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Headnote
Transliteration of Cyrillic (Russian and Ukrainian)

For this catalogue, we have adopted the system of transliteration employed by the Library of Congress. For
artists and writers who were chiefly active in the Russian Empire and the Soviet Union, we have transliterated
their names according to the Library of Congress system even when more conventional English versions exist
(e.g. Aleksei Kruchenykh rather than Alexey Kruchenykh).

Surnames with an “-i” ending are rendered with an ending of “-y” (e.g. Vladimir Mayakovsky; Victor Shklovsky).
Soft signs are not used in artists’ names but are retained elsewhere (e.g. Natan Altman, not Natan Al'tman).
For brevity, in the text of the essay we have used only first and last names of the artists and omitted
patronymic names.

We have retained the distinction in spelling between Russian and Ukrainian names, e.g Aleksandr (Russian)
and Oleksandr (Ukrainian), except when they are well known in the West (e.g. Alexander Archipenko).

Transliteration of Hebrew Alphabet

This publication relies aimost exclusively on the YIVO (Yidisher visnshaftlekher institute; Yiddish Scientific
Institute) system of transliteration from the Hebrew alphabet. For words of Hebrew/Aramaic origin, we have
transliterated the Yiddishized pronunciation in accordance with the YIVO system. Many Hebrew-origin or
Hebrew-related names are routinely transliterated in various ways (e.g. Jacob, Yakov, and Yankev). In such
cases, we have tried to discem how that particular person’'s name was pronounced and to reflect that in the
spelling, or have simply defaulted to the most common Yiddishized spelling.

Preferred Spelling and Nomenclature

St. Petersburg/Petrograd/Leningrad: In the text, we respect the historical naming of the city originally named
St. Petersburg which was known as Petrograd between August 1914 and January 1924 and as Leningrad
between January 1924 and September 1991,

Kiev/Kyiv: Before the fall of the Soviet Union, the name of the capital of Ukraine was often written in English as
“Kiev,” following the Russian transliteration. In this publication, we use the spelling “Kyiv,” following the Ukrainian
transliteration of the name. Following the same, we use Cheminhiv (rather than the Russian Chernigov), Hrytsiv
(rather than the Russian Gritsev), Odesa (rather than the Russian Odessa), Podillya (rather than the Russian
Podolia), Shepetivka (rather than the Russian Shepetovka), Vinnytsia (rather than the Russian Vinnitsa), and
Volyn' (rather than the Russian Volhynia).
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Four postage stamp designs (in Russian):

POCHTA (Mail) [of the] RSFSR (Russian Soviet Federative Socialist Republic), 1918

Each: ink on paper

Clockwise from upper left:

9x71/8" (22.9x18.1 cm)

103/8x7 1/16" (26.3x 17.9 cm)

87/8x7"(22.56x17.8 cm)

9x71/8" (22.9x18.1 cm)

Merrill C. Berman Collection

Note: Altman’s designs won first prize at the first competition for a new Soviet postage stamp, but were never issued.

Fig. 1. D. V. Shterenberg (Head of IO Narkompros), "Otchet o delatel'nosti Otdela lzobrazitel nykn Iskussty Narkomprosa”
(Report on the Activities of the IO Narkompros; Aprl 1919) | Izobrazitel noe iskusstvo (Fine Arts), no. 1 (1919): 50-51,
Caption: "Konkurs nowkn pochtovykh marok, ustroennyi Otdelom Izobrazitel nykh Iskussty NKP.. - Proskt khudozhnika
Natana Altmana’” (Competition for the design of the new postage stamps, organized by the /O Narkompros. Project of
the artist Natan Altrman). Merrill C. Berman Collection.
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Print (in Russian):

Klub khudozhnikov (The Artists’ Club), 1919
Wood engraving

111/8x7 7/16" (28.2 x 18.8 cm)

Merrill C. Berman Collection

Fig. 1. Detall. Inscribed, lower rignt, unidentified hand: derevo. Gr.[?] Paviov 1919 (Wood engraving by Paviov 1919 after
the drawing of N. Altman)
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Book cover Lenin: Risunki i oblozhka Natana Altmana (Lenin: Drawings and cover by Natan Altman)
St. Peterburg: Izo Narkompros, [1921]

Letterpress

9x71/2" (23 x 19 cm)

Merrill C. Berman Collection

Note: This portfolio of ten loose plates was originally published in 1921 in an edition of 5,000 (23 x 19 cm), plus a
deluxe edition of 100 numbered copies, in which the same-sized plates were tipped-in on larger paper (42 x 32.5
cm). The book was reprinted frequently, so dating of this copy remains uncertain.
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Yehezkiel Dobrushin, Got der fayer (God the Fire)
Moscow: Yungwald, 1922.

Above:

Book cover design (in Yiddish)
Pencil on paper

811/16 x6 3/8" (22.1 x 16.2 cm)
Merrill C. Berman Collection

Below:

Book cover (front and back; in Yiddish)
Lithograph (32 leaves)

71/8x41/2" (18.1 x11.4 cm)
Merrill C. Berman Collection
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Book cover design (in Yiddish):

David Hofsteyn (Hofstein; Gofstein) and Am Kushnirov (Aaron Kushnirov), Shtam. Azkore (Stem: Memorial)
Moscow: Farlag “Shtrom,” 1922

Pencil, ink, and gouache on paper, mounted on board with glassine

93/16x6 1/4” (23.3x15.9 cm)

Merrill C. Berman Collection
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Erste Russische Kunstausstellung (First Russian Art Exhibition). Galerie van Diemen, Berlin
(October 15-December 1922), 1922

Altman served on the organizing committee for this landmark exhibition, which was on view at the
Galerie van Diemen in Berlin from October 15 to the end of December 1922, Although the orga-
nizers hoped that it would travel to other European capitals and even to New York, the exhibition
traveled only to the Stedelik Museum, Amsterdam (April 28-May 28, 1923).

Overleaf:

Cover (by El Lissitzky) and pages pertaining to Altman in the German-language exhibition cata-
logue for the Erste Russische Kunstausstellung (First Russian Art Exhibition).

Berlin: Verlag Interationale Arbeiterhilfe, 1922

Letterpress on paper

87/8x53/4" (22.5 x 14.6 cm), closed

Merrill C. Berman Collection
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Detached periodical cover (in Russian):

Zavira. literaturno-kriticheskii sbornik (Tomorrow: Literary-Critical Collection), no. 1
Evgenii Zamiatin, Mikhail Kuzmin, and M. Lozinsky, eds.

Berlin: Petropolis, 1923

Letterpress

83/4x67/16" (22.2 x 16.3 cm)

Merrill C. Berman Collection
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Mikhail Kuzmin, Krylia: Povest’ v trekh chastiakh (Wings: A Novel in Three Parts)
Berlin: Petropolis, 1923

Left and right:

Two detached book covers on different-colored papers (in Russian)
Both: Merrill C. Berman Collection

Both: Lithograph

Both: 93/4 x 7 1/16" (24.8 x 17.9 cm)

Fig. 2. Covers by Altman of the second and third books by Mikhail Kuzmin from the same
serles: Setl: pervaia kniga stiknhov (Nets: Frst Book of Poems), 8rd edition (St. Petersburg-Berlin:
Petropolis, 1923) and Glinianye golubki:tretia kniga stiknov (Clay Pigeons: Third Book of Poems),
2nd edition [Berlin: Petropolis, 1923). Both Private Collection.

93



94

Alternate designs for periodical cover (in Russian):
Krasnyi Student (Red Student), no. 8 (1923)

Left:

Ink and crayon on paper
153/8x 11 1/2" (39 x 29.2 cm)
Right:

Ink and gouache on paper
153/8x 117 (39.2 x 29 cm)

Both: Merrill C. Berman Collection

Fig. 1 Hnal printed cover, Krasnyi Student (Red Student), nos. 7-8 (1923). Possibly by Alfman. Private Collection
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David Hofstein (Gofstein), In Tavel fun Vent (On the Tablet on the Wall). Berlin: Farlag “Funken,” 1923

Above:

Book cover design (in Yiddish)
Gouache, ink, and cut paper on paper
101/8x7 7/16" (26.7 x 18.9 cm)

Below:

Detached book cover (front and back; in Yiddish)
Lithograph

123/8x7 3/4" (31.4x19.7 cm)

Both: Merrill C. Berman Collection
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llya Ehrenburg, Lik voiny (The Face of War)
Berlin: Gelikon, 1923

Above:

Book cover (in Russian)
Lithograph

71/2x51/2" (19 x 14 cm)

Below:

Detached book cover (front and back; in Russian)
Letterpress mounted on paper

71/2x51/2" (19 x 14 cm)

Both: Merrill C. Berman Collection
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Book cover (in Russian):

Max Osborn, Evreiskaia grafika Natana Al'tmana (The Jewish Graphic Art of Nathan Altman)
Berlin: Petropolis, 1923

Lithograph and letterpress

191/8x 14 1/2" (48.6 x 36.8 cm)

Merrill C. Berman Collection

No. 79 of an edition of 250 numbered copies

21 numbered pages; 10 plates, each of which is reproduced on the following spread

Note: The following pages show details of the plates without frames. An example of a plate with a frame is below.
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Film poster (in Russian): ]
Evreiskoe schaste (Yidishe glikn; Jewish Luck)

Aleksandr Granovsky'’s silent film with Russian intertitles based on the writings of Sholem Aleichem, [1926]

Lithograph

40 3/4 x 28 15/16" (103.5 x 73.5 cm)

Merrill C. Berman Collection
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Full facsimile opposite and following:

Film program (in Russian):

Evreiskoe schaste (Yidishe glikn; Jewish LLuck)

Aleksandr Granovsky’s silent film, with Russian intertitles, based on the writings of Sholem Aleichem.
Text by Viktor Shklovsky

Moscow: Kinopechat, 1926

Lithograph and letterpress

11.15/16 x 8 15/16" (30.2 x 22.7 cm)

Merrill C. Berman Collection

Opposite: cover, with full facsimile on the following pages.

g e

By~ — o

106 107



108

Adannon

Pac. Ham

WA WATAATHON W

PAT. oW B (BN X

evpeiensco Guma ymo wir. paxsvecans

e UL CTORIN CARIEBECH
et eapel, Cpogw

" = pran 20 PThe

Mesmnn vopromne, Mamacp 5% . M FOCYASPCTEORND

maen. B el orermol ssann

CMMMUN BYIEA, SOORTA CTPRTEREI0

s wacar®, — Aae mac calivac

yrow gewsan, Guaw p e

M TRESAD JAAPEAR DO OB

3
Hro aeaser &0
2 Mecton
Bapterscn faprau Gune ovoun ppane. Mectsvmu

[Mposascssams xpums wlapor. Coen

—Begr -3 Eapedcrcce tuser
DoAmey

Tav = =acan sos Maaw esssyron

yr Gsea mecaennid, Es -

s EpYAR OF SeMAK 3 HOPOL WEA W1
r xmoor Meanes ¥ Hposa

pa—T L LT

Tecmorn 1ARAW,
wyas Gaao omets

pooMd, ctews

eponuit ¥
secreasat, Bur sysund, sau
saxa. Kpyros symme noas w vy

unde AL Ape B TIOPAMS COMAMOT CRod MK
yywant.  Coumn aywmae copedes A AT
pewmn & cof X OUNCAY ATHE ARKA0T08
copemun & cofe 1
secaran Llonow-Asrizens o scanmene BoriyTe
ofgectm " - conre. O zaxss Am
Eapabexco cvaetss® OVIN WCTOPIeCERaN QuALNA

otpeaint Bgoman e userousy. Cau

A nor

WO M DEXSPOMET B CHEPTH WD BO EPAGWIAM

[ — a wpymopymreR aan capeiaTie

W OCTRAGGR MOCTA AMK Toc, wiofu Beprevsen

CIPONMNIIINE W SENTTONEAS SEM)ID OLHCREPS WePYY Beer

ae enpelicneca peforers. Pt

Crapuit sswumyrnib

HATIFTR AR wa

He

espodioree = 10Ty o

AL Coennts pamecammngs, A EMeSTO npass

Bosyuise Bpese ma e, Coitvee 8 Botopycces o [puascers uatT rpaiisesses pafare me oTs

2 seran, Collnne yuo Bagne, 476, B3 CHONRINS, ND €BpH roeyspersa

e
19 MIRATE Prwans

specumore waimmrss. He

S T

wo. Pemwe

cepy Upe SRAWY LAAAOIS B eated NEPTHNG RECCIANORITE M

e o
PPMATE €£30K L TOITPEAMIYN
WHATH, WYRED SEANED RDDO)

REBUETOTgA D8

Tpanoscanit we
A % sxio we mymun
s moas

wuh ary. Xyzomeun Ha

Aatuns sriecen ¥ 3oth saawye outen ocropenms. Haraw Asss

wen = wesarex Saal mageokaiancd  NYIVIYIML WRAOROK €

coons anpow. Ho arurs
» ek
canaan enpelicane
spaTar (2R

Crer »

PrACALENN WOM Dpecpamun

HeTOpHTee
ANTMAN Vg

T AeTRARu,

wer cmows pabary

ABAEEE Ofsogiats, ® we Gnts

Hagomeu 8 guanms cossssn

&
Hesaxon Bebnanu. Oun 3opomn uenomopor warepmas nspmmass

¥ ateRs commaui ¢ axtopann. Do e massucw, & pastosops

3
19 wewe, Bre aser sewre npe

ABCTS WEASMIWNROT® 10430

n e smemenmavm Ting ropodessie moaomun

NOBEN RYIOHOMARS ® momet Gurs,

AeT30, STOPLANNDGE OT MPSNIIOLuTEN:

" e

ropas

Tanee
uests

OBE O[ITOLOT RN

109



110

L MTEN

MEHAXEM-MEHJAEAD

3 Bepu waner Mewsyon -

Mavaess, vosontn Gea

o —_4oraeak RORATEA": B aforsny sx
FESEES - Mucrep Mosexs
—_ U0 XiMMA, —~ AtHWD wevmiaer
wareu-Saninns, wevran P—

PrauT mas
Hented 2aan

o Awspuxy

w B secon

MBAEY wpx
uocinners, Y

tys
Huwonseserad Gymmnp. Kapa. 3a ervisncoi — Muge

x Sapon [upn

o Koawmmu
pu.

v Koo

MUTess ap

*or0 b, Ho

can)

e

»

s Awspuxy! )

Toosars. On ¢

sectauil u
ox'eMMMMN Xpan

Spess:

T AOTPeTRIACK 8
ERAANC
B Ty men mouuy

T ROHTHASCh

cpysaer §

moranieer wx 8 O g

T B NAN

*

nuone, v/
NTO EBATM W
anest-Mon

TR

FATS
nopa

¥ paae

PAIIATIA

e Aseiaen padwas
Moo Wavata
Menaran® matics Tomepoms
YT ——
INGes ma MDCTO b
soput peamectep [panoses

o Ex

mo u ue awban

Temeps % m Wewssmmy 50 yGexars

W sor s masgere

" esp

BOINORESCTH OposBAR

| T oTit BepessIN

yynns
uoanmavd Aewe
» iaal ssorpassmed

CEAMESECTON  WYTrEM, 1O

caonaNy

Pelorarn 2 &

MNP QAN — aw Awepuen, Ko

Muoro wemarn cof

. wamaud w

HCTOPHA ,EBPEHCKOTO CYACTH §¢

PHAMY DS we

P ARERAE ABeRTARAN

EYCTHTN

asGpeper B ,

YhLtpOARIL

e amge

U2 pLue

SRTIPM 3088

FEETRO, WYL mpwEpan

sAesaTy
TORMpRIEL AN,
MRS < EETEAM DO Wty

oy

" wRtepn romcpaie

Tew Goaee, wre
T MTOCO PRAMN
SENOPON B TEATPL, Anex &
1 Fpemese
CTRKTCAMND, WTW)
rocemmmgs, Ha c'emey o

u rpwun. [lo

111



Har, Assoman

Menaxes-Menge Muxosanc.

EBPEHCKOE CYACTBE N T

Menaxes 2can) Kicutan TR
(pomssocroo [lepsoi Focxuno s Hena ero AGparas.
Kuno-xose s # 4 wacy Aown ero, Beilan Axcanrein
anowes Aa. Fpanoncxore Saaman Toarabaar

Kawoonm (Hware

Onegatrop Ia. Tucce. wr Ho Aasrsan,
Mystexa Awua Tlyassepa.  Haamecn M. BaGean
Pexunccep-acencreny Fpnuep-Hepuronep.

2 ero Hucmerona
Paraaep.

[Mom. pexmecepn Hurcrep n Kpyas. Dumrehn

A, Byassep,




114

" oydannn — Jame  nexysennas

BAAMAS BOR & TOPT, wTela pRLIET aky Bepy

pame & ocelewumn Pagymiaed  PaIoAy 1pu M
Tasstarioniiios Comnn ciraams s 0f »une - 4
WLITRER. ANERRANPOMITA TS RREAVATTIG HOPYHALE

APMA WA CTON MOK

A
TR KyeRoR 0
meacs aurvey.
Beowresrsras

L L

on WNTPHEY, acdy

T ——
neogen I

KEIAA FOAO v
TopHui peGoru

e L

HANNOT TOProasTy raisntopel

wwws josapans. [lpamuncs sussers  wewiyw

wrangeo, Ous ouncrias 1w
AR ® MSTESERM C8 BCCM WAD
oronsti. - TIakae STard -Teivedr . rosommpalites

o Baswans MOTAS TODACTS WA BAOEKY
Hat

» e
sge, » Bposenvyre by
POARECE HAMIOS & mORARS

. T

SARMARAMIETD  CORSUTERACHME

ob'exrun
TPYANER B RETOPICHAR

wi maswews.  Bosesmn,

PPHEASCR AP
Avoe Dyamt manAoTEY

Ogoccn, ras nam
o ootomanunh M

Hescc
Memavova & Awegn

yerarw nesemnme xpain. Pagd eaymire ko
- A rshua vare .

SCTRRRANT N
fiyayT scrpaywen =

E

welarren A Meas

WTIPOCE WO

Sepense) n ax 4

115



Maxven Hyms

o\ / 3
KHENTD e
> CXISTLID

A3AAHHE KHHO-UEYATL (KHHO-H3AATEALCTEO PCOCPY

A or SLLLEL

. ,MIPOMBAHK® i

3anagian

OTAZNEHAR:
)

HOMUCCHONEPCTB A Y
' o prmoponcuoe (K \
AFrEMTCTBA

Cun bepe e

1 HOJPRINOAARNTRI 7y b
1o, Gy e







Book cover design (in Yiddish)

Sholem Aleichem (Eleykhem), Mayses far Kinder (Stories for Children)
Moscow: Shul un Lebn, 1927

Ink and gouache on paper

9x6"(22.9x156.2cm)

Merrill C. Berman Collection

Note: The network of Yiddish schools in Poland known as TSYSHO (Central Yiddish School Organization) established

a publishing house called Shul un Lebn (School and Life). It printed books for teachers and children and, in 1925,
united with Kultur-Lige.

Fig. 1. Page from catalogue no. 5 of the publisher Shul un Lebn (School and Life) (Moscow, 1927). Private Collection
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Description of the publisher’s mandate quoted from: Aktsionernoe izdatel'skoe obshchestvo
khudozhestvennoi literatury “Zemlia i fabrika.” Polnyi ukazatel’ izdanii (1922-1927) [Joint-Stock
Publishing Society of Fiction “Land and Factory.” Complete Index of Publications (1922—-1927)].
Moscow-Leningrad, 1927, pp. 3-4:

All the attention of the publishing house Zemilia i fabrika [ZIF] is focused on the widest
acquaintance of the Soviet reader with the new type of Russian writer who creates
proletarian and peasant literature. [...] All ZIF publications on Russian and

foreign fiction undergo strict Marxist editing and are supplied with prefaces, introductory
articles and notes by the best workers of Bolshevik critical thought.

Hereafter, this index is referred to by the abbreviation: “Zemlia i fabrika” 1927,

Book cover designs for the publisher Zemlia i fabrika (ZIF; Land and Factory; 1922-1930),
Moscow-Leningrad.

Established in 1922 under the Soiuz trudiashchikhsia bumazhnoi promyshlennosti (Central Com-
mittee of the Paper Trade Union), ZIF targeted the worker-peasant reader. While the main focus of
ZIF was modem literature (prose and poetry), it also published books on natural science, medi-
cine, and sociology. By the end of the 1920s, the total number of titles released by this publishing
house was about 1,500.

Vladimir Narbut (1888-1938), a poet and a prominent functionary of the People’'s Commissariat
for Education, was the founder and Chairman of the board of ZIF. In 1924, Narbut was appointed
Deputy Head of the Press department at the Central Committee of the Russian Communist Party
(of the Bolsheviks). Narbut attracted prominent writers and graphic artists of the time to publish
with ZIF. Alongside Altman, these artists included Galina and Olga Chichagovs, Vasily Elkin, Alek-
sandr Rodchenko, Solomon Telingater, and Boris Titov.

In 1928, Narbut fell into disgrace with the Soviet authorities and was replaced by the poet llya
lonov (1887-1942). In the late 1920s, Anatoly Lunacharsky, People’s Commissar for Education,
also took an active part in the editorial work of ZIF,

Source: D. V. Fomin, “Graficheskoe oformlenie knig izdatel'stva ‘Zemlia i fabrika™ (Graphic design
of Books Published by Land and Factory), in Bibliotekovedenie (Library Science), vol. 66, no. 2
(2017): 166-173.
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Detached book cover (in Russian):

Isaac Babel, Istoria moei golubiatni: Rasskazy (The Story of My Dovecote: Stories)
Moscow-Leningrad: ZIF (Zemlia i fabrika), 1926 or 1927

Letterpress

71/2x583/4" (19%x 14.6 cm)

Merrill C. Berman Collection

“Zemlia i fabrika” 1927, p. 12;

“The Selected Works present the main cycles of Babel's stories — voennyi (‘Red Cavalry”) and odesskii (“Odessa
Stories”). The Story of My Dovecote and First Love are Babel's autobiographical fiction stories depicting experiences
of the author [as a Jewish boy growing up] during the “pogroms” in the city of Nikolaev in 1905.”

From the press reviews, quoted in “Zemlia i fabrika” 1927, p. 12:

‘Babel, a merciless realist and at the same time a romantic, a cruel writer in reference to his themes and a subtle
master in the chased forms of his skill. He is presented in this book by the best examples of his work. The ZIF pub-
lishing house, which specializes in European-quality editions, has published Babel's book on excellent paper, well
printed and with a superbly executed cover by N. Altman.” (lzvestia, Odessa, April 10, 1926)
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Detached book cover (in Russian):

A. Novikov-Priboi, More zovet (The Sea Beckons). Complete Writings of Novikov-Priboi, book I,
Moscow-Leningrad: ZIF (Zemlia i fabrika), 1927

Letterpress

83/8x6"(21.3x 15.2.cm)

Merrill C. Berman Collection

“Zemlia i fabrika” 1927, p. 68: “Novikov-Priboi, who came from a peasant milieu, belonged to the group of writers
who joined the proletariat after the 1905 revolution...He entered the fleet as a sailor. During the Tsushima defeat,

he was captured by the Japanese; for distribution of illegal literature he was persecuted and from 1907 to 1913 he
was forced to live in exile abroad. The writer reveals the harsh.. life at sea, which requires a lot of hard work from a
person; he shows the life of sailors as a friendly family, soldered by the sea, in an atmosphere of work and rest, and
describes the peculiar life of the port and coast.”

Fig. 1.

Label from the verso of this mounted book cover indicating its inclusion in the landmark Internationale Presse Ausstel-
lung (Interational Press Exhibition), Cologne (May—October 1928).
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Fig. 2.

Note: This cover belongs to a series a series of five volumes, all with covers by Altman: Alexey (Aleksei) Novikov-Pri-
boi, Polnoe sobranie sochinenii (Complete Wiritings), Moscow: Zemlia i fabrika, 1927-1928 (image of V. Zhenshchina
v more [Woman in the Sea], 1927 not shown here):

|. Morskie rasskazy (Sea Stories), 1928 Il Ukhaby (Potholes), 1927 V. Dve dushi (Two Souls), 1927
Private Collection Private Collection The Malakhovsky Family
Collection, St. Petersburg
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Fig. 1.

| Khulio Knhurenito (The I. Trest D, E. Istoriia gibsli Il Liubov' Zhanny Ney (Love . Trinadisat’ trubok (Thirteen

Extraordinary Adventures of Evropy (Trust D, E. A History of Jeanne Ney), 1928. [For Pipes), 1928
Julio Jurenito), 1928 of the Demise of Europe), detached book cover, see
1928, p. 131]
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VI, Zhizn’ i gibel’ Nikolaia VI,V Protochnom pereulke VI Lik voiny (The Face of

Kurbova (Life and Death of (At Protochny Lane), 1929, War), 1928, [For detached

Nikolal Kurbov), 1928 [For detached book cover, ook cover, ses p. 135]
see p. 133

llya Ehrenburg, Polnoe sobranie sochinenii (Complete writings), in eight volumes with cover designs by Natan Altman.
Moscow-Leningrad: Zemlya i Fabrika, 1927-1929. All seven full books shown here: Private collection. Despite
numbering, only seven seem to have been published.

“Zemlia i fabrika” 1927, p. 4.

“The Zemiia i fabrika (ZIF) brand can serve a sure guarantee for both the librarian and the regular reader...that there is
no decadence or pormography in the books it publishes]. Only in one case did the publishing house ZIF make a de-
viation by undertaking the publication of the Collected Works of [llya] Ehrenburg. The publishing house took this step
based on the fact that Ehrenburg brilliantly depicts the negative aspects of the capitalist society.”

“Zemlia i fabrika” 1927, p. 86:

“Currently, the writer [Ehrenburg] lives in Paris, visiting the U.S.S.R. only occasionally. Ehrenburg’s novels and stories
are a resounding success with us. In them, the writer applies with great skill the achievements of modermn Western fic-
tion writing. Moreover, often he directs his literary works against the capitalist culture of the West. Ehrenburg's works
are brilliantly executed, fierce pamphlets on...the soul-less, ostentatious ‘culture’ of the West. It was from this angle
that the modern Soviet reader perceived them.”
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Detached book cover (in Russian):

llya Enrenburg, Liubov Zhanny Ney (Love of Jeanne Ney)
Complete writings of Enrenburg, book 3 (of 8)
Moscow-Leningrad: ZIF (Zemlia i fabrika), 1928
Letterpress

83/8x61/8"(21.3x 156.6 cm)

Merrill C. Berman Collection

-~ ot
o T 0 O
ANNEEIEEN

EE SR
Y, SRRy AN
WAP 0,48 57D

o o b

] [ 1| id
‘-‘-=’
<

MCQH.H L

i

»
~

il

131



132

Detached book cover (in Russian):

llya Enrenburg, V' Protochnom pereulke (At Protochnyi Lane)
Complete writings of Ehrenburg, book 7 (of 8)
Moscow-Leningrad: ZIF (Zemlia i fabrika), 1927 or 1929
Letterpress

91/16 x 6 5/8" (23 x 16.8 cm)

Merrill C. Berman Collection
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Detached book cover (in Russian):

llya Ehrenburg, Lik voiny (The Face of War)
Complete writings of Enrenburg, book 8 (of 8)
Moscow-Leningrad: ZIF (Zemlia i fabrika), 1928
Letterpress

83/8x53/4" (18.2x 14.6 cm)

Merrill C. Berman Collection

Fig. 1. Front and back cover of liya Ehrenburg's Lik voiny (The Face of War). Private collection
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Detached book cover (in Russian):

Yu. Lebedinsky, Kommunisty (Nedelia. Zavira. Komissary) (Communists [Week. Tomorrow. Commissars]). Volume 1 of
the set; Sobranie sochinenii (pod nabliudeniem avtora) s portretom aviora (Collected works [under the supervision of
the author] with a portrait of the author).

Moscow-Leningrad: ZIF (Zemlia i fabrika), 1928

Letterpress

81/2x513/16" (21.6 x 14.8 cm)

Merrill C. Berman Collection

“Zemlia i fabrika” 1927, pp. 54-55:

“For a long time —until about 1924 — Libedinsky worked in the Red Army, in various positions, starting with the politi-
cal instructor of the 26th division and ending with the Assistant Commander of Education at the Vysshaia Voennaia
Shkola Sviazi (The Higher Military School of Communications). Carried mainly political, propaganda and pedagogical
work. In his literary works, Libedinsky was one of the first to give a clear, ideologically consistent and vivid image of
the way of life and psychology of Communist Party workers both in the context of the Russian Civil War and in the
conditions of peaceful Communist construction.”

.
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Proof or journal annoncement (in French):

Arts et Métiers Graphiques, no. 30 (1932)

Lithograph

12 1/8x9 3/8" (30.8 x 23.8 cm)

Merrill C. Berman Collection

Note: Altman's realized cover of this issue of Arts et Metiers Graphiques, reproduced below, differs from this design.

Fig. 1. Altman's redlized cover for Arts et Metiers Graphiques, no. 30 (1932). Merrill C. Berman Collection
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Appendix

Henryk Berlewi, “Jewish Artists in Russia (with Reproductions of works by Chagall, Altman,
Sterenberg, and Lissitzky)” / “Jewish Artists in Contemporary Russian Art (Upon the opening
of the Russian art exhibit in Berlin, 1922),” Rimon [Pomegranate]: A Hebrew Magazine of Art
and Letters, no. 2 (1923): 13—18. Merrill C. Berman Collection

This translation by Rachel Field appeared In geveb: A Journal of Yiddish Studlies (January
2018), where it includes footnotes (eliminated here). Accessed July 2022. https://ingeveb.
org/texts-and-translations/jewish-artists-in-contemporary-russian-art
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“Jewish Artists in Contemporary Russian Art”
(Upon the opening of the Russian art exhibit in
Berlin, 1922)

Henryk Berlewi

The issues that have emerged in the world of

art over the last several decades have pernaps
nowhere reached such a level of tension as in
Russia. The new artistic ideas, which since the
downfall of the so-called “Peredvizhniki” have
begun to migrate here from Western Europe,
particularly France (with a considerable delay),
have not only acclimated rapidly but continue to
develop and expand. So it was with Cézannism,
Cubism, Futurism and so on; with the entire
breadth and depth of the Russian soul, these
new artistic ideas, or artistic philosophies,

were adopted and led to their final, logical
conseqguences. That, which in the West was a
product of harmless experimentalism, by virtue of
its entirely free, non-obligatory, creative objective,
has here in Russia effectively developed into a
theory—a canon.

These vicissitudes and the disintegration of
currents have occurred here more radically and
sharply than anywhere else. Thanks to that
uniquely Russian openness to new ideas and
forms, Russia has reached exemplary heights
in the past fifteen to twenty years, the likes of
which none of the European countries, despite
having served Russia as a model of artistic
progress, have achieved. Yet, 1o suggest that
the new Russian art drew its strengths solely
from elsewhere would be a mistake. lcons, lubki
and hand-painted shop signs were to no lesser
degree the inspirations for new artistic quests.

Lubki [popular prints] and shop signs played a
particularly significant role in the development

of these artistic forms. Through them, a new
world of high ideals and possibilities revealed
itself before the eyes of the artist. Forms that
were previously ignored and deemed worthless
were raised to an apotheosis. In their primitivism
and awkwardness the artist discovered hidden
strengths that were much more potent and direct

and therefore more persuasive and emotional
than the most refined delicacy of the “official
salon art.”

The two main forces behind the new artistic
form in Russia—Western European art with

its entire wealth of interesting experiments

and results and the familiar folk art with all

the splendor of exoticism, grotesqueness

and enchantment—came together through

a wonderful fate. The joining of these two
forces, according to the nature of disparate
artistic elements, should have brought about
an especially interesting artistic perspective.
But the reality was somewhat disappointing,
demonstrating that a synthesis (except for

a unique case that | will recall later) was not
achieved and that the two elements could not
unite organically. They constantly repelled each
other, then retreated in opposite directions, into
their own worlds.

To this day, we are witnessing such a division
in Russian art. On the one hand, we have a
group of artists who hail from a tradition of
romantic folklore. On the other hand, we have
a group of artists who have rejected every type
of sentimentalism and fully devoted themselves
to universal artistic tasks. In addition to these
two groups, which represent entirely different
standards, there is a third group that seeks,
consciously or unconsciously, to unite these
distinct elements.

Marc Chagall is the most important and
characteristic representative of such a vision. He
is perhaps the only artist who has successfully
brought together two entirely different artistic
worlds. The formal elements that compose

his works emerge clearly: Russian lubki, old
Jewish murals and Cubism. But due to his
transnationalism and collectivism (except for

his strong individuality), which I will refer to as

a cosmic position of artistic intuition, he has
succeeded in raising himself above formal
particularism. In his own metaphysical universe,
he has transformed two supposedly disparate
worlds into a powerful, harmonious, ringing
chorus—oriental exoticism with all its mystical
content and strict European monumental
Cubism. I reiterate: Chagall is unique in this
respect. The whole cluster of young, mostly
Jewish artists who strive to Europeanize the
Jewish Jubok demonstrate a great helplessness.
They lack the distinct intellectual structure that is
unigue to Chagall, that allows him to create his
work. It is no surprise that they find themselves
in such a dilemma. At a time when their entire
soul is captivated both by the wonderful magic
of old Jewish folk art and mysticism and by new
artistic forms that stem from an entirely different
source, namely, that of machines and industry,
any decision at the expense of one of these two
artistic forces is no small task.

The strict, formal uniformity that serves as

such an important basis for all art has received
particular significance today. Now, more

than ever, the artist strives wholeheartedly

for a uniform and consistent form that gives

a certain physiognomy to his entire creation.

For this reason, so many modern artists have
renounced such sentimentalism, emaotional
excess and spontaneity. They rely more on
unemotional intellect, which is not as misleading
as blind instinct (it may even be creative). On
the contrary, it guarantees an exact, coherent
and conscious form. An example of this can

pe found in the work of Lissitzki, who for a long
time devoted himself to Chagallism (his Had
Gadya, Yingl Tsingl Khvat, etc.). But thanks to his
analytical abilities, he quickly freed himself from
that sentimentalism and transitioned to a pure
structure (“proun”).

In general, it is impossible to speak of a fixed
physiognomy in the work of Jewish artists, both
in Russia and abroad. Their versatility—let's call
it the “encyclopedic nature” of their art—which
probably draws as much from a specific Jewish
spirit as from the lack of a well-established
artistic tradition is immensely great. Nathan
Altman is an “encyclopedist” in that sense of
the word. His work exhibits the sum of all the
forms that have been achieved in recent years.
Everything is there; nothing has been left out:
abstraction, Picasso, realistic drawings, the
portrait “Lenin,” Jewish folk ornamentation and
so on. Brilliantly eclectic, he wholeheartedly
experiences these already existing forms,
passing them through his own artistic prism. Of
the works | have been able to see, his theater
sets for Accosta, strictly faithful to structure

and tone (the third act with the synagogue is
weaker), are among the most autonomous and
powerful,

The artist who is most representative of the
specific character of contemporary Russian
painting and who is at the same time the most
mature of all Jewish painters is Shterenberg.
Having absorbed the pure, pictorial culture

of Cézanne, Henri Rousseau, etc. and the
achievements of Cubism, he has developed

his work, not as the Suprematists did, toward
the boundaries of artistic representation (which
logically leads to the suicide of the art itself) but
toward perfect restraint. The shop signs that |
mentioned above as possessing unlimited, vivid
possibilities was the most significant inspiration
for Shterenberg’s images. He used shop signs
as his raw material, developing and transforming
them into fine, elegant and self-contained
WOrks.

The word “image” has of late been largely
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ignored by the Leftists. This has resulted
from the fact that these new artistic forms
are primarily based on pure experimentation.
Shterenberg is now perhaps the only Leftist
artist who, using his cult of pure form and
material, has solved the tasks of articulation,
rhythm, texture and tone, just as the extreme
Neo-Cubists and Suprematists have tom
apart and liberated them from their subjects.
Yet, unbound by abstract experimentalism,
he retumns to concrete forms without losing
his power for abstraction. From subject to
abstraction back to subject—in this lies the
paradox of Shterenberg’s painting.

Shterenberg and Chagall are the only two artists
in Russia who have uniquely and constructively
solved the latest issues that have arisen in
painting. They have demonstrated that art is a
living thing that cannot be violently detached
from life itself, as some of the theoreticians of
Constructivism would have us believe.
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