aldrich Rockefeller Fund (by

exchange). Plate 152

Henri de Toulouse-Lautrec, Yverte Guilbert
by Gustave Geffroy. Paris: L'Estampe
Originale [André Marty], 1894. Litho-
graphs. 14% x 154" (37.5 x 18.5 cm), irreg.
The Museum of Modern Art, New York.
Louis E. Stern Collection. Plates 5, 7

Henri de Toulouse-Lautrec. Vverte Guilbert
by Gustave Geffroy. Proofs without text
Lin

[1894]. Lithographs. 15/s x 15%" (38.3 x
38.5 cm), irreg, The Museum of Modern

Art, New York. Vincent D’Aquila and
Harry Soviak Bequest. Plate 6

Henri de Toulouse-Lautrec. Histoires
naturelles by Jules Renard. Paris: H. Floury
Editeur, 1899. Transfer lithographs. 12/ x
87" (31.7 x 22.5 cm). The Museum of
Modern Art, New York, Louis E. Stern
Collection. Plate 49

Giinther Uecker. Fom Licht by various
authors. Heidelberg: Galerie Rothe, 1973.
Embossings. 20/ x 20/6" (51 x 51 cm).
The Museum of Modern Art, New York.
Mrs. Stanley Resor Fund (by exchange).
Plate 149

Henry van de Velde. Also sprach Zarathustra,
ein Buch fiir Alle und Keinen by Friedrich
Nietzsche. Leipzig: Insel Verlag, 1908. Line-
block reproductions, after designs by van de
Velde. 14% x 10%" (37 x 25.4 cm). The New
York Public Library, Astor, Lenox, and
Tilden Foundations. Spencer Collection.
Plate 34

Second copy: Purchased with income from
the fund established in memory of Caroline
Miller Parker by Augustin H. Parker,
Department of Printing & Graphic Arts,
Houghton Library, Harvard University

Jacques Villon. Poémes de Brandebourg by
André Frénaud. [Paris]: NRF [Nouvelle
Revue Frangaise], 1947. Soft-ground etch-
ings. 11 x 86" (28 x 22 cm), irreg. The
Museum of Modern Art, New York.
Louis E. Stern Collection. Plate 62

Not Vital. Poesias rumantsches cun disegns
da Not Vital by Pier Paolo Pasolini, Luisa
Famos, and Andri Peer. Poestenkill, N.Y.:
Edition Gunnar A. Kaldewey, 1987. Wash-
and-graphite drawings with collage, abra-
sions, and/or torn, and 1 object pasted in.
19/4 x 127" (48.9 X 31.4 cm), irreg. The
Resource Collections of the Getty Center
for the History of Art and the Humanities.
Plate 153

Andy Warhol, Flash—November 22, 1963
by Phillip Greer. Briarcliff Manor, N.Y.:
Racolin Press, [1968]. Screenprints. 21/ x
214" (54.6 x 54 cm). The Museum of
Modern Art, New York. Gift of Philip
Johnson. Plate 194

Wols (Otto Alfred Wolfgang Schulze).
Visages, précédé de poreraits officiels by

Jean-Paul Sartre. Paris: [Pierre] Seghers,
1948. Drypoints. 7/4 x 4 ¥e" (19 x 12.2 cm).
The Museum of Modern Art, New York.
Henry Church Fund. Plate 144

VARIOUS ARTISTS

John Buckland-Wright, Stanley William
Hayter, Josef Hecht, Dalla Husband, Vasily
Kandinsky, Roderick Mead, Joan Mird, Dolf
Rieser, Luis Vargas. Fraternity by Stephen
Spender. [Paris: Stanley William Hayter],
1939. Engravings, drypoint, and etching,

87 x 6%" (22.5 x 16.2 cm), irreg. The
Museum of Modern Art, New York. Abby
Aldrich Rockefeller Fund. Plate 50

Jean (Hans) Arp, Hans Bellmer, Victor
Brauner, Serge Brignoni, Alexander Calder,
Bruno Capacci, Elisabeth van Damme, Julio
de Diego, Enrico Donati, Marcel Duchamp,
Max Ernst, David Hare, Jacques Hérold,
Marcel Jean, Witredo Lam, Jacqueline
Lamba, Man Ray, Maria, Matta, Joan Miro,
Kay Sage, Yves Tanguy, Dorothea Tanning,
Toyen. Le Surréalisme en 1947, exposition
internationale du surréalisme b‘\ various
authors; edited by André Breton. [Paris]:
Pierre a Feu [Maeght Editeur], 1947. Litho-
graphs, etchings, woodcuts, photogravure,
Readymade object, and reproductions.

976 X7 6" (24 x 20.3 cm). The Museum

of Modern Art, New York. Henry Church
Fund. Plate 193

Jean (Hans) Arp, Georges Braque, Camille
Bryen, Marc Chagall, Oscar Dominguez,
Serge Férat, Alberto Giacometti, Albert
Gleizes, Raoul Hausmann, Henri Laurens,
Fernand Léger, Alberto Magnelli, André
Masson, Henri Matisse, Jean Metzinger,
Joan Miré, Pablo Picasso, Léopold Survage,
Sophie Taeuber-Arp, Edgard Tytgar, Jacques
Villon, Wols. Poésie de mots inconnus by var-
ious authors. Paris: Le Degré 41 [Iliazd],
1949. Woodcuts, lithographs, etchings, dry-
puims, r:ngru\-'ings. aqu:lrinrs. and linoleum
cut. 12%6 x 9'%s" (32.5 x 25 cm), irreg. The
Museum of Modern Art, New York. Louis
E. Stern Collection. Figure 125 plates 24— 25
Second copy: 67e x 5/4" (16 x 13.2 cm)
(folded). The Toledo Museum of Art. Gift
of Molly and Walter Bareiss




Fernand Léger. Maquette for page from
Poésie de mots inconnus. April 4, 1949,
Watercolor, India ink, and pencil, with text,
“Berceuses pour Chalva,” by Iliazd (Ilia
Zdanevitch), written in pencil by Tliazd.

12% x 9%" (32 x 24.8 cm). Bibliotheque
Nationale de France, Département des

Livres Imprimes

Joan Miré. Maquette for page from Poésie de
mots inconnus. October 19—28, 1948. Water-
color, with text, “Toto-vaca,” by Tristan
Tzara (Samuel Rosenstock), written in pen-
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