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FOREWORD

Dear all, 		
We would like to present to you our short list of highlights for
the New York Antiquarian Book Fair 2022. 18 items include books, maps,
and manuscripts created in Russia, Ukraine, Georgia, and Lithuania.
You can find us at stand A30.
All the best,
Bookvica team
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EARLY BOOKS

No 01

01

17 copies and
fragments are
known worldwide,
according to the
Golenchenko
catalogue. None
of them are
recorded in the US,
according to the
Worldcat

[ T H E R U T H E N I A N L A N G U AG E ]

Sviatogorets, F. Vertograd dushevniy [i.e. The Vertograd for the Soul] /
edited and with a preface by Leontiy Karpovich. Vilnius [Vilna]: the
typography of Vilna Orthodox Holy Spirit Brotherhood, 1620. 131
leaves. 20x15 cm. Original full leather with elaborate blind gilt on the
front and back covers. Later end-papers. Owner’s inscriptions on the
half-titles from the 18th century onwards. One later clasp preserved.
Ink stamps of the previous owner Ivan Ivanovich Pelnikov (19th cent.,
in old orthography) on the title page and l.1. Calligraphic variations of
the word leta [i.e. years] on the verso of the last page. Missing 11 leaves,
of which 3 are supplied in later manuscript (likely 19th century). The
margins of the title page have been restored in the 19th century, not
affecting the text.
A great rarity, the first edition of this important collection of
prayers translated into Ruthenian.
4
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The title page is present, with an elegant full-page woodcut of
Basil The Great on the verso.
129-132 l. are missing from all the copies known, including
this one.
The 140 of 152 book initials are woodcuts made from the
original forms of Francysk Skaryna (1470-1552), the first printer of the
Eastern Slavic tradition, the first translator of the Bible to any Slavic
language, a humanitarian, and educator. He originally opened his
typography in Prague, but in 1520, Skaryna moved to Vilnius, where he
became actively involved in printing activities. After his death, forms
for the initials were preserved, first appearing in the typography of  
Vilna Orthodox Holy Spirit Brotherhood in the late 1590s. The forms
were used for another couple of decades in Vilnius and Evie, where the
typography was moved after its activity got restricted in the capital.
5
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After Skaryna’s activities in Vilnius, the next book printed in
Cyrillic in the Great Duchy of Lithuania was The Gospels, produced by
Ivan Fedorov and Pyotr Mstislavets in 1575 in Zabludov.
Vilna Orthodox Holy Spirit Brotherhood was founded in
1586, and according to its charter, was aimed at uniting all Orthodox
Christians of the Duchy, which at that time covered most of the lands
of modern Lithuania, Belarus, Ukraine, and some parts of nowadays
Russia and Poland. The charter was confirmed by the patriarch of
Constantinople Jeremiah II, who also allowed the Brotherhood to open
a typography and produce editions in Greek and Old Slavonic. However,
it was not until 1595 that the typography published its first prayer book.
Interestingly, the second book, a polemic anti-Catholic work in Polish by
Stefan Zizaniy, was printed but hasn’t survived to our day - there are no
copies in any collections worldwide; however, we know for certain that
it was produced as it is mentioned in other polemic texts of the time.
Because of its active anti-Catholic and anti-Protestant position, a decree
of Zygmunt III Waza disallowed the Brotherhood to print anything for
12 years (1598 to 1610).
The next book produced by the Brotherhood led to the real
trouble: Frinos by Meletiy Smotritskiy, was printed in Polish in 1610
and described the tough life of Orthodox Christians in the Grand Duchy,
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whilst proclaiming that the Orthodox variant of the Christianity is the
only one worth following: Our hands are tied, our neck already feels the
rope, our legs are in chains and a two-edged sword is already lifted over our
heads. You can only see fear, repression, and cries for help. It became one of
the most widely read books by Ukrainians and Belorussians in the 18th
century with many manuscript copies distributed.
The edition had a deadly effect on the Brotherhood: the
typography staff was arrested, the book was burnt together with the
remains of the previous editions, and a fine in the amount of 5,000 zloty
was imposed upon anyone who attempted to help the Brotherhood.
One of the people imprisoned at the time was the scribe of the
typography Leontiy Karpovich. However, the typography managed to
move to Evie where the printing continued. Smotritskiy produced his
classical grammar of the Slavonic language in Evie in 1618, but already
by 1615, the Brotherhood managed to restore the old typography in
Vilna and the printing resumed (two typographies existed at the same
time). After the Polish-Russian war of the early 1610s and the gradual
stabilization of the political situation, the Brotherhood typography
experienced its Renaissance in the years 1615-1632. Shortly, the author
of the preface to this edition, Leontiy Karpovich emerged as one of the
most influential figures in the Brotherhood and its typography.
Leontiy Karpovich (1580-1620) was born in Pinsk (now Belarus)
and studied at the first Eastern Slavic Academy in Ostrog, where he
met Meletiy Smotritsky (1577-1633). Leontiy became a monk at Kyiv
Pechersk Lavra and later moved to Vilna, where he was a scribe of the
Brotherhood. After his release from prison, Karpovich became the head
of a local school. Writing in several languages, he emerged as one of the
most educated theologists of the time. In 1620, Leontiy was appointed
a bishop of Vladimir-Volynskiy in Ukraine. Karpovich’s sudden death
interrupted what could have become a remarkable career.
This particular book, the first edition of what later became
known as Brashno dukhovnoye, was reprinted twice during the 17th
century and circulated in manuscript forms. All the editions, including
the last one printed by Patriarch Nikon in his home typography in 1661,
are extremely rare.
The translation to the Ruthenian language for this edition was
likely done by Karpovich as well.
The Ruthenian language is a term that is used to describe
similar languages spoken from the 15th to the 18th centuries in the
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Grand Duchy of Lithuania and in East Slavic regions of the Polish–
Lithuanian Commonwealth. Regional distribution of those varieties,
both in their literary and vernacular forms, corresponded approximately
to the territories of the modern states of Belarus and Ukraine. By the
end of the 18th century, they gradually diverged into regional variants,
subsequently developing into the modern Belarusian, Ukrainian, and
Rusyn languages.
It should be mentioned that in spite of all the oppression of
the Orthodox Christians in the Duchy of Lithuania at the time, there
was no censorship on the editions of the prayers and sermons from the
church itself (the censorship was introduced by Pyotr Mohila only in
1640), making it possible to produce a book essentially in the spoken
variant of the language, not the canonic Church Slavonic. For example,
the first editions that record the Russian variant of the spoken language
didn’t appear until the 1680s.
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The Ruthenian language (the other name Prosta nova [i.e. A
simple speech]) is an important source of knowledge on the origins of
the modern Belarussian, Ukrainian, and Rusyn languages.
Golenchenko. Kingi Belarusi. 1517-1917. 93.
$22,500
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[THE FIRST MAPS IN CYRILLIC]

Maps of the Near and Far Caves of the Kyiv-Pechersk Lavra. [Kyiv: Lavra
typography, 1661]. 2 p. 32,5x31 cm. Scale ~ 1:135. Restored and backed
with tissue paper. Both maps have a loss in the bottom right corner.
The first printed maps in Cyrillic as well as the first East Slavic
maps in the modern sense of the term as they have a linear scale and
azimuth orientation.
The first drawings of the Lavra caves were published in
Athanasius Kalnofsky’s book Teratourgema lubo cauda (Kyiv: Typ. Lavra,
1638), but they were very conditional and did not contain signatures
and a cartographic apparatus. The drawings presented in the Paterik, as
well as other illustrations to it, were engraved by the famous master Ilia
(years of work. 1637-1663) according to the originals of 1652-1655. Here,
for the very first time, a linear scale is presented (a measuring circular
with the inscription The measure of the elbows of sowing a cave and a
measuring scale) together with azimuthal orientation (a sundial disk
with an arrow and divisions) and a legend (The sign of gifts in the saints
lying in this cave with an interpretation of conventional signs). Each
object (including the drawings themselves and the cardinal directions)
has its own signature, the relics are marked with symbols according
to the legend. For additional orientation, the image of the Dnieper is
signed: the Dnieper river floats towards Noon [South]. In the European
cartography of that time, no similar maps were found, displaying both
the visible on the surface and the underground structure. Subsequently,
both drawings were re-engraved on copper for the book by Johann
Herbinius Religiosae Kijovienses cryptae (Jena, 1675).
These maps were inserted in the first and second editions of
Patericon [i.e. Paterik Pecherskiy] that came out in Lavra typography
in 1661 and 1678. The maps look similar for both editions, although
they are often missing from the books themselves - the maps are the
only two illustrations in the books that are larger than the rest of the
block and probably were produced separately but for the purpose of
including them in the edition. The present copies of the maps were
bought without the book and, as far as we can tell, existed for a long
time without one.
Paterik is a chronicle of one of the first Christian monasteries
in Kyiv Rus. Founded in 1051, Kyiv Pechersk Lavra has been a cave
monastery and the center of the spiritual life of Eastern European
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Christianity. Paterik was also institutional for the foundation of the
Ukrainian national narrative.
The story of the creation of this book goes back to the 13th
century, when Lavra monk Simon wrote a letter to his ward, Polikarp. In
the letter, Simon was using examples of the lives of the saints of the
monastery to teach Polikarp the Christian virtues. Later, Polikarp wrote
another letter to archbishop Akindin extending Simon’s examples.
From there on, monks of the Lavra added different texts to the letters,
forming the first known manuscript version of Paterik, a copy created in
the 16th century for Tver archbishop Arseniy.
Paterik was created in a Byzantine tradition (similar to Sinai
Paterik, Rome Paterik, etc), which usually included stories of the lives
of the saints together with their works. Compared to the Byzantine
Pateriks, Otechnik Pecherskiy contains fewer texts by the saints, but
more material about their lives.
The Near Caves are historic caves and a network of tunnels of
the medieval cave monastery of Kyiv Pechersk Lavra. The Near Caves
have a total length of 383 metres and are 5 to 20 metres deep. The
Near Caves were founded in 1057 when Saint Varlaam was appointed
the first hegumen (abbot) of the Kyiv Pechersk Lavra by Saint Anthony.
Monk Anthony withdrew himself from the monastery and later settled
on a new hill, where he dug out a new underground cell, now called the
Near Caves.
The caves have a total of 79 surviving burials, including that
of Nestor the Chronicler, the icon artists Alipy and Grigory, the doctor
Agapit, the prince-ascetic Nikolay Sviatosha, the holy martyr Kuksha,
etc. The caves also preserve the remains of the epic hero Ilia Muromets.
During the examination of the remains, it was determined that Ilia died
from a stab wound. According to a legend, the power of angels carried
him from the place where he had died to the Lavra caves.
Lavra typography is one of the oldest and historically most
influential printing houses of Ukraine. It was founded at the peak of
the confrontation between the Uniates and the Orthodox in 1615
by Archimandrite of the Kyiv-Pechersk Lavra Elisey Pletenetsky. The
typography produced one of the most elaborate and decorated editions
of the 17th century. The second half of the 17th century is considered
the peak of printing activity in Ukraine.
$17,500
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[AN OLD-BELIEVER MANUSCRIPT]

Sviatsy s miasetseslovom [i.e. A Calendar and Memorials for the Saints].
Vyg., 1835. 175 ff. 13,5x10,6 cm. A manuscript. 14 lines. Black and
copious red ink. Each chapter starts with vyaz - a calligraphic script
with ornamentation. Eleven decorated headpieces. Eight chapters have
decorated endings that include birds and flowers in compositions. Gold
is used in all of the headpieces and the endings. The manuscript also
includes several dozen initials, each of which uses different colors at the
beginning of the chapter, including gold. At the end of the manuscript,
the floral composition with the date 1835 is featured. It is quite rare for
this type of manuscript to be dated. The date is half-erased by previous
owners.
In red morocco binding over the thin wooden boards, gilttooled with floral borders, corner stamps, and central lozenge front and
back, spine gilt in four panels of geometric patterns, edges gilt-tooled.
One of the two original clasps preserved.
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An incredible example of the early 19th-century Old-Belivers’
Northern Manuscript of Vyg (The Pomorian Creed) tradition.
The Pomorian creed was formed in 1694, when the Vygovsky
men’s monastery (Vygovsky obschezhitelstvo) was founded in Pomorye
by the Vyg river, which became a spiritual center for the entire creed
from the early 17th to the middle 19th century as well as an ideological
center for the priestless Old Believers. On the basis of the Solovetsky
Monastery rules, the Pomorian service rules for the laity were created
without words, which were given by priests.
The Vyg community was founded in 1695 in the Lake Onega
region along the Vyg River and Lake Vyg as a base for the free
colonization of the north of Russia and as a center for the literary
activity of the schismatics. The Vyg River hermitage was settled by Old
Believers, primarily fugitive serfs, rebellious monks from the Solovetsk
Monastery, and other refugees from Russia’s cities and villages. It soon
emerged as a major economic and cultural center of northern Russia. In
1854-1855, the government of Nicholas I broke up the Vyg community,
destroying the Vyg River hermitage and all the buildings of the small
and secluded Old Believer monasteries (only one chapel has survived).
In the early years of the community’s existence, the work of a
14

scribe and teacher had not yet formed as an independent professional
field of activity.  The tasks of school education, enlightenment of society,
and propaganda of the old faith required a wide distribution of books
(the Old Believers were deprived of the possibility of printing their texts).
Therefore, the best students were trained to become scribes. The 1760s
witnessed the emergence of a peculiar type of writing - the so-called
Pomeranian poluustav, which was also used for the present manuscript.
This scribe unmistakably stands out from the manuscript legacy of
the 18th and 19th centuries. The high professionalism of the scribes
is confirmed not only by the closeness of the handwriting within the
same school but also by the exceptional quality of the correspondence:
usually there are almost no mistakes in Vyg manuscripts. Vyg mentors
expressed constant concern for the schools and the book-writing
scriptoriums. Literate cells, which, apparently, combined literacy training
and the copying of books, were in the male and female monasteries.
There was also a kind of literary workshop where, under the guidance
of mentors, students comprehended the secrets of literary mastery,
the necessary condition of which was the knowledge of grammar and
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rhetoric. For this purpose, all the rhetoric textbooks circulating in Russia
at that time were collected on Vyg.
The contents of the manuscript, apart from the calendar
and the memorials for the saints, include the sections called Luanne
techenie [i.e. The Lunar Current] and Sighted Paskhalia. Both were used
to calculate the date of Easter in Orthodox tradition. Their principle was
based on the belief that the schedule of the lunar phases, compiled for
any 19th-year circle, was exactly repeated in the next 19 years, which
made it possible to compile a table of Easter dates or formulate an
algorithm for calculating them for many years to come. The Russian Old
Believer tradition goes back to the 12th century when philosopher Kirik
Novgorodets explained the principle of Paskhalia in the first Russian
mathematic text Uchenie o chislakh [i.e. The Learning About Numbers].
$14,000
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The last sale of
the complete
copy - 52,500
GBP at Christie’s
(2018), later in
2019 copy lacking
the title page was
auctioned, unsold.

[THE FIRST EDITION OF PUSHKIN]

Pushkin, A. Boris Godunov. St Petersburg: at the Press of the Department
of Public Education, 1831. [6], 142 p. 21x13,3 cm. Contemporary quarterleather, restored (spine is rebacked). Endpapers have water damage, not
affecting the block of the book. A handwritten contemporary line on
the title page (author’s surname), otherwise a good attractive copy with
wide margins, complete.
The first edition of Pushkin’s Boris Godunov, a text that the
author considered his personal favourite among his works. The book
serves as one of the rarest of Pushkin’s
first editions (Smirnov-Sokol’skii). This
attractive copy is complete with the halftitle and with Pushkin’s dedication to
Karamzin whose genius inspired this work
– the last two volumes of Karamzin’s
Istoriya gosudarstva Rossiyskogo [i.e.
History of the Russian State] were
published in 1824 when Pushkin began
working on Godunov. Written while the
author was exiled to his estate, Boris
Godunov is the first Russian tragedy
on a political theme, written in blank
verse. Pushkin wrote under the influence
of Shakespeare, having realized that
Russia had no truly national drama, only
an imitation of the neo-classical French
school and that it could only be created by
returning to Russian themes and Russian
folklore, and by making the Russian
language a literary instrument fit to rank
with the French and German languages for
which it had been so often discarded in its
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own country... in other respects too it was revolutionary: it was broken up
into scenes and episodes, it mingled poetry with prose, and made use of
colloquial Russian speech’(Oxford Companion to the Theatre, p.651). 		
Kilgour 884; Smirnov-Sokol’skii, Pushkin, 25.
$49,500
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[ G O G O L’ S S E C O N D B O O K ]

Gogol, N. Mirgorod. Saint-Petersburg: tipografiya departamenta
vneshney torgovli, 1835. Part 1. [4], 224 p. Part 2. 215 p. 21x13,6 cm.
Contemporary half-leather. Gilt lettering on the spine. All four publisher’s
printed wrappers preserved under the binding. The first one is backed
on the blue paper probably in the early 20th century, otherwise in a very
good condition.
First edition. The second book by the Ukrainian-Russian author
Nikolay (Mykola) Gogol (1809-1852), one of the most complex classics
who wrote in Russian and pioneered such genres as the grotesque, the
surrealist stream of conciseness, and horror stories.
Mirgorod is a collection of short stories written by Nikolay
Gogol between 1832 and 1834 and first published in 1835. The title
Mirgorod is the Russian pronunciation of the name of the city Myrhorod
and means the city of peace in both languages. It is also the setting
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The only copy
to appear in
Western auctions
was scheduled to
be auctioned at
Sotheby’s in 2021
but was withdrawn
before the sale
started.
The only copy
to appear in
Russian auctions
was auctioned at
Litfund in March
2017 and was sold
for 126,000 USD
including premium,
the wrappers on
the volumes were
in different colors
(blue and brown).

for the final story in the collection, “Povest’ o tom, kak possorilsya Ivan
Ivanovich s Ivanom Nikiforovichem” [i.e. The Tale of How Ivan Ivanovich
Quarreled with Ivan Nikiforovich]. The title reflects the stories’ portrayal
of provincial life, similar to Gogol’s successful previous collection,
Vechera na khutore bliz Dikan’ki [i.e. Evenings on a Farm Near Dikanka].
To solidify this connection between the two works, the author added
the subtitle to the present edition: Stories which are a continuation of
the Evenings on a Farm Near Dikanka. The two epigraphs that Gogol
attached to Mirgorod reveal his intention to present the stories as a
cycle: Mirgorod is an extremely small town near the Khorol river. It has one
rope factory, one brickworks, four water mills, and forty-five windmills and
although in Mirgorod bread rings are baked from black dough, they are very
tasty. Gogol conceived of the stories as circular like a Mirgorod bread
ring and endeavored to exhaustively display in them the panorama of
traditional provincial life.
The stories presented in the collection greatly differ:
“Starosvetskiye pomeshchiki” [i.e. The Old-World Landowners], “Taras
Bulba”, “The Viy,” and “The Tale of How Ivan Ivanovich Quarreled with
Ivan Nikiforovich.”
Among these literary pieces, “Taras Bulba” is arguably the most
important. The story describes the life of an old Zaporozhian Cossack,
Taras Bulba, and his two sons, Andriy and Ostap. The sons study at
the Kyiv Academy and then return home, whereupon the three men
set out on a journey to the Zaporizhian Sich (the Zaporizhian Cossack
headquarters, located in southern Ukraine), where they join other
Cossacks and go to war against Poland.
The first edition of the story presented here is considered more
centric than the second edition (1842), which allowed some critics to
portray Gogol as a Russian nationalist.
The second edition contained three new chapters and was
much more detailed and generally longer than the first edition of the
novel of 1835. Also, many plot events developed somewhat differently
in the second edition, especially the finale - in the second version of the
story, Taras is burned, while in the first - he is only imprisoned.
The first edition of the story appeared in the 1900s.
“The Viy,” another story from the collection, went down in  the
history of Russian literature as one of the first works in the genre of
horror. Gogol emphasized that both of his first books were based on
folklore, which is largely the case. Gogol insisted that the viy was the
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name Ukrainians gave to the chief of gnomes in local stories; however,
since researchers have failed to detect any other mention of this
creature elsewhere, the viy has come to be considered a product of
Gogol’s own dark imagination.
Sticking terror into the generations of readers around the world,
the viy is described as a hairy gnome with an iron face, bespattered
all over with black earth, its limbs like fibrous roots. Its long-dangling
eyelids were reaching the floor and needed to be lifted so it could see.
“The Viy” reveals the early signs of famous Gogol’s grotesque,
later seen in his Petersburg stories.
$75,000
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[ T H E F I R S T E D I T I O N O F T U R G E N E V ’ S FAT H E R S A N D S O N S ]

Turgenev, I. Otsy i deti [i.e. Fathers and Sons]. Moscow: tip. V. Grachiova,
1862. 304 pp. In contemporary Italian half-leather. Gilt ornament on
the spine. 24x17 cm. Pre-revolutionary stamps of the Russian library in
Rome on the title page alongside the inventory numbers, otherwise a
good tall fresh copy of an important and rare book.
The first separate edition of Ivan Turgenev’s (1818-1883) Otsy i
deti [i.e. Fathers and Sons].
Fathers and Sons is considered to be the most famous novel
by Turgenev. It first appeared in 1862 in Russkii vestnik [i.e. The Russian
Herald]. After this publication, Turgenev prepared the novel for a
separate edition by editing the text: he added a dedication to his mentor
and liberal critic Belinsky (1811-1848). The dedication represented an
important message to Turgenev’s friends and enemies and pointed to
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the democratic nature of the novel. The author also removed some
of Bazarov’s unpleasant features (some call him the first Bolshevik in
Russian literature). In his letter to Gertsen, Ivan wrote: ...while inventing
Bazarov I wasn’t angry with him but felt attraction... I don’t feel guilty
because of him... it was tough to make him a wolf and yet to defend him....
The novel examined a conflict between the nihilistic youth and
the older generation, reluctant to accept reforms. Turgenev wrote that
the idea for this book came to him on the beach at Ventnor, England,
in August 1860. He also stated that Bazarov‘s character was based on
a real person, a Dr. D. Turgenev finished working on the novel in his
Russian estate in July of 1861, and published it in March 1862, in the
conservative magazine The Russian Herald. Prior to this book, liberal
Russian critics praised Turgenev’s realistic depictions of the serfs.
However, in the case of Fathers and Sons, critics perceived the depiction
of Bazarov as a subtle attack on liberalism. Turgenev, in turn, stated that
he tried to obey aesthetic truth rather than write political propaganda.
Fathers and Sons was set during the six-year period of social
ferment, from Russia’s defeat in the Crimean War to the Emancipation
of the Serfs. The hostile reaction to the book prompted Turgenev’s
decision to leave Russia. Ivan lived mostly in France and the West,
following the opera singer Madame Viardot, her husband, and their
children. Turgenev’s works were translated into French but it was
not until about 1894 that Constance Garnett first translated them
into English. Turgenev’s style had a great effect on those writers who
followed the banners of both naturalism and realism. He was praised by
Flaubert, Henry James, and William Dean Howells.
Bound together with:
Polonskiy, Y. Kuznechek-muzikant [i.e. The Grasshopper Musician]. StPetersburg: Ryumin and Co, 1859. 48 pp.
This is the first edition of Yakov Polonskiy’s (1819-1898)
satirical poem.
$10,000
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[MENDELEEV ON AERONAUTICS]

Mendeleev, D. O soprotivlenii zhidkostey i o vozdukhoplavanii [i.e. On
the Resistance of the Fluids and the Air Flying]. Issue 1 [and all]. St.
Petersburg: V. Demakov, 1880. [2], 160, 80 pp., 14 folding plates, printed
separately by the cartographer A.Iliyin in St. Petersburg. Contemporary
quarter-leather binding. Slightly foxed. Pre-revolutionary stamps of
Tiflis Arsenal on the title page, p.1, and front endpapers.
Mendeleev’s most important work on aeronautics.
The scientist developed an interest in the topic of aeronautics
in the 1850s when he finished working on his dissertation On the
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Specific Volumes (1856). Shortly, Mendeleev underlined the necessity of
reaching the upper atmosphere to prove the theories set out in the
dissertation. For this purpose, the scientist designed a project of an
aerostat (1875), which included a researcher’s cabin supplied with
compressed air. In spite of its revolutionary nature, the project was
never brought to life due to the lack of financial support. In 1878,
Mendeleev made his first air flight in Paris on the Giffard airship and
met with Dupuy de Lôme and James Glaisher the same year in London.
After returning home, the scientist finished working on O soprotivlenii
zhidkostey i o vozdukhoplavanii [i.e. On the Resistance of the Fluids and
the Air Flying], the first Russian work on the subject. The founding
father of modern aerodynamics Nikolay Zhukovsky (1847-1921) later
claimed that this book became the foundation for the later development of
air flying and ballistics.
In 1880, Mendeleev founded the 7th department of the Russian
Technical Society dedicated to aeronautics. In 1887, he undertook a
famous flight on the hot air balloon near Klin to witness the full solar
eclipse. The weather conditions were poor, and he was advised not to
participate, but the scientist insisted. Later, Mendeleev claimed that his
decision was prompted by the wish to prove both that the scientists
were capable of jeopardizing their lives for the sake of their cause and
that controlling an aerostat was as easy as riding an unfamiliar horse.
However, when Mendeleev was ready to land the hot air balloon, it
turned out that the robe that held the relief valve was tangled, and
to untie the knot, the scientist had to climb over the basket. Still,
Mendeleev managed to land the aerostat safely.
Remaining a passionate admirer of air flying throughout his
entire life, Mendeleev later helped both Zhukovsky and Tsiolkovsky in
their early careers. In On the Resistance of the Fluids and the Air Flying,
Dmitry stated: Russia doesn’t have as much access to the world oceans as
other great countries. But Russia does have a vast ocean of air. That’s why
we need to bloodlessly conquer it and by doing so, we will be able to start
an epoch of new education.
$5,000
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[DOSTOEVSKY’S FINAL WORK]

Dostoevsky, F. Brat’ia Karamazovy [i.e. The Brothers Karamazov]: [In
2 vol.]. St. Petersburg: Tip. brat. Panteleevykh, 1881. Vol. 1. 509 pp.
Vol.2. [2], 699 pp. 21x15 cm. Contemporary quarter-leather bindings
with gilt lettering and amateur tooling on spines. In good condition.
Professionally restored bindings, foxing, and light soiling throughout
the copies, handwritten notes reproducing some printed lines of halftitles and title page of Vol.2.
Very rare especially in contemporary binding.
The first edition of one of the most important books in the
Russian language, a masterpiece of immense influence. This was the
final work by Fyodor Mikhailovich Dostoevsky (1821-1881), who spent
two years working on it and died the same year it was published.
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Dostoevsky began processing materials and thinking over the
plan of the book in the spring of 1878. The first draft notes date back
to April 1878 – the author temporarily ceased publication of Dnevnik
pisatelya [i.e. A Writer’s Diary] and started working on The Brothers
Karamazov. In late 1878, the author wrote that the publication of the
novel would begin with the January issue of the Russky Vestnik magazine.
In its final version, the work consists of four books and an epilogue.
Some books of the novel doubled in size and were divided. Dostoevsky
added separate chapters and even books that were not supposed to
be, according to the original plan. The final fragment of the novel was
completed by November 8, 1880.
The list of authors influenced by this book is endless, from
Freud, Joyce, and Kafka to Cormac McCarthy and Kurt Vonnegut.
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III

AUTOGRAPHS

No 09

09

[ T H E V I E W S O F N I KO L A E V ]

Vidy Nikolaev [i.e. The Views of Nikolaev]. [Nikolaev, the 1870s]. [44] p.
6x11 cm. Original illustrated boards. Unbound as issued.
An album of engravings published in the southern town of
Nikolaev. At the time, Nikolaev served as the center of both the ship
construction of the Russian Empire and the governance of the Black Sea
Fleet. Built around the wharf at the end of the 18th century, Nikolaev
was at the height of its importance in the 1870s, the city boasted an
observatory and several clubs. All of this is showcased in the album.
This particular copy stands off for its inscription, according to
which William George Wagstaff gifted the album to his female friend
in October 1877. William George Wagstaff was in charge of the British
Consulate in Berdyansk and Ekaterinoslav, overseeing Southern Ukraine.
The album is replete with his notes, in which he gives translations of
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the titles of buildings and landmarks from Russian to English, as well
as comments on the structure and customs. The front cover features
Wagstaff’s handwriting: Album of Nikolaev.
A masterpiece of the local typographic production and a vivid
insight into one of the most important provinces of the time.
$2,950
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No 10

10

[ S T R AV I N S K Y - A S I G N E D P H O T O G R A P H ]

A Monsieur Jantos Baruro Sinceres Connaissance de I Strawinsky. Rio le
11.VI.36 [i.e. To Mr. Jantos Baruro Sincerely I Stravinsky. Rio 11.VI.36].
Stravinsky, I. A signed portrait. A vintage gelatin silver print photograph,
head and shoulders portrait in part profile with shadow [by George
Hoyningen-Huene, 1934], inscribed and signed in blue ink on the upper
right-hand area of the photograph, 8,5x13,5 cm, original mount, framed,
and glazed.
This original vintage photograph of Igor Stravinsky (1882 1971) was taken in Paris on November 16, 1934, by the famous fashion
photographer George Hoyningen-Huene (1900 - 1968).
This is likely to be the second collaboration between the
composer and the photographer, as Igor Stravinsky’s print taken by
Hoyningen-Huene first appeared in the 1927 November issue of Vanity
Fair. At the time, both Stravinsky and Huene resided in France, where
their second collaboration took place. After their departure from the
Russian Empire at the outbreak of WWI, the Stravinskys first settled
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in Switzerland and then in France, where they lived up until 1939.
Although during the French era Igor created some of his most famous
pieces (notably, Concerto for Two Pianos - 1935) and even managed to
find his second love, Vera de Bosset (1889 - 1982), the composer later
described the Parisian period as the most unhappy time in his life: in
1938, Stravinsky lost his daughter Lyudmila, in 1939 - died his wife
and mother. The 1934 photograph (one of a series) was taken shortly
after Stravinsky acquired French citizenship and, together with his wife
Ekaterina, moved from Voreppe to Paris. During that period, Stravinsky
mainly focused on writing music and his autobiography book Chronicle
of My Life. Less than a year and a half following the November encounter
with George Hoyningen, Stravinsky and his son, Soulima, embarked
upon their first voyage to South America, during which Igor inscribed
this photograph. In the period from April to June 1936, the two visited
Buenos Aires, Montevideo, and Rio de Janeiro. Stravinsky’s tour in South
America was not only arranged but also largely underwritten by his
friend Victoria Ocampo (1890-1979), a wealthy Argentine author and
publisher of the literary periodical Sur. After giving a series of concerts
in Argentina and, while passing through Rio de Janeiro, Stravinsky had
stopped for a few days in order to perform at the Municipal Theater
the presentation of his melodrama Persephone, with Victoria Ocampo
declaiming (on June 5 and 12). The event was mostly attended by
music critics, artists, journalists, and intellectuals. Stravinsky got
extremely upset when the small number of spectators applauded him
on the night of the show. When embarking for Europe, he declared to
journalists: Brazil is still too green for my music. Maybe in fifty years, it
will understand... The composer signed this photograph a day before
his second performance at the Municipal Theater. Shortly after the
photograph was taken, both Stravinsky (in 1939) and Huene (in 1935)
permanently moved to the United States, where their careers continued
to blossom.
$2,250
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[JEAN COCTEAU’S AUTOGRAPH]

Cocteau, J. Orphée: film [i.e. Orpheus: Film]. Paris: La Parade, cop. 1950.
[16], 116 pp., 8 ills. 18x11,5 cm. In contemporary cloth binding with
title in Russian mounted on the spine. Spine faded, otherwise near fine.
A screenplay of the French experimental film Orpheus (1950).
The edition is supplemented with photographs by Roger Corbeau
(1908-1995) printed on both sides of eight inserts.
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The copy was signed by Jean Cocteau (1889-1963) on the halftitle (Cannes, 1954). Cocteau stayed in Cannes from March 18, 1954, to
April 9, 1954, presiding over the jury of the Film Festival. The autograph
contains a drawing of Orpheus’ head turning to a Jean’s name and the
inscription Au très cher ami Joudkevitch, de tout cœur [i.e. To my dear
friend Yutkevich, with all my heart].
Sergei Yutkevich (1904-1985) was the only Soviet film director
who was awarded the Cannes Film Festival prize for best director three
times. In 1946, Yutkevich visited the first festival as a member of the
Soviet delegation and came back as a winner in 1954. That year, he
communicated with Jean Cocteau, Jean-Paul Sartre, Henri Matisse, and
Pablo Picasso. Becoming close friends, the artists painted a few of his
portraits.
Yutkevich started his career during the Russian Civil War when
he worked as an actor and assistant director in the theaters of Kyiv
and Sevastopol. In 1921, together with Eisenstein, Yutkevich began to
study in Higher Director’s Courses, the same year he joined the Factory
of Eccentric Actor (FEKS). He debuted in 1928 with the movie Kruzheva
[i.e. The Lace]. Triggering a widespread controversy, Yutkevich was
accused of formalism and expelled from the Moscow studio Sovkino
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[i.e. Soviet Cinema]. He was forced to move to a safer place - the
Leningrad film studio where such attacks were less common. Yutkevich
tried to keep formalist principles for decades, hardly fitting in social
realism. A frequent guest of Cannes, he was a member of the jury of the
festival several times. Elegant in life, he was emphatically elegant in his
directorial work, whether it was Shakhtyory [i.e. The Miners], Vstrechnyy
[i.e. Counterplan], Chelovek s ruzh’yom [i.e. The Man with the Gun], or
Lenin v Polshe [i.e. Lenin in Poland].
The copy is bound in chintz. Being the most popular dress
textile produced in the USSR, chintz was also used for inconspicuous
bindings with no title indicated on them. In the Soviet Union, neither
the film script nor the 1928 play was ever published.
$3,500
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No copies found in
Worldcat

[ S H O S TA K O V I C H ’ S A U T O G R A P H ]

Shostakovich, D. 24 preliudii: dlia fortep’ano, Op. 34 [i.e. 24 Preludes: For
Piano. Op. 34]. Moscow: Muzgiz, 1934. 43 pp.: sheet music. 30x23 cm. In
original constructivist wrappers. Small tears of spine, soiling of the back
cover, with a small fragment lost, central double-leaf detached from the
block, otherwise very good and clean internally.
Signed by the composer on the title page: To Karel Reiner,
with best wishes, from D. Shostakovich. November 22, 1960. Moscow. The
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Czech composer and pianist Karel Reiner (1910-1979) was the first to
perform Shostakovich’s works in Prague in the 1930s. An important
representative of the Czech avant-garde circle, Reiner was later accused
of formalism. Being a leading figure in various Communist music
organizations in 1960, Karel might have traveled to Moscow at that
time and arranged a meeting with Shostakovich.
First edition. One of 1,500 copies. Extremely rare.
An early set of musical pieces created by Dmitri Shostakovich
(1906-1975), one of the major composers of the 20th century. These
musical compositions were written in a surprisingly short period - from
December 30, 1932, to March 2, 1933.
After graduation in 1925, Shostakovich embarked on a
dual career as a concert pianist and composer. He also worked on
experimental performances, collaborating with the Meyerhold Theater
and the Leningrad Theater of Working Youth (TRAM). His activity in
the latter shielded him from the ideological attacks of the Russian
Association of Proletarian Musicians. In particular, the RAPM criticized
his satirical opera Nos [i.e. The Nose], based on the story by Nikolay
Gogol. Along with Shostakovich’s Second Symphony, the piece was
denounced for its modernist motifs. Yet, this was an early and relatively
quiet period of the composer’s lifetime.
By the 1930s, Shostakovich had already gained fame worldwide
for his First Symphony. In the following decades, the party and critics
lauded and disfavored his opuses in rotation. In 1936, Stalin paid a
rare visit to the Moscow opera for a performance of Shostakovich’s Ledi
Makbet Mtsenskogo uyezda [i.e. Lady Macbeth of the Mcensk District].
Soon the Pravda [i.e. The Truth] newspaper published the editorial
“Muddle Instead of Music”. Shortly, his Fourth Symphony (1936) was
withdrawn and was not performed until the 1960s. The Fifth Symphony
was more conservative and returned the favor to him.
Preludes. Op. 34 echoed modernist principles of The Nose,
Lady Macbeth of the Mcensk District, a musical accompaniment for
Mayakovsky’s Klop [i.e. Bedbug], and the composer’s earlier works.
Now, these preludes are considered a Petersburg diary of the turn of the
century and a treasure of musical images that Shostakovich used for later
opuses. In the early 1950s, Dmitri composed another cycle of preludes
and fugues, Op. 87.
This copy represents Shostakovich’s early work preserved in
spite of the hardships of the Stalinist period and signed by the composer
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much later. In 1960, Dmitri became closer to the Communist Party and
was appointed the General Secretary of the Composers’ Union.
$1,500
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IV

AVANT-GARDE AND
CONSTRUCTIVISM
13

[ AVA N T - G A R D E I N G E O R G I A ]

Terentyev, I. Fakt: Stikhi [i.e. Fact: Poems]. Tiflis: 41°, 1919. 32 p. 17×14
cm. In publisher’s illustrated cover designed by Ilia Zdanevich. Printed
on pink paper. The block is clean. The illustration on p. 16 was also used
in the collection Sofia Georgievna Melnikova. Fantasticheskiy kabachiok
[i.e. To Sofia Georgievna Melnikova. Fantastic Tavern]. Some rust on
the staple, minor tear of the spine, otherwise very good. Contemporary
bookseller’s stamp on the rear cover.
Igor Gerasimovich Terentyev (1892-1937), a poet, artist, and
director began his creative career
in 1918 in Alexei Kruchenykh’s
and Ilia Zdanevich’s futurist group
41° in Tiflis. Existing from 1917 to
1920, this artistic alliance of Igor
Terentyev (1892–1937), Alexei
Kruchenykh (1886–1968), and
Ilia Zdanevich was also called
the duo of three idiots. The duo
revolutionized letterpress design,
creating a new form of the book.
The years Ilia spent in Tiflis
largely determined his emergence
as one of the most important livre
d’artiste publishers of the 20th
century.
The exceptional importance
of this book lies within the
typographical experiments of
Ilia Zdanvevich (Iliazd), who
employed some of the methods
that he later used in the livre
d’artiste editions.
No 13
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After the October Revolution, Georgia enjoyed a short period
of independence, with Tiflis becoming a cultural oasis and one of the
centers of Russian avant-garde thought. From 1917 to 1921, Tiflis
witnessed the emergence of Alexei Kruchenykh’s experiments with
zaum poetry and avant-garde illustrations, Ilia Zdanevich’s letterpress
typography designs, and Kirill Zdnevich’s orchestral collages.
All of them, together with Igor Terentyev, were responsible for
one of the most adventurous books of the time, produced by the group
41°.
In 1921, the short period of Georgian independence came to
an end with the formation of the Georgian Soviet Republic.
$19,500
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No 14

14

Worldcat tracks
paper copies
located in
LoC, Princeton
University, Amherst
College, and NYPL

[ FA R E A S T E R N F U T U R I S M ]

Chuzhak, N. K dialektike iskusstva. Ot realizma do iskusstva, kak odnoi
iz proizvodstvennykh form: Teoreticheski-polimicheskie stat’i [i.e. To the
Dialectics of Art. From Realism to Art as One of the Production Forms: A
Theoretical and Polemical Article]. Chita: Dal’pechat’: Tip. Ob’edin. Soiuza
Zabaik. Kooperativa, 1921. 120 pp. 26,5x19 cm. Original front cover. The
back cover and spine renewed, edges of pages and front cover restored,
few stains on the front cover, otherwise very good and clean internally.
First and only edition. Scarce.
A collection of essays written by the leader of Far Eastern

BOOKVICA

43

Futurists, Nikolay Chuzhak (real name Nasimovich; 1876-1937).
For many years, Chuzhak was a journalist and editor of the
underground press. He threw himself into the revolutionary movement
in the late 19th century. In 1904, he joined the Communist Party, edited
the party periodicals, and was arrested several times. In 1908, Chuzhak
was exiled to the Irkutsk province. At different times, he headed the
editorial boards of the newspapers Rabochaia Sibir’ [i.e. Working Siberia]
(1917), Krasnoye znamya [i.e. A Red Flag] (Vladivostok, 1918-1922),
Dal’nevostochnyi put’ [i.e. The Far Eastern Way] (Chita), Vlast’ truda [i.e.
The Power of Labor] (Irkutsk), etc. Chuzhak maintained his Bolshevik
position during the period of Kolchak’s power in Siberia as well.
In addition to political activities, Chuzhak headed the group of
Far Eastern futurists Tvorchestvo [i.e. Creativity], which published the
magazine Tvorchestvo [i.e. Creativity] in Vladivostok in 1920-1921. The
group was close to the principles promoted by the LEF later. Tvorchestvo
held lectures, literary disputes, and evenings dedicated to the new art:
Mayakovsky, Khlebnikov, and futurism in general. After the collapse of
the Far Eastern Republic in 1922, almost all of the Creativity members
moved to Moscow and joined the LEF. There, they represented the socalled production wing. In particular, they advocated Chuzhak’s theory
of art as life-building, which reduced the function of an artist to the
production of things. Thus, he wrote in the article “Under the Sign of
Life-Building” (1923): Art – since we still perceived it as a temporary (until
it completely dissolved in life) kind of activity built on the use of emotions
– is the production of values needed by the class and humanity (things).
Chuzhak had a similar approach to understanding proletarian
literature: Fiction is the opium of the people. The antidote is in the literature
of fact. Instead of a novel, the LEF members proposed new forms
(newspaper) and genres of literature of fact (a biography of a particular
person, a report from the courtroom and meeting, a notebook), breaking
with the traditions of fiction. Nevertheless, Chuzhak noted in 1927 that
most writers would go not to the LEFs, but to Voronsky, where one can
praise pancakes and glorify Christ. It was an open hint that even a party’s
speech (like N. Bukharin’s Evil Notes) couldn’t violate literary manners.
This edition is related to Chuzhak’s activity in the Far Eastern
Republic. According to the chronicle of the Russian Civil War, at the time,
it was the latest piece of nominally independent territory. In the book,
Chuzhak distinguishes Soviet Russia as great and indisputable authority
to which their small state should look up in politics and culture. These
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essays were written in various settlements from 1909 to 1921 and
published in the local press. In the foreword, the author emphasizes
that he chose the articles that could be used in the polemics about
Marxism in art.
In 1919, Chuzhak penned the article “Which Art Is Closer to
the Proletariat.” The writing starts with an analysis of texts criticizing
futurism and gradually moves on to reasoning about why futurism is
the art for the proletariat. The proletariat will be a cresset inflaming
the gunpowder of futurism, the author proclaims. The essay “Danger of
Arakcheevism” (1920) is imbued with the same spirit. The collection
comprises two reviews of Mayakovsky’s works. The text “The Thirteenth
Apostle” is dedicated to Mayakovsky’s poem Oblako v shtanakh [i.e. A
Cloud in Trousers] (1914). Chuzhak meticulously analyzes this work
from the perspective of a literary critic. An adherent of Mayakovsky’s
principles, style, and language, Chuzhak praises his oeuvre: Mayakovsky
is the wildest and the most gentle but the most audible cry… Therefore, the
revolution adopted him – “dirty after spending the night in ditches,“ “the
thirteenth,“ but not pure [Alexander] Block’s Christ, marching in a crown
of white roses – as its true leader. Chuzhak had written a review “Earth’s
Mystery” about Mayakovsky’s Mystery-Buff before the author revised the
play and staged it again in May 1921. Surprisingly, Chuzhak thought
that the play was never staged, but believed in its enormous success.
In 1921, Chuzhak issued To the Dialectics of Art as an attempt
to build the bridge between Soviet Russia and the Far Eastern Republic.
This book is more than a collection of one’s theoretical works, but rather
a medium of promoting a completely new art.
$3,500

BOOKVICA

45

No 15

15

[LISSITZKY]

Terek, A. [Forsh, O.] Ravvi: P’essa v triokh deistviiakh [i.e. Rabbi: A Play
in Three Acts]. Berlin: Skythen, 1922. 62, [2] pp. 20x14 cm. In original
avant-garde wrappers with letterpress design. Slightly soiled and small
scuff of the front cover (design isn’t affected), otherwise very good.
Very rare. Title pages in German and Russian, text in Russian
only.
The cover design was created by one of the leading figures
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Worldcat shows
copies of the
edition located
in LoC, Princeton,
Yale, Harvard,
Columbia, Indiana,
Iowa, Chicago,
Wisconsin, Wayne,
Pennsylvania
Universities, Getty
Institute, and
Amherst College

of Russian avant-garde art El Lissitzky (1890-1941). Dissociated from
the Vitebsk suprematist community led by Malevich, Lissitzky moved to
Berlin as a cultural representative in 1922. There, El continued working
on prouns and promoting them abroad. He established contacts
between Russian and German artists and introduced Russian avantgarde into European modernism. As a writer and designer, Lissitzky
contributed to various international magazines while helping to
promote the avant-garde movement through numerous gallery shows.
He also collaborated with Russian art and public figures in the creation
of experimental projects. For example, in 1923, Lissitzky met Vladimir
Mayakovsky in Berlin to design the iconic constructivist edition of the
poem Dlya golosa [i.e. For the Voice].
This edition serves as another example of Lissitzky’s foreign
project. Details of this letterpress design echo one of El’s unreleased
draft cover designs for the Broom magazine (1922, Vol. 2 No. 3). This
modernist monthly edition attracted contemporary European artists
and reproduced their works. Another Lissitzky’s cover design adorned
Broom’s issue #3 for 1923.
The play Rabbi was composed by the Russian female writer and
scenarist Olga Frosh (1873-1961), who was close to Russian symbolists
in the pre-revolutionary period. Her first work of fiction was published
in 1907. At that time, she had already used the pseudonym A. Terek
(like the Terek river) in memory of her Caucasian motherland. Later, she
published the novels The Lunatic Ship (1931) and Raven (1933), where
she portrayed the life of the St. Petersburg artistic intelligentsia in
the early 20th century and the first post-revolutionary years. After the
Revolution, she remained in Bolshevik Russia and joined the socialist
writers. Forsh is the author of stories about the pre-revolutionary life
of cities and provinces, historical novels, satirical stories on foreign
topics, film scripts, and plays. Her works have been translated into the
languages of the peoples of the USSR and foreign languages.
This play was printed by the Berlin-based Russian emigre
publisher Skythen [Rus. Skify] earlier than in Moscow (Krug, 1923).
The title pages of both editions underline the fact that the play was
included in the repertoire of the Wandering Theater. This theater was
founded by Pavel Gaideburov and Nadezhda Skarskaia in 1905 as a part
of their Public Theater. The troupe toured across all provinces of the
Russian Empire (and then the Soviet Union) until 1928.
$3,500
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No copies found in
Worldcat

[ R O D C H E N K O A N D S T E PA N O VA ]

A two-volume collection of Joseph Stalin’s works.
1: Stalin, J. Ob osnovakh leninizma: Lektsii, chitannye v Sverdlovskom
universitete v nachale aprelia 1924 goda [i.e. On the Basis of Leninism:
Lectures Given at the Sverdlovsk University in Early April 1924]. M.:
Partizdat, 1934. 264 pp., 1 portrait.
2: Stalin, J. K voprosam leninizma [i.e. To the Issues of Leninism]. M.:
Partizdat, [1935]. 176 pp., 1 portrait.
Case: 14x10,5 cm. Books: 12,5x9 cm. In original constructivist cloth case
with a blind-stamped portrait of Stalin and his facsimile. In two cloth
bindings with the gilt name on the front covers and colored title on the
front covers and spines; upper edges colored. Case rubbed, otherwise
near fine.
Extremely rare in this case.
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This experimental case shows the possibilities of constructivist
solutions in book design, although pure constructivism seems
particularly unexpected in the mid-1930s. The case is rather simple:
two similar parts are fastened in the center of the upper and lower
sides. Such a joint lets both parts spin a little but be tightly attached
to each other. The inner part where the volumes are kept is equipped
with a fabric band holding books inside. Some cases for this edition
were produced in a less complicated fashion: they are also in the gray
сloth with a stamped portrait, but two parts aren’t fastened together.
Although the designers aren’t credited inside, it is certainly known
that Alexander Rodchenko’s and Varvara Stepanova’s splendid duo
developed a case of the same construction for the 1934 book 10 let
Uzbekistana [i.e. 10 years of Uzbekistan]. The spouses were entrusted
with the design of various editions dedicated to Stalin and Lenin and
issued by the 17th Congress of the Communist Party.
This small edition consists of two volumes designed alike.
Interestingly, the volumes came out with completely different print
runs. The first book, On the Basis of Leninism, was produced in 200,000
copies while the second one, To the Issues of Leninism, was printed in
5,000 copies only. In the 1920s and 1940s, Stalin’s works were multiply
published over the country, but these editions feature the most curious
design.
$5,500
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No copies found in
Worldcat

[ S O V I E T D E PA R T M E N T S T O R E S A N D T H E I R D E S I G N ]

Al’bom obraztsov torgovykh vitrin [i.e. An Album of Sample Display
Windows]. Moscow: tip. Narkomoborony, 1935. 103 pp. : ill. 22x30 cm.
In original illustrated cardboards; illustrated endpapers. Rubbed and
bumped, spine slightly soiled, otherwise very good and clean internally.
First edition. One of 4,400 copies. Very rare. Layout by Sakulin.
This early Soviet work is devoted to display window designs
and includes more than 80 exemplary designs for various departments.
The remarkable photomontage design of covers and endpapers consists
of numerous store window designs. Photographs were taken by I. N.
Iaroslavtsev. The edition was designed by a group of artists, including
R. Borodulin, L. Vaninskaia, N. Gurvich, I. Fiks, A. Shakhov, and supervised
by the book designer G. Bershadskii.
In June 1921, private trade was accepted by the Bolsheviks
as a temporary expedient. In October 1921, the Upper Trading Rows
on the Red Square were reopened as the GUM (the State Department
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Store) and were considered a temple of NEP civilization. At the same
time, the state trade was rapidly reviving, with the Department of Trade
of the Mossovnarkhoz (or Mostorg) being founded in Moscow. The
Mostorg main store – TSUM – became an enterprise of ideologically
correct trade. The Mostorg stores stood out against the background
of the pre-revolutionary merchant buildings. Two/four-storey concrete
constructions with continuous windows from the side of crowded
streets attracted people from an entire district. The writers Ilf and
Petrov once noted On Saturday, one of Mostorg’s department stores lets
through its mirrored doors so many customers that if they were locked in
the store, it would be possible to organize a large provincial town: there
would be workers, professors, physicians, journalists, and idling elements.
But it would be tight.
After the abolition of the NEP, private trade was oppressed,
slowly fading away together with most retailers. In the period of forced
industrialization, clothing and footwear, along with bread and other
food, were mainly sold by cards. Instead of selling, the controlled
distribution was formed through cooperatives and supply departments.
Then, experiments reducing the usage of money were minimized. The
party began to discuss the revival of retail and the term soviet trade
turned in. The card system was abolished in 1935.
Department stores for various Soviet cities became the center
of architectural competitions, and a number of excellent projects were
brought to life. Designers and store managers especially focused on
store windows, interior, counters, and information booths.
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Provincial department stores were organized according to the
design of Moscow and Leningrad model enterprises. This particular
edition was published exclusively for this aim.
The compilers start from the lighting system and its role in
demonstrating items and introduce some lighting fixtures used for
display windows. The text is illustrated with photographs and schemes.
Then, the authors turn to samples and showcase the best solutions
in the contemporary design of store windows. Each sample design is
presented in a scheme or photograph with complementary text. The
design of store window No. 36 is accompanied by the note: It is made
of rolls of drafting and other sorts of paper. The central structure resembles
an architectural form [looks like the Tower of Babel]. A scheme shows
round volumetric platforms with curved wood strips mounted. Paper rolls
are installed above them. Aside from the explanation of constructions,
the authors frequently determine for what window a structure worked
better. The edition contains samples of display windows of industrial
and consumer goods, as well as food. The last section is dedicated
to three pop-up bookstalls and equipment used for the design of
store windows. In the Soviet Union, structures for outside trade were
created by various eminent designers and served as another topic of
architectural competitions.
$6,500
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paper copies
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Universities, and
Art Institute of
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[ T H E S TA L I N I S T M O S C O W ]

Moskva rekonstruiruetsia: al’bom diagramm, toposkhem i fotografii
po rekonstruktsii gor. Moskvy [i.e. Moscow Is Being Reconstructed: An
Album of Diagrams, Topographic Plans, and Photographs Relating to the
Reconstruction of the Moscow City]. Moscow: Institut izobrazitel’noi
statistiki sov. str-va i khoz-va TsUNKhU Gosplana SSSR, 1938. [234]
leaves (including fold-out and small format): ill. 34,5x34,5 cm. In
original blue cloth with blind lettering and blind embossed images
of the Kremlin tower and the Palace of Soviets on the front cover.
Illustrated endpapers. Very good, spine and covers slightly restored,
block weakened, light soiling of pages, few tears of leaves.
First and only edition. One of 5,500 copies.
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The most grandiose Soviet photobook dedicated to ambitious
(realized and unfinished) projects in the urban development of Moscow.
The layout was created by Alexander Rodchenko and Varvara Stepanova.
Apart from the splendid duo, an indefinite but certainly a large number
of contributors was involved in the production of this masterpiece. The
materials were selected by T. Gil’denblat and E. Neiman. The photographs
were taken by Boldyrev, E. Langman, G. Petrusov, Ia. Khalip, G. Zel’m, et al.
Data visualization was provided by employees of the Izostat Institute,
supervised by N. Kurganov. The binding and endpapers were designed
by the artists N. Zhukov and S. Kovan’ko. The text was written by Viktor
Shklovskii. Above all mentioned, the photobook was produced at four
printing shops in Moscow and Kyiv because of the different printing
techniques and sorts of paper used.
The photobook was announced in the magazine Sovetskoye
foto [i.e. Soviet Photo] in 1936. It was put into production in July 1937
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and came out in 1938. The design of the photobook was more complex,
dynamic, and elaborate in structure than the layout of the photobook
The Red Army that Rodchenko and Stepanova prepared concurrently
with Moskva rekonstruiruetsia.
In the binding design, the creators used different cloth of
three colors but kept the same image on the front cover – a circle with
embossed icons of the Palace of Soviets and one of the Kremlin towers.
The spine design features an embossed icon of the Spasskaya Tower,
the back cover shows the blind debossed logo of the Izostat Institute.
The endpapers are illustrated with an illuminated tourist ship going
along a wall of the Kremlin at dusk.
The edition is divided into sections primarily related to the
great projects of the time: the Moscow Metro, the Moscow-Volga
Canal, the Southwestern district, the railway system, landscaping, etc.
The reconstruction affected urban planning, green zones, street views,
transport, housing construction, civil architecture, water and power
supplies, everyday life and cultural activities, etc.
The edition contains leaves of various formats, inserts, popup objects, and fold-outs. The panoramic pictures of squares and
avenues are printed on fold-out leaves. Some of them are half-height
strips, resembling streets with rushing buses and bustling pedestrians.
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One of such strips features lines of trams passing through a crowded
intersection. Thanks to the Izvestia building (constructed in 1927), the
place is recognizable: now it is the intersection of Tverskaya street
with the Tverskoy and Strastnoy boulevards. We may see how the
streets in the photograph were changed. The tram lines were altered
with wide boulevards. Some two-storey pre-revolutionary houses were
demolished to widen Gorky (Tverskaya) street. Additionally, a fragment
of a district plan demonstrates the changes in different colors, while
a scheme accurately proves the words about the new width of Gorky
street, comparing the number of vehicles that could pass on the street
before and after the reconstruction.
Through a round cut-out window covered by a flap, anyone
could look back and compare the view of the contemporary Kolkhoznaia
Square and the old Sukharevka market that was there before. Another
pop-up object is a window to a new apartment house. It is made as two
miniature fold-outs that open up the inner view of several rooms of a
workers’ family.
The construction of the Moscow-Volga Canal helped regulate
the river’s water level, which dropped significantly every summer.
Photographs showcase tourist ships and constructions built along
the canal. The impressive data visualization displays the increase
in the water supply. In regard to watering the city, the General Plan
was implemented partially. Some schemes showcase the 1930s plans
for a new Moscow water system with the indication of the North,
Dorogomilovo, and Andreev canals (unreleased).
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Particular attention is paid to housing construction in Moscow.
The book contains perspectives of a highway for the Southwestern
District, a planned tunnel through Lenin Hills (with the original
landscape preserved), and colored schemes of new city districts.
Changes in streets and residential areas are documented throughout
the book.
The chief organization that produced this edition was the
All-Union Institute of Pictorial Statistics of Soviet Construction and
Economy (IZOSTAT). The Institute created an immense amount of visual
statistics, schemes, plans, and diagrams related to the reconstruction.
In particular, the materials produced by the organization displayed the
growth in water consumption, improvement of sewerage and street
lighting, increase in the number of trams, trolleys, buses, construction
of power stations, hospitals, kindergartens, schools, movie theaters, etc.
The photobook is also illustrated with architectural designs, including
projects by I. Golosov and D. Chechulin. Yet, the major project was
introduced as colorful as the real buildings. The Soviet Union had no
doubts that the Palace of Soviets would be finished according to the
plan. Its image was frequently included in pre-WWII Soviet editions as
an obvious component of the Moscow architecture. Some charts of this
edition indicate Moscow by the Palace of Soviets as the key sight.
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In all, the printer’s masterpiece of that time and an essential
source of information on Stalin’s transformation of Moscow.
Karasik, M. The Soviet Photobook, 1920-1941. P. 252.
$22,500
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The second
printing with
Picasso etchings
has been sold for
23,500 USD in
2019 by Bonhams.

[ I L I A Z DA N E V I C H ’ S CO R R E S P O N D E N C E W I T H H I S F R I E N D ]

Iliazd [i.e. Ilia Zdanevich]. Pis’mo [i.e. The Letter]. Paris: 41 degrees, Union
printshop, 30.06.1948. 28, [3] p+ 8 blanks at the beginning and 8 blanks
at the end. 18,5x14 cm. Original printed wrappers. Unbound as issued.
A copy from the first printing of the poem, 1 of 60 copies
produced, all numbered and signed by Iliazd (including this one).
The first printing of the first edition. The second printing came
out the same year in a slightly different format, in 66 copies, and was
accompanied by Picasso’s etchings.
A limited edition. One of the 30 copies on French rag paper. In
Russian.
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Printed at the Imprimerie Union by Dimitri Snégaroff and Volf
Chalit. This printshop issued a number of Iliazd’s other publications
as well. The print shop was founded in 1910 and existed through the
1970s.
Born Ilia Zdanevitch in Tiflis, Georgia, Iliazd (1894–1975) was a
founding member of the Russian Futurists. Like many of his contemporaries,
the artist eventually made his way to Paris where he designed and published
extraordinary livres d’artistes, including several with his own prose and
poetry under the imprint Le Degré 41 (41 degrees refers to the latitude of
his hometown, the alcoholic content of brandy, and the Celsius measure of
the point at which fever leads to delirium). (Princeton)
Iliazd printed three books of poetry in Paris, using the same
publisher as 41° (Tiflis), which was associated with Ilia’s name
throughout his life. The other two publications were Lidantu Faram
(1923) in memory of the artist’s friend Mikhail Le Dantu who had passed
away earlier, and Afet (1949), consisting of 76 sonnets dedicated to the
English painter Joan Spenser.
Pis’mo is a collection of poems in the form of correspondence
between Iliazd and his Georgian female friend. The two met in Paris,
and the addressee of these letters was struck by the fact that Iliazd
preferred to speak Russian rather than Georgian. She asked him why
he liked Russian so much, to which Zdanevich replied with a madeup story that he helped someone write a dissertation in Slavic studies.
Impressed by this, she said: Then write me letters in Russian. As a result,
the two started exchanging letters that inspired Zdanevich to print this
unique publication titled Pis’mo.
$6,500
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