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The French twentieth-century livre de peilltre (or livre 
d 'arrisre as it is also called) has a celebrated history and most 
of the preeminent Modernists produoed original lithographs, 
intaglios, or woodcuts for these deluxe, limited-edition 
books. 1 Few however, pursued the genre as tenaciously as. 
Picasso. His passion for literature and his preoccupation 
with narrative themes in his graphic work-evidenced in 
the Vo/lard Suire.' Sueno y Memira de Fronco,l and Sui1e 
347'-contributed to his abiding interest in illustration. 

In 1983 a catalogue raisonni: of Picasso's 156 illus• 
trated books appeared, documenting works published be· 
tween 1905 and 1974, the artist's entire mature career.' With 
this definitive resource, scholarship may now distill the 
material contained therein. Specific areas of inquiry might 
be targeted for deeper study: recurrent themes, individual 
books, authors, publishers, or groups thereof which lend 
themselves to comparison. 

In this paper I focus on Picasso's prints for Ilya 
Zdanevitch- Iliazd, as he named himself- the Russian 
publisher of twenty livres de peintre, of which Picasso illus• 
trated nine. lliazd studies are currently flourishing: since 
1974, his work has been the subject of four exhibitions and 
several articles.• These commentaries discuss primarily lli­
azd's role in the production of his books; the contributions 
made by his illustrators, who include Ernst, Miro, and 
Picasso. have received only secondary consideration. This 
paper will review salient features of both Picasso's illustra• 
tion oeuvre and lliazd's working method. Finally, selected 
books from the Picasso-Iliazd union will be examined in 
an attempt to measure them a!lllinst the artist's other illus­
tration projects and to place them into that broader 
oeuvre. 

Picasso~ 11/ustrarion Oeuvre. Briefly, Picasso's illustra­
tion projects can be divided into five very general catego• 
ries. Foremost is the group of publications by literary 
colleagues to which Picasso contributed prints. In the early 
Bateau-Lavoir days, the inclusion of such prints· in books 
by the likes of Max Jacob' and Andre Salmon• increased 
sales and helped to defray publication expenses. In the 
1930s and '40s Picasso was closely aligned with the Surreal• 
ists.• Tristan Tzara, Georges Hugnet, Paul Eluard, and 
Andre Breton are among those for whom he illustrated. In 
1948 Picasso illustrated Pierre Reverdy's Cham des morrs. '° 
Picasso found the visual component of Reverdy's auto• 
graph manuscript so compelling, he felt he had little to add 
by way of traditional illustration. Therefore, Picasso used 
abstract designs to illuminate- as in the maimer of a 
medieval manuscript- the border surrounding the author's 
handwriting. These bold red lithographic marks-charged 
with associations of passion and blood- were an inspired 
c-hoice for this collection of poems describing the author's 
suffering and hope at the end of the Second World War. 

By the 1930s Picasso was internationally famous. and 
with that status a second category of projects emerged, the 

illustration of more traditional pre•twentieth-century litera­
ture. Picasso's illustrations for Vollard's 1931 edition of 
Bal,.ac's Le Chefd'oeuvre i11co1111u are his best known of 
the genre. 11 The book provides a veritable visual feast. Six­
teen pages of woo<kuts after abstract drawings that Picasso 
had made in 1924, serve as an introduction to the text. 11 

Within the text, other Picasso drawings, primarily in Cubist 
style, are reproduced." The twelve prints which Picasso 
etched for this edition are inserted after the text." These 
illustrations do not reproduce moments in Balzac's story; 
instead, they visually pose the same questions asked by the 
author about the nature of artistic creation, and the shifting 
relationships between artist and model, model and work of 
art, and the artist and his creation. 

A third category of illustrations is composed of book­
lets that Picasso made with the poet and publisher Pierre­
Andre Benoit with whom he began collaboration in 1956.15 

Together they created 17 small works (in scale and edition) 
but the concept of the illustrated book, in their hands, was 
completely turned around. With a few exceptions, they 
initiated a project with Picasso engraving on celluloid. 
When Benoit received the engraved plates from the artist, 
he wrote poetry to accompany them. " With this arrange­
ment, then, the text "illustrates" the image. " 

A small collection of author portraits for re-publications 
of Shakespeare. Tolstoy, Rimbaud, Bal,.ac, and others con• 
stitutes a fourth category.,. 

Because his reputation as an illustrator was so great, 
Picasso recei\.:d many more commissions than were of real 
artistic interest to him. His secretary, Jaime Sabartes, wrote 
that, in such cases. if a publisher were not too fussy, he 
could choose existing prints which had been pulled for 
some other purpose. 19 The final category to be considered is 
composed of publications which are not true illustrated 
books at all, as defined here. While such works are legion 
throughout Picasso's career, they virtually epitomi,.c the last 
20-odd years of his illustration oeuvre. By the 1960s 
Picasso's friends and colleagues wrote memoirs of their 
associations with the great old master;"' Fernand Mourlot 
and Georges Bloch" continued compiling catalogues rai­
sonni:s of his graphic work; !llllleries celebrating the artist's 
75th and 80th birthdays issued catalogues." And for the 
deluxe editions of all such books Picasso supplied an orig• 
inal print. 

1/iazd and Cubo-Fururism. If the name Picasso is uni­
,.:rsally recognized. that of lliazd. conversely, may be un• 
known to all but a small contingent of bibliophiles and 
print scholars. He was born in Tillis, Russian Georgia, in 
1894, and his extraordinarily fertile mind directed his pur­
suits in biography, drama, poetry, literary and architectural 
history, and typography, as well as publishing. In his youth, 
lliazd was an important participant in the Russian Cubo­
Futurist movement, which flourished in the second decade 
of this century. Cubo-Futurism is an umbrella title for 
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collectives of young artists and writers who sought 10 over­
throw what they considered 10 be the oppressive decadence 
of late nineteenth- and early twentieth-<:entury Symbolism." 
They issued books, but unlike the beautiful rare object of the 
French livre d'artiste, these publications- often anthologies 
of poems and essays- were made with purposefully chosen 
cheap materials, such as wall or wrapping paper, and were 
printed with rubber stamp or autograph lithography." The 
handmade appearance of these works proclaimed their 
craftedness and their liberation from overused conventions. 
Here the distinction between visual and literary arts blurs, 
because many writers were trained in art schools and vice 
versa.25 

In the late 'teens and early 'twenties, lliaul published 
his pentalogy of dras, plays wrillen in zawn, a trans­
rational language that he and his contemporaries devel­
oped." The visual component of these books does not rely 
on images, as with many of the other Russian Futurist 
publications. Instead, lliazd revolutionized the art of set­
ting type. His final play, le Dentu as a Beacon, 1923, 
employs a seemingly infinite number of typefaces and 
ornaments which are unusually disposed to create an ener­
getic, variegated pa11em." 

lliazd arrived in Paris in 1921 and established himself 
as secretary of the Union des artistes Russes i, Paris. In his 
new home he was instrumental in organizing Dadaist bats 
and soirees.28 Picasso's associations with the avant-garde 
literati, as well as his work for the Ballets Russes, and his 
marriage to the Russian ballerina Olga Koklova, gave him 
access to these circles, and he and lliazd became lifelong 
friends.29 

lliaztl~ Books. /940-1974. Just as painting itself be­
comes the subject of Modern painting, lliazd's books pub­
lished after 1940-with their allention to materials, the 
mysteriousness of unwrapping, unfolding, entering into and 
exiting a text-examine both the object-ness and the pro­
cess of experiencing a book. With the bricks and mortar of 
paper. typeface, and illustraiions, llia,.d consiructcd his 
books with very specific ideas about how each of these ele­
ments functioned in the overall architecture."' 

As if he were uncovering a rare, buried treasure, 
lliazd's reader must proceed through stiff parchment wrap­
pers, and leaf through textured. heavy, earth-toned papers 
before he reaches the smooth Japan or China papers on 
which text and illustration are printed. That these fine 
pages arc often a smaller size than their endpapers further 
distinguishes this interior sanctum. In at least three of the 
books on which Picasso worked, these pages are also folded 
in untraditional fashion." Reading, then, requires active 
participation. To leave the book, the reader must exit 
through a similar process of refolding and leafing. 

lliazd's apprenticeship to a Georgian typographer in 
his youth engendered in him a lifelong respect for the craft 
and art of selling type. Recall that, in his early dra publica­
tions, lliazd created movement and texture on the page by 
incorporating a variety of typefaces and devices. By 1952, 
he adopted the then-modern and neutral Gill majuscule 
sans-serif face for all of his books, thereby challenging him­
self to create interest by limiting the means to do so." lliazd 
no longer drew from a vast selection of fonts; instead, the 
activity of the page relied solely on a careful disposition of a 
single, neutral typeface. Not content with the general rela­
tionship of the black type to the white ground of a page, 
lliazd was mindful of the spaces in between words and the 
relationship of the characters on either side of that white 
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space. This acute sensitivity was named 04inter1ettrage" by 
Louis Barner, director of L' lmprimcrie Union.» 

Insofar as illustrations are concerned, lliazcl dictated 
size and medium, usually intaglio, because he preferred the 
"cenitude du cuivre, surface close surface obcie."-" The 
images are but one component of each book's highly organ­
ized whole, never to take precedence. One will never find 
reproduced drawings or insened prints, portfolio style. 

lliazd's publications also promote anists, writers, and 
scientists whose vision and Modernity (regardless of their 
historical period) had gone unrecognized. Paradoxically, 
llia,.d's overriding presence in his books usurps that agenda, 
and fascination in his books as objects often eclipses their 
subject ma11er. Equally paradoxical is the fact that, while 
his self-proclaimed mission was 10 disseminate information 
about the unknown, overlooked and forgotten, his editions 
rarely reached 100 copies." 

Picasso-lliazd. Three of the nine books which Picasso 
illustrated for lliazd will be considered here. These three-au 
published in the l950s- havc been isolated because they 
represent extended panicipation on Picasso's pan, as well as 
a moment of maturity and synthesis of lliazd's aesthetic." 

By publishing LA Maigre» in 1952 lliazd resurrected 
the ribald literature of Adrian de Monluc, a confidante of 
Louis XIII." In fact, it was the intimacy that the king and 
counier shared which led to the latter's seven-year impri­
sonment in the Bastille at the hands of Cardinal Richelieu. 
Written in 1630, LA Maigre marked for lliazd the "last 
manifestation of verbal independence before the restraining 
influence of the Academic Fra~aise."" 

The rigorous symmetry of lliazd's ABCBCBCBA 
format has prompted Barnier 10 label La Maigre the 
apogee of lliaw·s classicism (Figure I).'° That he fit a very 
unclassical text into so regular a framework is representa­
tive of the balance of polar elements lliazd maintained in all 
his books. 

The title refers to an excruciatingly thin woman who, 
nevertheless, boasts of her beauty and vinue. With scathing 
barbs of mockery, the narrator describes her harsh voice, 
hard bones, and creaking joints. He advises her to walk in 
the shade in hot weather (or, perhaps, in seasons of 
passion- Monlue's wordplay was one of his most a11ractivc 
attributes to llia,.d) lest her "corps si combustible" go up in 
name. 

Picasso's drypoints play brilliantly with the text. While 
the images do not exactly reproduce scenes from the story, 
they closely follow its spirit. The heraldic coat of arms 
printed on the parchment cover, as well as the representa­
tions of knights locate the action in a counly, chivalrous era 
(Figures 2 and 3). 

Most effective are Picasso's impressions of LA Maigre 
herself. Picasso's sharp drypoint line brutally conjures up 
the spindly, unembraceable figure who spurns all things 
sensual, and who, in turn, is spurned (Figure 4). 

Chevaux de Minuit,'' 1956, is lliazd's tribute to Roch 
Grey, pseudonym of the Baroness Helene d'Octtingen," 
who dedicated this epic poem to horsemen and women of a 
romantic past. The illustrated pages of this book form a 
triptych: ten of Picasso's twelve prints (the first and last 
stand alone, hors-texte) are centrally placed and the lateral 
wings of each fold over the image. lliazd's lively typography 
recalls the calligrammes of Apollinaire, in whose circle 
Roch Grey moved.•l 

Calligrammes are but one manifestation of visual 
poetry with which early twentieth-century writers experi-



mented. Other examples include Marine11i's Parole in 
liberta and the Russian Futurist Kamensky's ferroconcrete 
poetry.« Unlike the work of Kamensky or Apollinaire, 
lliazd's non-pictorial arrangement of Chevaux does not 
describe recognizable objects. It is more closely aligned 
with Stephane Mallarme's early-Modern prototype Un 
Coup de des Jama is n 'abalira le hasard ( A Throw of Dice 
Will Never Abolish Chance),<S the definitive form of which 
appeared in the Nouvelle Revue Frant;aise, 19 14. Nuances 
of meaning are conveyed by size, weight, and change in 
typeface; through the placement of text, and in the rela­
tionship between text and the intervening white spaces. 

Similarly, lliazd's treatment of Chevaux evokes intang­
ible states of being and the general spirit of the poetry. The 
typography further resonates with Pica.~so's delicate animals 
in a festive interplay ... The simple, unmodelled engravings 
strike a harmonious balance with the disposition of type 
and with the pages' overall black and white relationships. 
These tv.-elve illustrations also demonstrate Pi~'s prob­
ing exploration of a single theme, uncovering numerous 
,-ariations in form, movement, and expression (Figure 5).47 

Le Frere me11dia111 o libro de/ conocimiento," 1959, is 
a compilation of excerpts from a diary of African travel by 
a fourteenth-<:entury Castilian Franciscan, and a similar 
1402 French account. In tribute to the unknown mendicant 
friar lliazd wrote" ... the soberness of his writings makes 
them pertinent today. He preaches neither conversion nor 
the taking of the rich, abundant African lands . .. the black 
people ... are intelligent and of good j udgment. "49 

The Franciscan recorded his observations of the Sahara, 
Guinea, the Euphrates, the Indian Ocean, Egypt. The monk 
personified the bountiful, pre-colonial regions as "kings 
equal in nobility to the sovereigns of Europe and Asia," 
according to Iliazd.'° Each kingdom is symbolized by a 
banner; to quote examples: "a red banner with two lateral 
white keys" o r •a white banner with a black lion." The 
banners in Picasso's drypoints are derived at once from 
these descriptions and from a drawing in the fourteenth­
century manuscript in the Biblioteca Nacional, Madrid, on 
which lliazd based this book." 

There are eight of these banner pages. The columns of 
text gracefully narrow, assuming a corresponding banner­
like form whenever "un pendon" is mentioned (Figure 6). 
Eight double-paged illustrations alternate with these text 
pages, depicting imaginary African landscapes and people 
in a light-hearted, sometimes whimsical style (Figure 7). 
Picasso departs from external models here. His airy sketches 
of desert, riverscapes, men, women, and children evoke the 
author's perceptions of vast, unrestricted kingdoms and 
their inhabitants. 

With Lt! Frere mendiant comes a relaxation of earlier 
Iliazd devices. The strictures dominating La Maigre's rigid 
symmetry have been loosened. And the reader may enjoy 
the nuanced relationships between text and illustration 
without complex page folding. In his acceptance here of a 
more traditional book format, Iliazd again presents himself 
with the challenge to work within that format's conventions 
and limitations.,2 

T hat both men were personally intrigued with the sub­
ject must have contributed to the book's success. lliaul 
loved travelogues, and ,his marriage to an African princess 
may have heightened his sensitivity to the mendicant friar's 
diary." One can speculate that Picasso readily embraced the 
opportunity to execute prints for this Spanish tribute to 
African culture, the influence of which, needless to say, had 
been of paramount importance in his artistic formation." 

To conclude, what is the relationship between these livres 
de peintre and the others in Picasso's oeuvre? In the non­
lliazd projects, Picasso exerted influence not only in determin­
ing the manner of illustration, as with Reverdy's Chant des 
morts, but also in selecting the text. In some instances pub­
lishers approached the artist, and only after he agreed to the 
commission, a work was chosen by mutual agreement. 
Picasso also initiated projects when he found literature which 
excited him. In many, if not most, cases, Picasso himse.lf was 
the selling point. This is particularly true of those works 
described above by Sabartcs, which include Picasso prints 
unrelated to the text's theme. But recall Vollard's Le Chef 
d'oeuvre inconnu. Balzac's story obviously struck a respon­
sive chord in Picasso, but the fact that the book is composed 
of three d ifferent kinds of Picasso images, in reproduction 
and in the original, speaks of Vollard's entrepreneurial 
acumen. The collector of Le Chef-d'oeuvre could at once 
display avant-garde taste and invest in an array of illustrations 
by a great and universally acclaimed master. 

As we have seen, Picasso did not enjoy the same free­
doms with llial.d. However, the limitations imposed by 
lliaul by no means impaired Picasso's ability. Like lliaul, 
he flourished under the challenge of such limitations. 
Indeed, these livres de peintre must be counted among the 
artist's very finest. Their success can be attributed to the 
fact that the pnnts were executed for specific works. That 
the illustrations for La Maigre, Chevaux de minuit, and Le 
Frere me11dia111 are not aneodotally fai thful is their strengtn. 
As with the etchings for Chef-d'oeuvre, these images func­
tion far more powerfully by suggestion and as the visual 
parallel to the literature with which they are united. And 
because text and image appear together, unlike those from 
Chef-d'oeuvre, the prints work very well as illustrations, 
and are not merely a portfolio of Picasso prints. 

Finally, the success of the Picasso-Iliazd liaison is due 
in part to timing. The twenty o r so years between 1940-60 
(roughly) mark Picasso's richest period for illustration, not 
only because he was especially prolific, but also for the 
variety of subjects in which he was engaged. By 1940 Iliazd 
was financially solvent after )'ears of poverty, and was again 
able to publish. While his /ivres d'artiste before and after 
the 1950s are equally innovative, the three books examined 
here are particularly compelling because they signal the 
arrival of his mature aesthetic, wherein he achieved a 
balance to which I have already alluded, that of uniting the 
license of his early Russian books with his new acceptance 
of convention. Both publisher and artist had reached a 
moment of synthesis and benefited mutually. 

The University of North Carolina, Chapel Hill 
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Figure I. lliazd and Picasso, La Maigre, 1952; from Pablo Picasso, The /1/ustrated Books, Catalogue Raisonne 
(Geneva: Patrick Cramer, 1983), 171, no. 63. 
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Figure 2. Picasso, la Maigre, cover 1952; from A. 
Horodisch, Picasso as a Book Artist, trans. I. Grafe 
(Cleveland: World Publishing Co., 1962), fig, 54. 

s·1LS Y P£UU(NT PARUE N I II. , l'A DUOUERAY ou·11.s MEIUHNT OE 

NlSNACiER LE$ T HR ESOIU , & LES FINAN CES, OU ROY. SANS DOU· 

TE VOUS ESTES CET INOIUIOU VAGUE, SI SOUUENT N OMM{ PA,_ 

US LOGICIUH . QUI N E SE Oil OE PER.SON N(. LES ENCHAI• 

NEUU Of PUCU N E VQUS Sf;AU kOIENT ATTACHU. OE LEUU 

Figure 3. lliazd and Picasso, la Maigre, p. 4, 1952; from A. 
Horodisch, Picasso as a Book Artist, trans. J. Grafe (Oeveland: 
World Publishing Co., 1962), fig. 53. 
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LA QUERELLE o·APELLES & DE PROTOGENES. CHUI QUI VOUS 

EUT APPLIQUEE ENTRE LEURS LIGNES. SANS OOUTE EN EUST EM. 

PORT£ LE PRIX QUE DONC CES 1\UARES & SU8TILS L.tSINEURS. 

QUI FONT PROFESSION OE PARTIR VN CHEUEU EN DEUX. FACEN T 

LE SEM8lABLE DE VOS TU PERSO NNE . IE LES (N DEFIE. QUE 

Figure 4. Iliazd and Picasso, la Maigre, p. 3, 1952; from A. Horodisch, Picasso as a 
Book Anist, trans. I. Grafe (Cleveland: World Publishing Co., 1962), fig. 53. 
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Figure 5. Picasso, Chevaux de Minui1, 1956; from Pablo Picasso, The Illustrated Books, Catalogue Roisonne 
(Geneva: Patrick Cramer, 1983), 195, no. 73. 
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E PARTIMOS OE LA INSOLA OE GROPIS t 

TOMAMOS CAM I NO CONTRA EL LE U'ANTE 

POR El MAR MEREOIANo' t fALLAMOS 

OTRA ISLA QUE DIZEN QU18LE ESTA ISLA 

QUYB LE ES YA EN El MAR MEREOIONAL 

Z ES POBLAOA DE GENTES NEGRO$ Z 

DEXAMOS LA A MAN OERECHA t TOMAMOS 

APRES OE LA RIBERA t PARES~IO VN 

MONTE MUY 'ALTO QUE DEZIAN ABBOCH Z 

FUEMOS ALLA t ERA TOOO POBLADO DE 

MUCHA$ GENTES Z NAS~IA OH VN RI O 

MUY GRANDE t ERA TIERA MUY ABONOADA 

t OE AQUY SE TORNO LA GALEA t YO 

flNQUE ALLI VN TIENPO Z OESPUES PARTY 

DE ALBOCH CON GENTES t fUY A OTRO 

MONTE QUE DIZEN LIRRY t NAS~IA DEL 

VN RIO QUE OIZEN ENALCO t PARTI 

DESTE MONTE QUE OI ZEN LIRRI t FU Y 

AL REYNAOO OE GOTONIE QUE TtE NE HUY 

GRANOES TIERA$ POBLADAS t YERMAS t 

EN ESTE REYNAOO GOTONIE SON VNOS 

MONTES MUCHO ALTOS QUE OIZ QUE NON 

SON OTROS TAN ALTOS EN EL MUNDO 

t OIZENLES LOS MONTES OE LA LUNA 

OTROS LES OIZEN LO S MONTES DEL ORO 

E NAS~EN OESTOS MONTES ~INCO RIOS 

LOS 11AYORES DEL MUN DO t VAN TOOOS 

CAER EN EL RIO DEL ORO t FAZE Y VN 

LAGO TAN GRANDE DE VEYNTE JORN ADAS 

EN LUENGO t DIEZ EN ANCHO t FAZE 

EN MEDIC VNA GRANO ISLA QUE DtZEN, 

PALOLA t ES POBLAOA DE GENTES 

NEGROS PtRO LA MAS DESTA TIERRA 

ES OESABtTADA POR LA MUY GRAND 

CALENTURA t POR QUE 

es TODA ARtNAS 

MUERTAS 

Figure 6. lliazd and Picasso, le Frere mendiant o libro def conocimiento, 1959; from A. Horodiscb, Picasso as a 
Book Artist, trans. I. Grafe (Oeveland: World Publishing Co., 1962), fig. 57. 
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Figure 7. Picasso, Le Frere mend/ant o libro de/ conocimiemo. 1959; from A. Horodisch, Picasso as a Book Artist, trans. I. 
Grafe (Cleveland: World Publishing Co., 1962), fig. 58. 
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