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EBPENICHLKE MUCTEILITBO I YKPATHCHKIUM KOHTEKCT.
Y PYCJII €EBPOITEVICBKIIX HOBAIIIN

HenTp cxomosnasctBa XJAJIM npencrasise yeTBepTuil Bunmyck «Cxono-
3HABYMX CTY/Jiil» — CIleljia/IbHOro BuJaHHA «BicHMka XapKiBCbKOI iep>KaBHOI
akafieMil gusaiiny i mucrenTs». lle [pyra yacTuHa akafeMiqYHOTO BU/IaBHUYO-
IO IPOEKTY «EBpeficbKe MICTELTBO i YKPalHChKMIT KOHTEKCT», SIKMII 00’ €fHAB
moCMigHUKIB apT-tofjaiku 3 Ykpainu, Pocii, I[Tonbmi, JIutsu, I3painio, CIIA i
Kanamn.

Januit TOM IPUCBAYEHNI «iHIIiJ JOPO3i» €BPEICBKOrO MUCTELTBA, AKa, Ha
BifiMiHY Bif cpOPMOBaHOI TPaANIIiiiHOI XYTO>KHBOI KY/IBTYPH Bea, 3aXO0IIII0Ba-
7a, iHOJ1 3aBOAIMIIA B TITYXUiT KyT a60 BUBOJWIIA IO CBITOBMX JOCATHEHb Y MOIIY-
KaX CBOTO «HAaI[iOHaJIbHOrO» TBOpYOro 1ysixy. Heocrmabuuit HaykoBumit iHTepec
10 CTAHOBJ/IEHHA «CBiTCHKOIO» €BPENICHKOr0 MUCTETBA HE3MiHHO NpUBEPTaB
yBary JOC/IHUKIB 10 YKpainu. [i semyti 6y 611arofaTHUM IPYHTOM, Ha AKOMY
He JIlle pO3KBITIM TpaauLiiiHi GopmMy MUCTELTBa, aje I 3iiiuumm iHmi mapo-
CTKM, 1110 HaJla/IM 11 CTaTyCy OJHI€l 3 aJIbMa-MaTep €BPEICbKOIO MOJEPHI3MY.

Cexynapusaliis €BpeificbKOro MIUCTEITBA i BUXifl €BpeliCbKoi TeMU y Ipo-
CTip €BPOIEICHKOL KYIBTYPH, 00pasy €BPefiCbKOTO CBITY Y TBOPYOCTi HEEB-
PeiCbKMX MaJCTPiB, HaljiOHAJIbHI TEMM B TBOPaX €BPENChKUX XY O>KHUKIB,
TaK CaMo sIK i «yHiBepcaIbHi» TeMU XYLOXXHUKIB-€BPeIB, sIKi TepeOyBan mosa
HalliOHaZIbHMM KOHTEKCTOM CTa/Ii OKPEMOIO 1]apMHOI0 €BPEIICHKOTO XY/ 0XK-
HbOTO JKUTTA, AKa [T0Yaja CTPiMKO posBuBaTuca 3 cepepunu XIX cromrra.
Xoua I1e MUCTELTBO TAaKOX 3BEPTANOCS 4O TPajuiliit i 06pasiB eBpericbKoro
CBITY, 3BiKM BOHO dYepIasio 06pa3oTBOPYi MOTUBM, TUIIAXI, CUMBOJIKY, aje
BOHO BXKe BMpIlIyBajo CBOI BIIACHi 3aBJjaHHA. BoHN He cTOoCyBammcs obcy-
TOBYBAaHHA KOJIa TPaJIMLifIHOTO )KUTTs, a CTABA/I! 3aTa/IbHOI0 TBOPYOIO MOTH-
BaI[i€10, POMA/ITHCHKOIO TIO3UIIIER0, 3aC060M camoigeHTHdiKaLlii €BpeiiChKUX
XynoxHMKiB. @opmasbHi 3ac061 MUCTelITBa i Hal[ioHa/IbHI 00pasy yABIAIN-
cA IHCTPYMEHTOM BiJIbHOTO BUPA)K€HHS CBITOBIZYYTTs, TPMBOT i Hafill €B-
PeMChbKMX XY[NOXKHUKIB, AKi XMJIM MUCTELTBOM i HeC/IM CBOI HalliOHaJbHI 11
YHiBepCcabHi iflel 1o EBPOIIEICbKOTO CBITY.

HocTyn 1o akazeMidyHOI XyJOXKHbBOI OCBiTH, @ TAKOXX MOJEPHisallisd caMo-
IO €BPEIICHKOTO XUTTSA JJO3BOIMUIN XYJLOXXKHUKAM-EBPESAM HMIMPOKO MOITIAHYTH
Ha CBOE MUHYIIe i MaitbyTHE, chopmyBaTu GadeHHsI CBOEI HalllOHAMIBHOI icTO-
pii i Bio6paxkaTy i1Oro B XyHOXKHIX TBOPaX y BIAMIOBIZHOCTI KO KYIBTYPHUX
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MapajurM TOTO 4acy B paMKax MaHyHOYMX XYHOXKHIX cTumi. PagukanbHi co-
L[iaIbHO-TIOMITUYHI 3MiHM B €BpPONENCbKOMY >KMUTTI MepIInX AecATUIiTh XX
CTOJITTS, TPariyHi 101 €BpeiB Ha YKPAIHChKUX 3€MJIAX, a TAKOX PEBOIIOLINHI
cycninbHi TpaHchopManil JOKOPiHHO 3MIHMIN i CYTHICTD €BPEICBKOrO MUCTe-
ITBa. 3 MOOYTOINMCEMHMIIBKOI TpafuLil «B’sI3HiB reTTO» BOHO BUPBAJIOCA Ha
PeBOMIOLIIHNII TPOCTIp aBaHrapAy i KOHIENIii TBOPEHHA «HOBOTO €Bpesi». Y
paMKax Iapagurmy, mo cpopmyBanacs, KaKydiu B YHICOH iffeonmoraM KUiBCbKO-
ro eBpeticbKoro o6’ emHanHA «Kynbryp-Jlirm» Pubaxa i ApoHcoHa — eBpei Bke
He Oaxxamu MiMikpyBaTy i «6paTi» 3i CBiTOBOTrO MMUCTEIITBA, @ BOJII/IV BHECTI B
HbOTO CBiil XY/I0>KHiil BK/IaJ, CBiil CBIXKIIT Hal[ioHaIbHUI CTpyMiHb. [TnacTnyna
MOBa IIEpEMOIJIa TEMAaTU4YHI PaMKU i CTaja IpeiMeTOM CaMOCTIIHOTO i CaMo-
JOCTaTHBOTO 3aC00y BUPaXXEHHs PiSHMX, B TOMY YMCI i Hal[ioHaJbHUX ifeit
TBOPYOCTI.

BuricHeHHs HalioHa/TbHOI KOHIIEMIIil MICTEIITBA K/IACOBOIO i/IE0JIOTi€X0, €B-
ponericbkuit [010KOCT, a mi3Hillle aHTMCEMITCbKUI peXXUM IPaKTUYHO BUKpPec-
TIUJIN €BPENICHKY TEMY 3 MUCTEbKOro XUTTsA. HesanexxHicTp Ykpainu Ta gemo-
Kparusallis CyCIIiIbCTBa 3HOBY IIOBEPHYIIN L0 chepy B Y>KUTOK HalliOHATbHOI
KY/IbTYPU, IPUBEPHYIN YBAr'y XyJOXKHUKIB, YACTMHA AKMX 3a/IMILN/IACH IIPAL0-
BaT! B YKpaiHi, a iHIma — pos’ixasmacs o BCbOMY CBITY...

CraHOB/IEHHA €BPENICHKOTO HalliOHaJIbHOTO MUCTENTBA B IepuIi /1Ba flecA-
Tupiuda XX CTOMTTA Ha YKPaiHCBKMX 3eM/IAX MEPeXUBAE Ti XK MPOIECH, 0
i mucrenTBO ykpaincoke. Bimkpusae 36ipky crarra Bitu Cycak, B skiit aBTop
IIOPiBHIOE IIJXOAM O CTBOPEHHS HAlliOHAJIbHUX CTUIIB B YKPAiHCbKOMY i €B-
pericbKoMy MUCTeNTBi nepiioi yBepTi XX CT., BifI3Ha4a€e CXOXKICTB ifieit, mKepen
i XypmoxXHix MeToziB. Ipuna 3eMIi0Ba aHali3ye BIUIMB €BPENICHKOI TiTepaTypy Ta
¢donbkIopy Ha 06pa3Hy MOBY €BpelicbKoro MucTenTsa nodarky XX cr. Hosuit
morysiy, Ha Bifgomi imoctpanii Enst Jincunpkoro go «Xaj Tagpi» («Kozouxm»)
meMoHcTpye Matepian Jleoniza Kamica. ITopiBHroroun pisHi BapiaHT! 1I1bOTO 1IM-
KJIy, aBTOP CTATTi 6auuTh B HUX eCXaTONIOTiYHe TIOCY/IaHHA Bifl HaJiill >)KOBTHEBOI
peBomoLii 0 KpMBaBUX i COljiaIbHUX MOTPACIHD €BpelicbKoro cBitTy. [Ipumir-
HO, 110 11 ineiHi TpaHcdopMaii BUpaXKal0ThCA PISHUMIU CTUISMIU MOJIEPHI3MY.

Te, 110 MUCTELTBY 1IbOTO Yacy OyB IpUTaMaHHUI TOCTPUIL i IIBUIKOIUIVH-
HUI iHTepec XYMOXKHUKIB /10 MOJEPHICTCHKMX €BPOIENCHKUX TeYiil, 4y/l0BO
nokasye npukiaaf Mapka Enmreiina. B iboMy BUITYCKy MM IPUCBAYYEMO XY-
JOXXHUKY JIBa MaTepiaiy — IIPO JI0r0 XKUTTSA i TBOPYICTh, a TAKOX IIPO BUCTAB-
Ky Jioro po6it, KoTpa BIeplie, 4yepe3 60 pokiB, BifKpuia MMPOKOMY IVLAfiadeBi
1jporo ByujarHoro Maiicrpa. Po6ora Cepris Ilanery, ogHOro 3 roJoBHKX Iiep-
mosigkpyusavis M. Enmureiina, npencrasise TBopuy 6iorpadio MuTus Kpish
JIOTO CKIAJHMII )XUTTEBUI 1IJIAX, [ie ACKpaBa «JIiBM3Ha» TBOPYOCTI 3MiHIOETbCA
peanisMOM IIaHYHYOro CTU/IK0 PajIIHCHKOI €IIOXM, a KOJNNCh K/II04Y0Ba PO/ib B
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€BPEIICBKOMY XYIOXKHBOMY pyci — 6esBicTIo i 3a6yTTAM. ¥ Takuii ke po3psp
«Memoriam» MoxxHa 6e3 CyMHiBy BiffHecTH i crarTiO i3painbcbkoro gocmin-
Huka Jleci BoiickyH mpo [jonio yHiKanbHOI TIOAVHY, MelleHaTa i HaTXHeHHUKa
ofecbKux MoiepHicTiB fIkoBa Ilepemena. Busesena Hum y 1919 poni xonekiis
pobir ToBapucTBa He3ameXHNX XYLOKHIKIB — «OfjeCbKUX HapyKaH» Oyya am-
BOM 30epexxeHa Ta BiKpuTa Iy CBITOBOI IPOMafICbKOCTI aBTOpOM Iii€i cTaTTi
B 2006 p. B Ispaini.

HacTynni MaTepianm Tako>X IpuUCBAYEHi nepcoHaniAM. Yepes HUX BifKpu-
BAIOTHCA Pi3HI LIAXM PO3BUTKY €BPEICHKOIO MUCTELITBA Ta TBOPYOCTI XYHOXK-
HUKiB-€BpeiB npotarom ycooro XX ct1. Tak, Binma Ipaninckaiite npencrasise
rpaciky Aprypa KonmpHuka — jtoro imocrpanii (keunorpadgii) no ipimricrebkmx
IVCbMEHHMKIB 3 (poHAiB [lep>XaBHOTO €BpeiicbKoro Mysero iM. Binencbko-
ro laona y BinpHioci. JIBi CTaTTi NONbCHKUX JJOCTIJHUKIB PO3NOBifal0Th IPO
TBOPUYICTb €BPENICHKUX XYLOKHYKIB, HEPO3PUBHO 10B’A3aHuX 3 [Tosbineto, ane
TIOXO/PKEHHAM 3 CyJacHoi Ykpainn. Pobora Bifomoro BueHoro €xn ManmHoB-
CbKOTO, TIpesusienTa IIombchbKOro TOBapMCcTBa CXiIHOTO MUCTENTBA, BiIKpu-
Ba€ YUTa4aM TBOPYICTb OFHOTO 3 ACKPaBUX NpeCTaBHUKIB [lapusbKoi mKomm
Moaxima Baituraprena, pojom 3 Jlporo6uya. B 1ipomy matepiari, sk i B Hu3Ii
HACTYIHUX, BUJHO, 10 XY[JOXXHUKIB-€BPEIB XBU/IOE HE TiIbKM HALLiOHAIbHO
Opi€HTOBaHa TBOPYICTb, a I IJITACTUYHI €eKCIIEPUMMEHTH B LIAPVHI «4MCTOTO MIC-
TelTBa», TOOTO MepeBara TOro 4i IiHIIOTO LUIAXY ab0 [O’€THAHHA CTA€ IXHIM
inmBigyanpuum Bu6opom. Iuumit maiictep, Vionam Illtepn, 3 Isano-®pan-
KiBIIMHY, AK XYJOXKHUK chopMyBaBcsa y Kpakosi, mpoilioBuy dyepes3 ropHuU-
JI0 JJOBOEHHOTO €BPOIIENICHKOTO aBAHTAP/Yy, ajie IIC/A BillHM IPUCBATUAB CBOIO
TBOpuUicTh TeMi Tonokocry. Ha nymxy Marganenn Yemnak-3enincbKoi, aBTopa
CTaTTi IPO XYHOXKHUKA, BiH CTaB OJHIEI0 3 KMOYOBUX (iryp, 110 BIVIMHYIU Ha
Cy4acHe II0/IbCbKe MUCTELTBO.

Crarta borganu IlingeBckoi feMOHCTPYeE MifXifl O KHMKKOBOI imocTpariii
BiJJlOMOI /IbBiBCHKOI Tpynu «ApTec» Ha MpUKIaji MamoHKiB Tenpuka Crpenra
(Mapxka Brogapcpkoro) o nposu Iebopu @orenp. Y marepiani lanunu Dnem-
6011bKO01 3HOBY 3BOUTHCS IPOOIIeMa YHIBepCaIbHOTO Ta HalliOHA/IBHOTO B MIIC-
TELTBI, Tellep BXe Ha IPUK/Iafi nbBiBcbKoro xmBomycs Epao Epba, sckpaBoro
IIpefCTaBHMKA TaIUIIbKOI INKO/N. | 3HOBY MU 3B€pTaeMOCA ;O TeMU IIEpCOHAb-
HOTO BUOOPY XyOXHMKIB, OKpEeMUX CIKeTiB i cTopiH ixHboi TBOpyocTi. Illax
B MucTenTBi 3uHOBiA TonkadoBa OyB He TiIMIbKYU CBiYeHHAM JIOTO ACKPAaBOrO
TaJIAHTY AK MOHyMeHTaJIiCTa, )XMBOIMCL Ta rpadika. OgHouacHo e 6yB Ha-
pocTaouuil iHTepec 40 €BpeiichbKol TeMu — IiiKaBUii, aje, MabyTb, YHIKa/Ib-
HUII IPUK/IAZ /I PafAHCbKUX XYNOXXHUKIB-€BPEIB, sAKi HaBIAKM, IOYMHAIMN
3 eBpeiicbKux TeM y 1910-i — 1920-i pp., a MOTIM Iifi 3arabHUM IIPECUHIOM
CKOYYBaJIMCSA Ha 3arajibHOCOIiamicTuyHi peiiku. bescymuiBHo, Tema [omoxocTy
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CTasa A Xy[0’)KHUKA IIOBOPOTHOO B 11ilt ranysi. ITpore, me B 1930-x pp. Bin
3BEPTAETHCA IO EBPENICHKIUX NMCbMEHHUKIB, 1 LI JIiHis TBOPYOCTI IOCUTIOETHCA
y nmicnsaBoenHi poxn. Imroctpaunii 3. Tonkauoa 1o eBperichbKoi iTepaTypu cTanm
npenMeToM posrnany [anuun CxnsApenko.

30BCiM MO-iHIIOMY BUTIAAIOTh HA LIbOMY TIi KaMepHi JipuM4Hi akBapei
XapKiBcbKoro xymoxxHmka Moiicess branka, sikuit OyB fazmekmit siK Bif Haiio-
HaJIbHUX MOTMBIB, TaK i BICOKOTO TpOMajssHCbKOro madocy. PasoM 3 Tum, xy-
JIOXKHUK TOHKO BidyBaB MPUpOJY i MaTepian cBoei TBopyocTi. Vioro TBopuiit
6iorpadii Ta BUTOHYEHOMY aBTOPCHKOMY CTWJIIO, TICHO IIOB’I3aHOMY 3 XapKiB-
CBHKOIO IIKOJIOI0 aKBAPENiCTiB, IpucBAYeHa cTaTTA BanenTnnn Hemijopoi. 3a-
Bepiuye 1eit posznin Oner KoBasp, siKuit CUMBOMIYHO 301/bIIye MacIITad HAIIOL
PO3MOBM IIPO €BPENICbKE MUCTELTBO. ABTOP MipKye PO B3a€EMOJII0 i CMHTE3
Bi3ya/IbHOTO Ta Bep6aTbHOTO B MUCTELITBI, B JAHOMY BUIIAJIKY €BPEIICBKOMY, Ha
IPUKIIaJi TBOPYOCTI BUAATHOTO abCTPaKTHOrO eKcrpecionicta bapuerra Hplo-
Me€Ha i J10r0 Cy4acHUX IIOC/Ii/JOBHMKIB.

VY posgini «Varia» My mpefcTaBUAN HU3KY MaTepiasiB Mpo KO0 i TBOp-
YiCTh Cy4aCHMX €BPeNiCbKUX XYHTOKHUKIB, HAPUCH, IHTEPB'10, PO3TYMMU IIPO
npobrmeMy Ta MEPCIEKTUBY PO3BUTKY apT-fofaiku i ¢opmu ii pempeseH-
Tanii. ¥ cBOiX eTiofjax-MopTpeTax €BpeiicbKuX XyAokHUKiB Kmepa Onbra
[TeTpoBa BuCBiYye 0COOUCTICHI MOTMBY i XyZOXKHI MOWIYKY TPbOX BiZTOMUX
KMiBCbKMX XKMBonucuis. Ilepen Hamu nocraioTh 304 JlepmaH 3 ii TOHKUM
CBITOM JIipMYHUX i JPAaMaTUYHUX IEPEXUBaAHD, IIOTY>KHA EKCIIPeCid KOIbOo-
py i dopmu JIro6oBi Pamomopr Ta memmuraTuBHI ¢inocodcbki HOKTIOpHU
Marsis Baitc6epra. Ha 11i 1jiei mesigy BxKe KTaCMYHMUX XYHOXKHIUKIB 30BCiM
IHINMM CIIPUIIMAETbCA CYyYacHMII dYepKacbKUI KoHLenTyanicT Onekcanpap
HyBiHcbKMit 3i cBoiMu opmHoAgyMmuAMuU. Emarak, caMoipoHis i «eneraHTHa»
rpa 3 IIAALBKMM HEPBOM CKIAQJHUM, Malke HEBJTOBMMMM 3B 3KOM Iepe-
IUIITAlOThCA 3 JIOrO YABJIEHHAMM IIPO €BPEIIChKY ileHTUYHICTD Ta II BUpas y
MucrenTsi. Posmosa Onbru ImagyH 3 Xylo>KHUKOM i MipKyBaHHS pasoM 3i
if koneroro OkcaHolo IIyIIOHKOBOIO NPO JI0TO TBOPYICTD 3a4iNalOTh CKIA/HI
i monemiuHi muTaHHA o6pasHoi iHTepIpeTalil «eBpeiicbKOro 6araxy», sk,
BTiM, i iHIIi Mpo61eMu cy4acHMX apT-aKIiii.

HacTymnHuit 670K IPUCBIYEHNIT €BPEVICBKUM XYLOXKHIKAM-eMirpaHTaM.
€Bpeiticbka pedrexcis — MabyTh, HalOIIBII TOYHE CIOBO, 10 XapaKTepu-
3ye ixHio TBOpUicTh. OfHAK JOCBIf 1€l B KOXXHOTO CBiil. Ispainbcbkuit Tea-
Tpo3HaBellb 3/1aTa 3apelbKa MiIKpecIoe, 1o Tepoii ii posnosini Muxaiino
TacinoBcpkuit, XyJOXKHUK TeaTpy i KiHo, came micna pemnaTpianii B Ispainb
BiflYyB NMOAMX «BJIACHOI» icTOpuM4YHOI baTbKiBIIMHMU, a I0TO 3BEpHEHH:A MO
TeMu €pycanumy BiIKpuao A1 HbOTO HEeBMYEPIHMII i BCEOCSKHUII CBIT
TBOPYOCTI.
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Cepriit ITanera aHamisye TBOpuMii MIZIAX KOMMIIHbOTO KMAHMHA Muxarina
[nerisepa, 110 3000yB MIOMY/IAPHICTD Ife B PAfsSHCbKI POKM, @ HUHI YCIIIIHOTO
aMepUKaHCbKOTO Xy[IOKHMKA. VIOoro )MBOINMCHI CBiTH CIOBHeHi Mipuku i exc-
IIPeCUBHUX ITACTMYHUX Aedopmaniit. OfHa 3 IPOBIKHNUX, X04Ya i He €fuHA B
TBOPYOCTI, €BpeJiCbKa TeMa 3BepHeHa [0 00pasiB eBpeiicbKoi Tpaguiii, Xxacuy-
CbKOI IJIACTYKI Ta IX MICTMYHOTO CBiTOBIZYYTTA. [HTepB’I0 3 iHIINMM €BPEICHKIM
XyIO)KHIKOM, HapOfl)KeHNM B YKpaiHi AHToHOM CKOpy6chKkuM-KaHmiHCbKIM 3
Hpto-Vopka (marepian €srena Kotspa), nokasye 1ije ofi1H IPUK/IA] TBOPYOTO
LUIAXY JIIOSUHU, 5K JOBENOCA 3HOBY YTBEPI)KYBaTNCA B HOBIll peanbHOCTI.
[MpuayMaHuit HUM «IKeMi3M», TAEMHIY] «0/IaroCc/IOBeHH: pebe» Ta Koau ofiai-
K, 1110 IIPOHMU3YIOTh BCIO TBOPYiCTh, CUMBOJIIYHUI CIOppeaisM, CIPSMOBAHNIA
Ha pelpeseHTalil0 «CIW, 10 IPaBJIATh CBITOM» — BCe Iie MOCTiIOBHI cripobn
copMyBaTH BTaCHY TBOPYY HIillly i JOCAITH YCIiXy Ha Cy9aCHOMY apT-pHMHKY.

3aBepiuye 1ieit po3zin akryanbuuit Matepian Aunu Cycax (JIbBiB) mpo mpo-
€KT BaplIaBcbKoro Mysero icTopii onbChbKUX €BpeiB — nmopTan «BipTyanbHnit
mreTa». Ha poMy nmpukiazii aBTop II0Kasye posb BCeCBiTHbOI Mepexi InTep-
HET Y CTBOpPeHHI 1 QYHKIIIOHYBaHH] HOCTIAHNUX i HABYA/IPHUX IPOEKTIB y cdepi
I0fIaiKM, IO JO3BOJIAIOTH CHOPMYBATHU MIMPOKY, HIPU3HAYEHY I KOPUCTyBava
AYAUTOPIIO 31 3BOPOTHMM 3B’13KOM. Lleil IpoeKT 0coOMMBO aKTyanbHuUI ¥ CBIT-
i HeOOXiHOCTI CTBOPEHHSI aHA/IOTIYHOTO MOPTAIY 3 EBPEICHKOI CIIAAIHA
Ykpainn Ta ii BipTyanbHoi Myseedikanii. Takox cif migKpecInTy, 10 BUBYEH-
HA YMCIEHHMX iHTEPHET-IIPOEKTIB i IIOPTaIiB, 110 IPECTaB/AITb €BPENChKI
iHcTUTYLII, reHeasnoriuHi caitti, poTOKOMEKLil Ta pisSHOMaHITHI €BpeichbKi ¢o-
PYMM 3aCTTyTOBY€E OKPEMOTO PO3IJIALY Ta aHAJIi3y.

Y 11bOMY BUITYCKY MU BIIepliie BBOTUMO PyOPUKY XPOHIKM HAYKOBOTO Ta Xy-
JOXXHBOTO XXUTTSI — «Annales». Bona BICBiT/II0€ HayKOBi pOpyMu OCTaHHIX po-
KiB B YKpaiHi Ta 3a KOp/JOHaMI1, SIKi OY/IM IPUCBAYEH] €BPEICBKOMY MIUCTEIITBY,
30epeXXeHHIO Ta pellpe3eHTallil €BPeiChbKOl CIAAIIMHY, TBOPYMM eKCIIeIMIiAM
CMYTOI0 €BPENICHKOI OCIOCTI, XY/JO>KHIM IIPOEKTaM, BUCTAaBKaM Ta iHIIMM MiX-
HAapOJHUM CUMIIO3iyMaM, fie Oy/IM IpeficTaBIeHi MaTepialy 3 apT-I0faiKiL.

[TigTpumyloun Tpaauiiioo nonepegHix BUMYCKiB, MU BKITI0YAEMO KHIKKOBI
OITIAAY Ta pelleHsil Ha BITYMSHsHI Ta 3apyODKHI BUJAHHA 3 I0JAiKM, a TAKOXK
MOJaHHs NPOBITHMUX MUCTELTBOSHABYMX JKYPHA/liB 3 €BPEICHKOr0 MMUCTELTBA
Ta OKpeMMX )XYPHA/IbHMX BU/IaHb, AKi BUCBIT/IIOIOTD III0 Ta/ly3b.

Mu py»xe BAA4HI KoneraM 3 LleHTpy cXof03HaBCTBa, YKpaiHCbKUM, POCiii-
CbKMM 1 3apyODKHMM JOCTIfHMKAM 3a CIIBIIPALI0 ¥ MiATOTOBILI IIbOTO BUIYC-
Ky. Bucnosmoemo mupy nopsxy Enen Poxnin (Epycannm) i Biti Cycax (JIbBiB)
— 3a IIepeKIafy OKPEeMIX CTaTell i MaTepianiB 36ipHuka, Onery Kosanro, Koc-
TanTHHy Bonpmapio (Xapkis) Ta Ipuropito Kotnsapy (Heio-Viopk) — 3a HaykoBe
Ta OpraHisaliiiHe CIIPUAHHA BUXO[Y Y CBiT HAlLIOTO BUJAHHA.
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Bpaxxaemo, 110 Ije KOEeKTUBHE NOCTiPKEHH BaXK/IMBe He TilbKM JJId Yep-
roBOi KOHCTATallii caMOro iCHyBaHHSA €BpeiicbKoro MucTenrna. lle cBigueHHA
jtoro rboKoi iHTerpalii B XyZ0OXKHi, COLianbHO-KY/IBTYPHi i, B LjiomMy, 1uBi-
nisaniifHi mpolecu Cy4acHOro CyCHinbcTBa. BificyTHiCTD mepkaBHOI TepuTOpii
€BpeiB B MUHYIOMY 3p061/Ia MUCTEI[TBO I[bOTO HAPOAY B 6araTbox ceHcax 6es-
MexHNM. OHOYacHO i cama YKpaiHa, [ie BUHMKIIO 1ie MUCTETBO, 3BiIKil BOHO
peTpaHCIIBAIOCA i KyAM 3HOBY 3BepPTANOCs 3a CIoXXeTaMy 1 o6pasamu, crana
OZHI€I0 3 BXK/IMBUX TOYOK CBITOBOI €BPEICHKOI IIaM ATi.

XynoxxHi mracTu 1iei mam’sati, kaxyuu cmosamu Ilasma YKonrocbkoro,
BUJATHOTO YKPaiHCHKOTO MMCTEITBO3HABIA i JOCTiTHMKA €BPENICHKOIO MIAC-
TELTBa, CBOEPifHa «umbra vitae» — «TiHb )XUTTs» 1 TBOPLIB. AJle BUXOISIYN
Ha CBIT/IO B LIMPOKMII HAYKOBUIL i CYCIiIbHMIT 06ir, BOHA IIOCTYIIOBO II€PETBO-
PIOETHCSA HA «carmen vitae» — IIiCHIO JIOTO KUTTs, B IKOMY BiJ4yBalOTbCs He
TiZIbKYM €BpeNiChbKi, ae i yKpaiHChbKi, i 3arambHOeBpomericbki iHToHamii. I meit
[iasIor Ky/IbTyp He TiMbKM 3BepHEHNIT Y MUHYIIE, a i YTBepKy€e MaiiOyTHI Mo-
iesli «CBOTO» i «9y>KOT0», HalliOHa/IbHOTO Ta YHiBepCa/bHOTO, IKMM Ha/leXUTh
3HaTH cebe 1 yTBEpAUTICS B €NIOXY PYIHYBaHHS KOPHOHIB 1 BCeCBITHBOI I7I0-
6amisanii.

€e2en Komnsap

PRAEFATIO

Foreword

JEWISH ART AND THE UKRAINIAN CONTEXT:
WITHIN THE STREAM OF EUROPEAN MODERNITY

The Center for Eastern Studies at the Kharkiv State Academy of Design and Arts
(KSADA) is pleased to introduce the Fourth Volume of Eastern Studies, a special
issue of the Bulletin of the Kharkiv State Academy of Design and Arts. This is the
second part of the research and academic publishing project titled “Jewish Art and
the Ukrainian Context,” which has brought together researchers of Jewish Art from
Ukraine, Russia, Poland, Lithuania, Israel, the US, and Canada.

The present volume is devoted to the “alternative route” taken by Jewish art. This
is the road which, by contrast with art cultural traditions developed at earlier times,
beckoned and led in unsuspected directions, occasionally culminating in a cul-de-
sac or else in world-historical achievements in the search for one’s own “national”
creative path. A sustained academic interest taken in the genesis of “secular” Jewish
art has continually been directing researchers’ attention to Ukraine. The Ukrainian
lands not only provided a fruitful soil for the flowering of the traditional forms of art;
they also proved to be the most fitting environment in which a different set of shoots
sprouted, thus by right making Ukraine one of the chief alma maters of Jewish mod-
ernism. This and other, related questions make up the principal foci of the studies
collected in the present volume.

The secularization of Jewish art and the emergence of the Jewish theme within
the framework of European cultural space; the images of the Jewish world in the
work of the non-Jewish masters; and national themes in the works of Jewish artists,
as well as “universal” subjects which formed the concern of Jewish artists working
outside the Jewish national context, became an autonomous area of Jewish artistic
endeavor, which embarked on a course of rapid growth and development beginning
in the mid-1800s. Despite the fact that this art was still focused on the traditions
and visual notions familiar from within the Jewish world, whence this art derived its
plastic imagery, motifs, types, typologies, and symbols, it was already deeply involved
in solving new problems of its own. These problems were no longer bound up with
the daily round of life within the traditional fold, but were rather in the process of
generating an overall source of creative motivation, a civil position, and a means of
self-identification for Jewish artists. The formal means at the disposal of art and the
accumulated national imagery were conceived of as an instrument for the free ex-
pression of the Jewish artists’ sense of the universe and of their anxieties and hopes.
They lived and breathed their art, bearing their national and universal notions into
the European world beyond the confines of their familiar surroundings.
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Access to an academic art education along with the modernization of Jewish life
as a whole permitted Jewish artists to develop a broader view of their past and their
future. These changes enabled the Jewish artists to foster a vision of their national
history, finding a way to reflect this vision in their works in accord with the cul-
tural paradigms of their times, and fitting it within the framework of the dominant
art styles. Radical socio-political changes in European life of the first decades of
the 20" century, the tragedy of Jews in Ukrainian lands, as well as contemporary
revolutionary metamorphoses — all had a drastic impact on the nature of Jewish
art. From a tradition depicting the daily round of the “inmates of the ghetto,” this
art broke out into the revolutionary open of the avant-garde and the conceptual
space of creating the “new Jew” A certain conceptual paradigm had been formed;
borrowing from the phraseology abundant in the writings of Ryback and Aronson,
the ideological leaders of the Kultur-Lige Jewish association in Kiev, we should say
that the Jews were no longer willing to mimic or “take” from world art. They now
wanted to make a contribution of their own, to add their own fresh and pristine
spurt of national feeling to the streaming life of the arts. The language of plastic ex-
pression transcended the limits of thematic frameworks, becoming the subject of
an independent and self-sufficient means of expression for different creative ideas,
including ones of a national bent.

The displacement of the nationalistic conception of art by class ideology, fol-
lowed by the Holocaust in Europe, and, later, by the rule of the anti-Semitic Soviet
regime, for all intents and purposes, wiped out the Jewish thematic from the life of
art. Ukrainian independence and democratization of society restored this sphere
as a part of national culture, directing to it the attention of Ukrainian artists, some
of whom stayed, continuing to work in Ukraine, while others dispersed over the
face of the globe.

The genesis of Jewish national art in the first two decades of the 20" century
followed the same stages on Ukrainian soil as did Ukrainian art. The collection
of essays in this volume opens with the article by Vita Susak, in which the author
compares the approaches to the creation of national styles in Ukrainian and Jew-
ish art of the first third of the 20* century, noting the similarity in ideas, sources,
and artistic method. Irina Zemtsova studies the influence of Jewish literature
and folklore on the imagerial language of Jewish art in the early 20* century.
Leonid Katsis in his study takes a new look at the famous illustrations made by
El Lissitzky to “Chad Gadya” (“One Goat Kid”). Comparing different versions
of this series of illustrations, the author of the article sees them as providing
an eschatological link which moves referentially from the hopes associated with
the October Revolution to the bloody social upheavals later shaking the Jewish
world. Remarkably, these ideational transformations find their expression via the
various styles of modernism.
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The example of Mark Epshtein provides a striking instance of the interest, both
acute and rapidly changing, which was taken by the period’s artists in modernist Euro-
pean movements in art. Two pieces are devoted to the artist in the present issue: one,
dealing with his life and art, and the other, concerned with an exhibit of his works. For
the first time after a lapse of sixty years, the exhibit unveils this outstanding master
before the general public. The article by Sergey Papeta, a key discoverer of M. Epsh-
tein, introduces a creative biography of the artist through the prism of his complex life
story, in which the vivid “left-handedness” of the artist’s creative work alternates with
the realism of the dominant style of the Soviet era. Parallel to this, Epshtein’s once key
role in Jewish art movements was followed by his disappearance from public view and
near total oblivion. The same rubric of “In Memoriam” is also by right the niche for
the article by Lecia Voiskoun, an Israeli researcher writing about the fate of a unique
individual, a patron of the arts and a source of inspiration for the Odessan modernists.
His name was Yakov Peremen. In 1919, Peremen managed to take abroad a collection
of works by members of the Society of Independent Artists, dubbed “The Odessan
Parisians” The collection survived by a miracle. It was discovered and unveiled before
the world for public view by the author of the article in Israel in 2006.

The following few articles also deal with individual life stories in art. Through them,
the reader is introduced to the diverse trajectories followed by Jewish art and the work
of Jewish artists throughout the 20" century. Thus, Vilma Gradinskaite discusses works
in graphics by Arthur Kolnik: his xylographic illustrations to the works of Yiddish writ-
ers, housed in the Vilna Gaon State Jewish Museum in Vilnius. Two articles by Polish
researchers trace the work of Jewish artists insolubly connected to Poland but originally
hailing from Ukraine. The article by the well known academic researcher Jerzy Ma-
linowski, President of the Polish Society for Oriental Art, unfurls before the reader a
view of the work of Joachim Weingart, a Drogobych-born outstanding member of the
Parisian School. This article, along with those following it, indicates the extent to which
Jewish artists were not only concerned with a nationalistic orientation in art, but were
also trying their hand at plastic experimenting in “pure art” At the same time, giving
precedence to the one or to the other or combining the two formed the individual
choice of each artist. A different master, Jonasz Stern, coming from the Ivano-Frankivsk
Oblast in Ukraine, developed as an artist in Cracow, emerging from the crucible of the
pre-War European avant-garde. However, after World War II, the artist devoted his
work to the theme of the Holocaust. According to Magdalena Cze$niak-Zielinska, the
author of the article devoted to the artists life and work, Stern became one of the key
figures influencing the appearance of modern Polish art.

The article by Bogdana Pinchevskaya demonstrates the approach taken by the
“Artes” Society, a well known group in Lviv, to book illustration. The author uses the
example of the drawings made by Henrik Streng (Mark Vlodarsky) as illustrations to
the prose work of Deborah Vogel. The article by Galina Glembotskaya again addresses
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the issue of the universal and the national in art; this time the question is approached
via the case of Erno Erb, a Lviv painter and a vivid representative of the Galician
School. We turn anew to the question of artists’ personal choice, and to the particular
subjects and aspects of their work. The story of Zinoviy Tolkachev’s development as
an artist not only testifies to his outstanding talent and ability as a monumentalist,
painter, and worker in graphics. It is also the tale of a rising interest taken by a Soviet
artist in the Jewish theme, thus constituting a curious but also, probably, a unique case
in Soviet art history. Most Soviet Jewish artists began with Jewish subject matter in the
1910-20s, later to slide onto the general and generic socialist rails. The theme of the
Holocaust clearly became a turning point for Tolkachev as an artist. However, as far
back as the 1930s, he had already turned to Jewish writers; this venue of his creative
work intensified in the post-War years. Illustrations made by Z. Tolkachev to works of
Jewish literature became the subject of the study by Galina Sklyarenko.

This forms an entirely new backdrop for the lyrical chamber watercolors by
the Kharkiv artist Moisey Blank, who was very far from either nationalistic motifs
or lofty civic pathos. At the same time, the artist had an acute sense of nature and
the subject matter of his work. His creative biography and exquisite original style,
which is intimately bound up with the Kharkiv Watercolorists’ School, is the topic
with which the article by Valentina Nemtsova is concerned. This section is con-
cluded by Oleg Koval with a work which gestures symbolically, thus enlarging the
scale for evaluating researchers’ discourse on the topic of Jewish art. The author
considers the interaction and the mutual confluence of the visual and the verbal in
art, in this case, particularly, in Jewish art, centering his discussion on the instance
of the work of the outstanding abstract expressionist Barnett Newman and his
contemporary followers.

The “Varia” section of the volume is devoted to a series of essays dealing with the
lives and works by contemporary Jewish artists, survey sketches, interviews, and de-
liberations on issues and perspectives for future developments unfolding before Art
Judaica and the forms of its representation. In her portrait etudes of the Jewish artists
of Kyiv, Olga Petrova shines a beam of light on the personal motives and creative
searches of three of the most prominent of Kyiv's painters. Vividly delineated before
us are Zoya Lerman with her exquisite world of lyrical and dramatic experiences,
the mighty expressiveness of color and form in works by Lyubov’ Rapoport, and the
meditative philosophical nocturnes by Matvei Weisberg. Against the backdrop of this
constellation of talented artists, who have by now become classic, a very different im-
pression is bound up with the work of the contemporary Cherkassy conceptualist
Aleksandr Duvinsky and the proponents of his approach. Scabrous violation of con-
vention, self-irony, and an “elegant” playing with the beholder’s sensitivities mesh in a
complex, nearly imperceptible net with Duvinsky’s notions of Jewish identity and the
way this finds its expression in art. Olga Gladun’s conversation with the artist and her
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discussion of his work with her colleague Oksana Pushonkova touch upon complex
and polemical interpretations of the burden of the “Jewish baggage” and its associa-
tions, as well as other problems facing contemporary undertakings in art.

The next bloc of essays is devoted to Jewish émigré artists. “Jewish reflexivity” is,
probably, the term best suited to describing their work. Even so, the experience of
this is different in the case of each artist. The Israeli theater critic Zlata Zaretskaya
stresses that Mikhail Gassilovsky, whose work forms the focus of her narrative and
who was an artist working for the theater and the cinema, developed a syndrome of
“yearning for one’s own land” only affer he had immigrated to Israel. His turning to
the theme of Jerusalem opened him to the inexhaustible, all-engulfing deep of artis-
tic creation. Sergey Papeta studies the itinerary followed in art by Michael Gleizer, a
former Kyivan, who had become renowned back during the years of Soviet rule and
who is a successful American artist today. Gleizer’s painted worlds are rich in both
lyricism and expressive plastic deformedness. The Jewish theme, one of the leading
elements in Gleizers art, is directed toward imagery inspired by the Jewish tradition,
Hassidic plasticity, and the related, mystical sense of the universe. An interview with
a different Jewish artist of Ukrainian origin, named Anton Skorubsky Kandinsky,
today hailing from New York (the article by Eugeny Kotlyar), introduces yet another
case of a creative path followed by a new arrival who had to establish himself in an
unfamiliar milieu. The “Gemism” he has invented, the mysterious “Blessings of the
Rebbe;” and the codes of Judaica, with which all of his work is shot through, his
symbolic surrealism, whose aim is to represent “the forces ruling the world” — all
these are consistent attempts at forming the artists own creative niche, as well as at
achieving success on the art market of today.

Concluding this section of the volume is the update report by Anna Susak
about the internet portal called “Virtual Shtetl,” a project being currently conduct-
ed by the Warsaw Museum of the History of Polish Jewry. Using this instance as a
showcase example, the author demonstrates the part played by the worldwide web
and the internet in creating and enabling the functioning of research and learning
projects in the field of Jewish Studies. These projects make it possible to create an
extensive user audience with viable access to the means of providing feedback and
mutual interaction with the project authors and coordinators. The project is par-
ticularly important in light of the need for a similar portal devoted to the Jewish
heritage of Ukraine and its becoming a virtual electronic and internet museum. It
also bears stressing that the study should be undertaken in its own right of the nu-
merous internet projects and portals introducing Jewish institutions, genealogical
sites, photo collections, and various Jewish forums. This is a field which deserves
separate consideration and analysis.

The present issue for the first time introduces “Annales;” a new rubric for the re-
porting and discussion of academic and artistic news. The new heading will lead into
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coverage of the academic and research forums of the last few years in Ukraine and
abroad, which were devoted to Jewish art, the preservation and representation
of the Jewish heritage, creative expeditions and research field trips, exhibits, and
other international symposia, where Art Judaica materials have been making
their appearance.

In keeping with the traditions of earlier issues, the present volume includes
book reviews and surveys responding to the publication of materials related to
Jewish Studies at home and abroad. The volume also includes announcements
of leading art historical periodicals concerned with Jewish art, as well as specific
publications in periodicals, which shed light upon developments in this field.

The editors and compilers of the present volume wish to express their grati-
tude to colleagues from the Center for Eastern Studies, and to Ukrainian, Rus-
sian, and overseas researchers for their work and collaboration in preparing this
publication. A special thanks is due to Elen Rochlin (Jerusalem) and to Vita Su-
sak (Lviv) for their translations of articles and other materials which went into
the making of this volume. We also wish to thank Oleg Koval, Konstantin Bon-
dar (Kharkiv), and Gregory Kotlyar (New York) for their academic and orga-
nizational assistance in making the publication of the present volume possible.

The significance of the present publication goes far beyond yet another confir-
mation of the very fact of the existence of Jewish art. It also testifies to the profound
integration of Jewish art into the creative, socio-cultural, and generally civilization-
al processes unfolding as a part of the life of contemporary society. The absence of
state territory associated with the Jews in the past made the art of the Jewish People
unlimited in many ways. Together with Jewish art, Ukraine itself, which was the
locus of the origination of this art and the place from which this art retransferred
and where it again returned to draw upon subject matter and imagery, became a
point of significance in the archives of world cultural memory.

In the words of Pavel Zholtovsky, an outstanding Ukrainian art historian and
researcher of Jewish art, the artistic strata of this memory constitute a peculiar kind
of “umbra vitae” — a shadow of the life of its creators. But, coming to light in the
general academic and social turnover of today, this memory becomes the carmen
vitae, the song of the life of Jewish art, in which not only Jewish, but also Ukrai-
nian and general European tones make themselves felt. The dialogic exchange of
cultures is not simply oriented to face toward the past; it also postulates future
models of “one’s own” and “the alien,” of the national and the universal, which are
yet destined to find and establish themselves in an era of the erasing of boundaries
and of world globalization.

Eugeny Kotlyar

MODERNITAS

CIIPOBY TBOPEHHS «<HAIIIOHAJIBHUX CTUJIIB»
Y MUCTEIITBI IIEPIIOI YBEPTI XX cT.:
VKPATHCHKO-EBPENCBHKI ITA PAJIE/II!

Bira Cycak

3ocepepKy0un yBary Ha IKOMYCb KOHKPETHOMY SABUIL, 3aI/IMO/IOI0YICH Y
HBOTO, JOCIIHNKM Ty>Ke MIBUAKO IIOYVHAIOTh BUKOPUCTOBYBATH TepMiH «de-
HOMEH», Ha3MBaTU 1€ ABMILE YHIKa/TbHUM, HEIIOBTOPHMM, He MAalO4YlM aHa/IO-
riB... ®eHomeH «Kynbryp-yirn» B €BpeiicbkOMy MUCTENTBi, peHOMeH 6oiiuy-
Ki3My — B ykpaincbkomy. Lli HasBu — crpaBepuBi, «peHOMeH» € IPOSBOM
OyIb-SAKOrO «HOYMEHY», i B3araji Bce B CBIiTi € yHiKa/IbHUM i (heHOMeHaTbHUM.
Are 6ynb-sKe ABMILE BifOyBa€TbCs B IEBHOMY KOHTEKCTi — KOHmeKcmi enoxu,
SKVIT IIPOBOKYE JIOTO IOABY, BU3HAYA€ OPIEHTMPHU, TEOPeTUYHI Mo3uLii, Gpop-
MajbHYy MOBY. | Ha ITbOoMy piBHi yHiKa/mbHe sABHUINe HabyBae CTaTyCy 3aKOHO-
MipHOT0, BOHO PO3BMBAETHCA NapasieNbHO B KiIbKOX Ky/IbTypaxX. YHiKa/lbHe /1A
OKpeMoi HallioHa/IbHOI Ky/IbTYPY, BOHO BUABJIAE IOAIOHI MeXaHi3MU TBOPEHH
i pyHKI[iOHYBaHHA TOPYY Y CYCITHIX KY/IBTYPHNUX CepeSOBMIIAX.

Crupo6a TBOpeHHS «HaIiOHAbHNX» CTIWIIB B €Bporni Hanpukinii XIX-ro —
noyaTky XX-ro cTOMTTA Maja Iij co601o yxe Mupoke i Iboke MigrpyHTs —
Maiike Bce XIX-Te CTOMITTA, AKe He CIIPOMOITIOCS CTBOPUTHU €VHUI BETVKIUI
CTUJIb, SIK€ «CTPAXXJA/I0» Bifl yCBiJOM/IEHHSA LIbOI'O, BiJl iCTOpU3MY i €K/IEKTUKH,
i 3ariMasocsa My4illHUMIU IOIIYKaMy HOBOTO cTwi. OpHiero 3 mepumx crpoob,
AK BifoMo, 6yB pyx y Mucrenursi AHrmil — «Mucrenrsa i pemecna» (Arts and
Crafts), 3anouyarkoBanuii Yinvamom Moppicom. locuts npuragatu, sk Moppic
BifkpuB (abpuKy, OIIaHOBYBaB CaMOCTIIHO pi3Hi BuMAM peMeces, 3BepTaBCs
[0 CepefHbOBIYHMX AHITIICHKUX B3ipIiB, 1106 MOOAYMTY B IOTO JisSUTBHOCTI
CBOEPIIHY IIpOrpamy, IPUKIIAJ AL C8100M020 ME0PeHHS MUCTELIbKOTO CTUIIIO.
Bmano 3peanmisoBaHMM HPOEKTOM 06araTboX €BpOIEICHKMX KpaiH CTaB CHUb
MmodepH (apT HYBO, IOTEHAICTINb, Cerecist).

[l mepxcaBHMX Halliil, JJIA «CTapUX» €BPOIENCHKMX HApOAiB — (paHIy-
3iB, HIMIIiB, aHIJIIIIB MUCTELIbKI MTOMIYK) OOMEXYBaIMCSA eCTETUYHMU i Ie-
peBaXKHO XymoxHiMu norpedamu. Hatomictp mys nimoro papy Hapopis Ilen-
TpanbHOi Ta CximHol €Bpomy, sAKi He Mamyu (BTpaTWIM, abo Iuile MIParHyIn
CTBOPUTM) CBOIO HAalliOHAJIbHY Jiep>KaBy, IOCTaBaja IpobieMa BimHaleHH:
He IIPOCTO CTWIIO, @ CTWIK C6020, HAIIIOHA/IILHOrO. Y IONAKIB MO#iOHY MeTy
nepecrigyBano o6’egHanna «Mloda Polska» i TBOpIi 3aKOIMAHCBKOrO CTUIIIO,
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