Ta BiAia Tn¢ Pwoikng lNpwTtotropiag

EuBuUc uoAic apyxiloupe va aoxoAOUUAOTE PE TNV MEYAAN AUTH KOAAITEXVIKN TTEPITTETEIO TTOU CUMBATIKA OVOUAJOUME «PWOIKA TTPWTOTTOPIO», OUVEIONTOTTOIOUUE OTI ATTO
TTOAU VWPIC BPIOKOPAOTE EVWTTIOV KAAAITEXVWYV TTOU OEV TTEPIOPICOVTAV O€ £vaV KAAAITEXVIKO XWPEO OAAQ ATTAWVAV TOUC TTEIPAMATIOMOUC TOUC Kal TIC OpaaTNPIOTNTES TOUC
o€ OAeC TIC TEXVEC. O1 TToINTEC daveilovTay IBIOTNTEC TTOU AVAKAV OTO XWPO TNS {wypagikng, OTTwWE AOyou xapn «n uen» (faktura), Trou givail KATI TTOU YiVETAI QVTIANTITO UE TO
UATI KAl TNV a@r), Gpa aviKeEl OTOV EIKAOTIKO XWEO, N «N METATOTTION» (Sdvig), Yia €vvola TTOU APXIOE va XpnaolJoTrolsital oTn Pwaoia aTtrd Toug KPITIKOUG TEXVNG OTIC APXEC
Tou 1910 yia va attodwaoel TNV OKOTTIUN TTAPANOPPWON TS AloBNTIKNG IC0PPOTTIAC TOU TTIVAKA TTOU ATAV £€va ATTO TA BACIKA XOPAKTNEIOTIKA TNS KUPBIOTIKNG {wypagIKnC.

O pouTtoupioThc AAecEl KpouTtoovix eypawe Ta BIBAia «H Aégn auth kaBeauTr» (Slovo kak Takovoe), 1913, «H Emotiun twv MeTaToTTiowyv oTOV pWOIKO OTiXO»
(Sdvigologia Russkogo Stikha), 1922, kai «H v} Tn¢ Aégne» (Faktura Slova), 1923 yia va atrodeicel o1 n Zwypaikn kai n lNoinon dev gival TEXVEC dIAPOPOTIOINMUEVEC.
O Kadipip MaAépite, n Natdhia 'kovioapoa, n BapBapa 2tetravofa, o BaoiAl Kavtivoki Eypawav troinon. O INaeN PiIAdvop aoxoAnobnke pe tn AoyoTtexvia.

O BAavTipyip Maylako@oki nrav mmoinTAS Kal {wypa@od. To idlo Ki N EAEva 'Koupo evw o0 ouvTpopocg TS MixanA Matiouolv aoxoANdBnke Pe TNV JOUCIKK, TN (WYPAPIKL, TO
0catpo. O1 pouTouploTEC KpouToovix Kal Baaihl KauEvoki ETTEKTEIVAV TIC OPACTNPIOTNTEC TOUC OTOV EIKAOTIKO XwpPo. O Maylako@okl, o POToevko, N 'E€TEp epyaocTnkav
oTov KivnuaTtoypago. O 2epykél AievoTalv TToTE Oev aTrapvnNOnke Tov TiTAO Tou dwypagpou. O 2oAopwyv NIkpiTiv ATav BeatpIikOC okNvoBETNC. AvTIAQUBavOouEVOC T
QATTOTEAECUATA TNC CUVEPYEIAC TWV TEXVWYV 0T 0ekacTia Tou 1910, o BaaoiAl KavTtivoki eypaye 10 1920 To yvwoTO OOKIMIO TOU JE TITAO «H JeyAAN ouToTTia» OTTOU AVAPEPEI
OTI opapaTifeTal TNV ONMIOUPYIKN EKEIVIN OTIYMN TTOU OAEC OI TEXVEC Ba yivouv pia, TNV £TTOXN TTOU Ba UTTAPXEI M1 aTTOAUTN oUvOeon Twv TEXVWYV. YTTIO auTO TO TTVEUUQ,
ouvTopa avadeixBnkav o€ Bacika oCUVOETIKA Epya TEXVNG T BIBAIO TwWV QOUTOUPIOTWV.

O1 0U0 ekdOOE€IC Tou Sadok Sudei (Adkavo Twv AIKAOTWV) ATTOTEAECQAV TO EQAATHPIO YIa TN OPACTNPIOTNTA TNC ONAdAC « Y AQiO» TTOU OTN CUVEXEIQ, ME TNV KUKAOPOpPIa TNG
avBoAoyiag — yavipeoTou «XaOoTOUKI 0TO Kolvo ['ouoTo», ApXIOE va XPNOIUOTIOIEI TOV XapaKTNPIoNO «budetliane» (ecopevioTEC), Evav OPO TTOU ETTIVONCE O XAEUTTVIKO®
ATTO TOV MEAAOVTO TOU PAMATOC «Eipai». TEAIKA atro 10 1913 kal 010 €€NC ATTOPACIOAV VA UIOBETOOUV ETTIOCNUA VIO TOV €AUTO TOUG TNV OVOUAOIia «(pOUTOUPIOTECY TTOU
TOUGC TTPOO0E0IOE 0 TUTTOC KAl OI KPITIKOI BEwpwvTag OTI EKTTPOCWTTOUV TNV PWOIKI €KOOXI TOU ITOAIKOU (POUTOUPIOUOU, KATI TTOU Ol idI0oI TTOTE OEV ATTOOEXONKAV.

Ta @ouTtouploTIKG BIBAIA, Eva HEYAAO KEPAAQIO TS «PWOIKAC TTPWTOTTOPIAC» EKOIOOVTAI JE KURBIOTIKN KAl TTRIMITIBIOTIKNA €IKOVOYPA®NON, E TUTTOYPAPIKOUC TTEIPAMATIOMOUC
KAl Xpron «utrEpAoync» TroiNTIKNG YAWOOOAG, YEYOVOC TTOU ATTOTEAEI Eva AKOUN OEiyua TwWV TTPOBECEWY TWV KAAAITEXVWY TNC TTPWTOTTOPIAC VIO oUVOECN TWV TEXVWYV KAl
PICIKN AVAMOPPWON TWV KWOIKWY avatTtapadoTaong Kal ETTIKOIVWVIOC JE TO KOIVO TOUC.

H ouada Twv KUBO@OUTOUPIOTWY, OTNV EvaoXOAnon TNG yia avadntnon VEWV HOPPWYV YIA TIC TEXVEC, TTAVTPEWE ATTO TNV TTPWTN OTIVHN, PUOIKA KAl afiacTa TNV TT0in0on
UE TIC EIKAOTIKEC TEXVEC. O QUOIKOC YOVOC AUTNC TNG Evwaong Nrav 1o BIBAIO.

Me BewpnTIKO BepeAIWTA TOV apXITEKTOVA AAECEI [ KOV Kal Baaiko epapuooTh TovAAeCavTp POToevKo (0 0TT0iI0C DNAWVE «KaTAOKEUAOTAGCY (konstruktor) kai Ox1 «KAANITEXVNC»)
aAAG kail Tnv BapBapa Zrerravof3a, tnv Alouutrof3 NomréRa, tov EA Aigitokl, Tov 'kouoTa KAoUTOIC K.a. apxilel atro TIC apXEC TNG dekaeTiag Tou 1920 n epapuoyn Tou
«KOVOTPOUKTIBIoMOU» oTnVv aloBnTIkA Tou PBIBAiou. Auté onuatodoTei yia TN Pwaia tnv €€EAIcn TOU KAAAITEXVIKOU OXEDQIQOMOU O€ BIOUNXAVIKO OXEDIQOUO PE TNV £vvoIa
OTI TO EVTUTTO UAIKO TTAUEI VA €ival TO «KAAANITEXVIKO» TWV PIKPWYV TIPAC Kal YiVETAI OTTAO JACIKNC TTapaywynS. Ta KOVOTPOUKTIBIOTIKA EVTUTTA ETTAVAQPEPOUV TNV ICOPPOTTI
KEIMEVOU — EIKOVOC OTO BIPAIO KOI JETAPEPOUV OTNV EIKOVA TNV OUVAUIKI TOU APXITEKTOVIKOU OXEQIQOMOU.

Mapia ToavrodavoyAou

Russian Avant-Garde Books

As soon as we begin to get acquainted with the great artistic adventure known as the ‘Russian Avant-garde’, we become aware that the involved artists did not confine
themselves to one field but extended their activities and experimentation into all the arts. Poets borrowed properties associated with painting, such as texture (faktura),
something perceived with the eye and sense of touch, and therefore traditionally part of the visual arts, or shift (sdvig), a concept which began to be used by art critics
In the second decade of the 20th century to describe the deliberate distortion of aesthetic balance that was one of the main features of Cubist painting.

The futurist Aleksei Kruchenykh wrote the books “The word as such” (Slovo kak Takovoe), 1913, “The Science of Shift (or “Shiftology”) in Russian verse”
(Sdvigologia Russkogo Stikha), 1922, and “The texture of the Word” (Faktura Slova), 1923, to demonstrate that painting and poetry are not separate arts.
Kazimir Malevich, Natalia Goncharova, Varvara Stepanova and Wassily Kandinsky - all wrote poetry. Pavel Filonov produced literary work. Viadimir Maiakovskii was a
poet and painter, as was Yelena Guro, while her companion Mikhail Matyushin worked in music, painting and the theatre. The futurists Kruchenykh and Vassilii Kamenskii
extended their activities into the visual arts. Maiakovskii, Rodchenko and Ekster worked in cinema. Sergei Eisenstein was happy to be described as a painter. Solomon
Nikritin was a theatre director. Appreciating the results of this synergy of the arts in the second decade of the century, Wassily Kandinsky wrote in 1920 his well-known
essay “The Great Utopia”, in which he speaks of his vision of the creative moment when all the arts will become one, the era when a complete synthesis of the arts will
be achieved. In the same spirit, the books of the futurists were soon to become key synthetic works of art.

The two editions of “Sadok Sudei” (A Trap for Judges) represented the starting point of the activities of the Hylaea group, which went on to publish the anthology and
manifesto “A slap in the face for public taste” and began to describe themselves as budetliane (futurists), a term invented by Khlebnikov from the future tense of the verb
to be’. Finally, in 1913 they decided to accept, officially, the name ‘futurists’, bestowed on them by the press and critics in the belief that they represented the Russian
version of Italian Futurism — a view that the artists themselves never accepted.

Futurist books, which featured prominently in the Russian avant-garde, were published with cubist and primitivist illustrations, with typographic experimentation and the
use of a ‘transrational’ (zaum) poetic language. They are another example of the desire of the artists of the avant-garde to create a synthesis of the arts, to achieve a
radical reformation of the codes of representation and communication with their audience. In their pursuit of new art forms, the cubo-futurists lost no time in bringing
together poetry and the visual arts, and managed to do so in a manner that seemed natural and unforced. The natural offspring of this union was the book.

In the early 1920s the architect Aleksei Gan and the artist Aleksandr Rodchenko (who presented himself as “constructor” rather than “artist”), along with such artists
as Varvara Stepanova, Liubov Popova, El Lissitzky, Gustav Klucis and others, started to implement “constructivism” in book design. This marks the evolution of artistic

design into industrial design in the sense that the printed material is not anymore the «livre d “artiste» with

Limited number of copies but becomes a weapon of mass production. The constructivist forms restore the balance between text and image and transfer to the image
the dynamics of architectural design

Maria Tsantsanoglou



