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BctynHe cnoso

BVI TPUMAETE B pyKax BMAAHHA, NMOKAMKaHE A0OMNOMOr-
T 3PO3YMITU TNMBOKUN 3MICT CMHArorasbHoOro CTi-
HOMWUCY — CaMOBYTHbOTO MMWCTELbKOro ABMLLA, 3Pa3KM
AKOro AMBOM YLiNiAM B HaWOMy perioHi. Tpaguuia aeko-
pyBaHHA BHYTPIWHIX CTiH EBPENCbKUX BOXKHULL NOBYTY-
Ba/sla Ha LUEHTPaNbHO-CXiAHUX TepeHax EBpPONencbKoro
KOHTUHEHTY, 40 AKUX HanexuTtb i BykoBuHa, npnbam3HO
0o cepeamHn XX cT. fIK CKNafoBa EBPENCbKOro cakpasib-
HOTO MUCTELLTBA BOHA XKWNA i PO3BMBAACA, LLONOKU XKNAN
ii HociT — 6araToMiNbMOHHaA CMilbHOTa EBPOMNENCHKMX EB-
peiB-awkKeHasiB. [0ONOKOCT Ta NOBOEHHI TOTaniTapHi pe-
KUMU B lepyKaBax perioHy CNpUYMHUAM, Ha Kab, 3aru-
6enb K camoi TpaamLii, Tak i 6inbLWOCTI CTBOPEHUX HElD
nam’sTok — TpariyHMii GaKT, AKUI CTaBUTb HAC, HaLLLAAKIB,
nepea HeobxiaHicTio Ta 060B’A3KOM 36eperkeHHA nam’sa-
Ti NPO Uel KynbTypHUn peHomeH 6ogait y dopmi apTe-
¢daKTiB. YepHiBeubKnii Mmysei ictopii Ta KynbTypu eBpeis
ByKoBWHM, Byayum BigAaHUM LbOMY 060B’A3KY, 3a4yMaB
i peanisyBaB NPOEKT, pe3ynbTaTamum AKOro ctaam ¢poToBu-
CTaBKa Ta e KaTanor.

AIK i Byab-AKa iHWa 3Hauyylla cnpaBa, Hall NPOEeKT
TAaKOX CTAB MOM/IMBMM 3aBAAKM MigTpumui 6HaraTbox
iHCTUTYLIM Ta LWKMPOKOro Kona Atogen. 3-nomixk neplumx
BapTO HasBaTW: Acouialilo €BPENCbKUX OpraHisauin
Ta rpomag (BAAL) YkpaiHu (m. Kuis); LleHTp Cxono3HaB-
cTBa XapKiBCbKOI AeprKkaBHOI akagemii gusaiiHy i muc-
Teurs; Penepadlito eBpercbkmx rpomag PymyHii (m. byxa-
pecT); YepHiBeupbKy micbKy paay. Mepenik ocobucrocrei,
Ynii TanaHT, GaxoBi 3HAHHA, OPraHi3aLiMHUI XUCT Ta Ha-
YKOBa MPUHLMUMNOBICTb CTa/AN 3aMOPYKOK YCMilWHOI pea-
ni3auii NpoekKTy, 3Ha4YHO WUPLWKNIA. IMeHa TUX i3 HUX, XTO
10ro 3a4ymyBaB i NPAKTUYHO BTI/IOBAB, BKa3aHi B Pi3HUX
MiCLLAX Ha CTOpiHKax LbOro Katanory. A TOMy HemMae no-
Tpebu 3ragyBaTy iX TakoXK TyT. HaTomicTb 3ragaemo npis-
BULLA TUX, XTO HaAaB CrpaBi HEOLiIHEHHY AOMOMOTrY, 3a-
JIMWNBLUKNCH NPU LibOMY, TaK 6 MOBUTH, “No3a Kagpom”.

Y nepuy 4yepry HanKpawmx cniB nogakM 3a LiHHI
3ayBa)KeHHA Ta pekomeHAauii Wwoao0 3MiCTOBOI YaCTUHMU
NPOEKTy 3acNyroBylTb Haykosui: A-p lnna Popgos, 3a-
BiZlyBay Kadepw eBpercbKOro mucreutsa YHiBepcuterty
bap-lnaH (m. Pamat-laH, I13painb) Ta a-p Bonogumup Jle-

HacTinHi po3nucy cuHaror BykoBMHM
Wall Paintings in Bukovinian Synagogues

Foreword

he publication that you are holding in your hands is

aimed at enhancing the reader’s understanding of
traditional Jewish synagogue wall painting — an original
artistic phenomenon, whose samples have miraculously
survived the ravages of time in our region. The tradition
of synagogue interior wall painting thrived in Central and
Eastern Europe, whose part is Bukovina (Ger.: Bukowina
or Buchenland; Ukr.: Bukovyna; Rom.: Bucovina), up to
the mid-twentieth century. As an intrinsic constituent of
Jewish sacred art it lived and developed with a multimil-
lion community of European Ashkenazi Jews, who fond-
ly maintained it. Unfortunately, the Holocaust, followed
by the advent of the post-war totalitarian regimes in the
area, put this cultural heritage to ruin - the tragedy that
compels us, the successors to the tradition, to undertake
a solemn commitment of preserving the very memory of
this cultural phenomenon at least in the form of artefacts.
True to this commitment the Chernivtsi (Ger.: Czernowitz
or Tschernowitz; Rom.: Cernduti) Museum of the History
and Culture of Bukovinian Jews conceived and realized
the present project, which includes a photographic exhi-
bition and this catalogue.

This project has become possible due to support
of a number of institutions and a wide circle of commit-
ted individuals. Among the former one should mention
The Association of Jewish Organizations and Communi-
ties (VAAD) of Ukraine (Kyiv, Ukraine), Centre for East-
ern Studies of Kharkiv State Academy of Design and Arts
(Kharkiv, Ukraine), Federation of Jewish Communities of
Romania (Bucharest, Romania), and Chernivtsi City Coun-
cil (Chernivtsi, Ukraine). The list of individuals whose tal-
ent, expertise, managerial skills, and scientific integrity
laid the foundation for the successful implementation
of the project is yet much longer. The names of those
who conceived and immediately worked on the project
are mentioned elsewhere in the catalogue. The acknowl-
edgments, however, would be incomplete without men-
tioning those who rendered their invaluable assistance
remaining, so to say, “off-screen”.

First of all, special words of gratitude for their val-
uable comments and recommendations as to the con-

Bcrynue ciioBo
Foreword

BiH, 3aCTyNHUK AnpeKkTopa LleHTpy eBpelicbKoro mucre-
uTBa €BpeicbKoro yHisepcuTeTy (M. Epycanum, I3pains),
AKi N06'A3HO NoroguancA cTaTv HaWWMMM KOHCY/bTaH-
Tamun. OcobamBy NOAAKY MU afpecyeEMO TAaKOX HalUM
€pPYCcanmMmcbKMm Koneram Muxairiny XaHiHy Ta EneH Mipi-
am PoxniH 3a gonomory B nepekiagi TEKCTOBOI YaCTUHMU
pPO3MMCIB, @ TAaKOX PO3WMPPYBaAHHA AaT iX CTBOPEHHA.
Tak camo BennKoi noBaru i NoaAaKkn A0CToMHI /ltobos 3a-
ropoaHs (m. BiHHMuA) Ta HeHci BiHrding, npodecop-
Ka ictopii YHiBepcutety [liBHiuHOro InniHoicy (CLUA),
AKi, BUKOHYIOUMN PYHKLiIO NiTepaTypHUX penakTopis Bia-
NoBiAHO YKPAiHCbKOro Ta aHMNiMCbKOro TEKCTiB, 4OMNOMOTr-
I HaM BMKNACTU [0BOANI HENPOCTUIM MaTepian NpocTo
M [ocTynHo. Ha pi3sHMx eTanax poboTM Ham TaKoX [fo-
nomaranu: Mocun 3icensc Ta SleoHig ®inbepr (m. Kuis),
HaTania Macian, Mapia lyuy, Mapia Hukupca, pabi Hoax
KopmaHcbKuii, pabi MeHaxem-MeHgenb [niLeHLWTENH,
Mwuxanno Tecniubkuii, Agena ®dyra, Tygop AHapiew, KaTi
BpyHep, Biktopia Meageako (yci — m. YepHisui), Koc-
TAHTUMH lonoBauwyK (c. Bonoka, YkpaiHa), *aHiHa |nie
(m. Byxapecr), Iro Kodpdnep (m. Pagisui, PymyHis), Ea-
rap faycrep (m. fleHT, Koponiscteo HigepnaHais), KeTpiH
BoHHep (HOHiBepciTi Mapk, NeHcunbeaHin, CLUA) FannHa
Xapas (M. Epycanum), MapioH MeHgaes (M. Mpbobuir, Hi-
meyvuymHa) AHHa-Mapis Pot (M. bnaydenbaeH, Himeyuu-
Ha), Kapa Mikyc (m. bepnin), IHec WmiaTt (m. Kapncpye,
HimeuunHa), ®nopiaH Mbopuy, (M. KemneH, HimeuunHa).
YciMm UMM NoAAM MU TaKOXK CKNaAaEMO Halwmpiwy no-
OAKY 11 CNOAIBAaEMOCA, LLLO NOTPAYeHi KONEeKTUBHI 3ycunna
He By MapHUMU.

Bipymo, WO BigKpUTTA 4NA LWMPOKOro 3arany Lbo-
ro nnacta €EBPEMCHbKOI XYAOMKHbOI KynbTypu CAPUSATK-
Me MOBEpPHEHHI0 MOro A0 CKapbHWUi HauioHanbHOI Ta
CBITOBOI CNAALWMHN, @ TaKOXK [yXOBHOMY 36arayeHHto
CYYacCHMKiB.

ABTOpPU NPOEKTY

tents of the project ought to go to Dr. Ilia Rodov, Head
of the Jewish Art Department, Bar-llan University (Ramat
Gan, Israel) and Dr. Vladimir Levin, Acting director of the
Center for Jewish Art, Hebrew University of Jerusalem (Je-
rusalem, Israel), who kindly agreed to be our consultants.
We also owe special gratitude and appreciation to our
Jerusalem colleagues, Michael Khanin and Elen Miriam
Rochlin, for their assistance in translating the wall paint-
ing inscriptions and decoding the dates of the completion
of the decoration. Similarly, we express our great respect
and gratitude to Lubov Zahorodnia (Vinnytsia, Ukraine)
and Nancy M. Wingfield, Presidential Professor of History,
Northern Illinois University, USA, who, working as literary
editors of the Ukrainian and English texts, helped us to
convey complex concepts in a reader-friendly way. At var-
ious stages of this work we could not possibly have done
without the assistance of Josef Zissels, Leonid Finberg
(Kyiv, Ukraine), Natalia Masian, Maria Gutsu, Maria Nikir-
sa, Rabbi Noah Kofmanski, Rabbi Menachem-Mendel Gli-
censtein, Mykhailo Teslits’ki, Adela Fuga, Tudor Andriesh,
Kati Bruner, Viktoria Medvedko (all Chernivtsi, Ukraine),
Kostiantyn Holovashchuk (Voloka, Ukraine), Janina llie
(Bucharest, Romania), Igo Koffler (Radauti, Romania),
Edgar Hauster (Lent, Netherlands), Catherine Wanner
(University Park, Pennsylvania, USA), Galina Kharaz (Jeru-
salem, Israel), Marion Méndez (Grobzig, Germany), An-
na-Maria Roth (Blaufelden, Germany), Kara Mikus (Berlin,
Germany), Ines Schmid (Karlsruhe, Germany), and Florian
Goertz (Kempen, Germany). We are sincerely grateful to
all these people without whom this project simply would
not have been possible.

We believe that the opening of this layer of the Jew-
ish culture to the general public shall facilitate its return
to the national and world cultural heritage and spiritually
enrich the present-day society.

The authors
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CaMOO6yTHICTh Y KOHTEKCTi TpazmIfii
Originality in the Context of Traditions

paauuia CXiAHOEBPOMEMNCbKOro CMHArorajbHOro ma-

NAPCTBa, AKa 3anuwmMna CBiM BiABUTOK y posnumcax
OYKOBMHCbKMX CMHAror, icHyBana BNpogoBXK binblue yo-
TUPbLOX CTONITb. BOHa 3apoannaca Ha Teputopii Peui lNo-
cnonuToi y Apyrin nonosuHi XVI cT., gocarna posksiTy
y XVIII cT. 1, HabyBwKX nowmpeHHa B ycit LleHTpanb-
Ho-CxigHin €sponi — Big AHinpa go PeilHy, Big bantu-
K oo AyHatw [dpoTo 1], — npoicHyBana ax Ao vacis lo-
nokocty. Ha mexi XIX—XX cT. y xoai penaTpiauii eBpeis
y ManectuHy, emirpauji 4o AmepuKkn BoHa byna nepe-
HeceHa B iHWIi YaCTUHM CBITY. Y MIKBOEHHUI nepios,
1 ocobnumeo nicna [pyroi cBiTOBOI BiMHW, KOAU BHaCAi-
OOK Gi3MYHOro BUHULLEHHA €BpeiB, yTBEPAKEHHA NONi-
TUYHUX PEXUMIB, AKI CNOBiAyBanM BOMOBHUYMIA aTei3m,
Q TaKOX MacoBOi emirpaLii noBepHeHHA 40 3BWYHOIO
cnocoby XuTTa ans eBpeircbkux rpomag CxigHoi €Bpo-
N1 CTaN0 HEMOXK/IMBUM, MPAKTUKA AEKOPYBAHHA OOMK-
HULb BUXOAWUTb i3 YXKWUTKY. 3peluTor, He npuxkKunaca
CTiIHOMMCHA Tpaguuia M y Hosomy caiTi. TpaHcdopma-
LiMHI npouecn B cepefoBMLLi €EBPENCbKMX eMirpaHTiB
3i CxigHoi €EBponu MWK TYT ypo3pi3 i3 igeHo-ecTeTnY-
HOO Mporpamoto, yocobaeHot B CTApOBUHHOMY CUHAro-
ranbHOMY }KMBOMWUCI — MUCTELTBI, AKE CTal0 CUMMBOJIOM
MEHTA/IbHOCTI  CXiAHOEBPOMENCbKOrO EBPENCbKOro Mi-
cTeyka — wmemsna” 3 1i CUAbHUM PONbKAOPHO-MICTUYHUM
CTPUIKHEM.

HuHi Ba)KKo cobi yaBuTn macwtabm i popmn Lpo-
ro XyA0XKHbOro ABMLLA, Lo 6yN10 HEBIA EMHOI YaCTUHO
KYNbTYypU cXigHOeBponelicbKoro espenctsa — lOuwkKal-
my. Moro 6aratuit AyXoBHUI 3MiCT, NOEAHAHHA Bipy Ta Ai-
TYprii, mictuunamy 1 GonbKAOPY, a TAKOXK EBPOMENCHKOro
MWCTELbKOro f0CBiAY HAAA0Tb LibOMY ABULLY 0COHIMBOrO
3HaYeHHA. MucTeLTBO PO3NUCY CUHArOr CTaI0 ACKPaBOIO
Ta camobyTHbO dopMoto Bisyanisallii eBpeincbKoi KapTu-
HU cBiTYy. [IMBOBUXKHUIA CBIT CUMBOIB, KapTUH 6iBAiNHOT
MWHYBLUMHM 1 MeCiaHCbKOro MaibyTHbOro oroptas cu-
Harory EAMHUM }KMBOMUCHUM NMOKPUBOM, NEPETBOPIOBAB
il Ha 3pMMMUIA €BPENCbKUIA KOCMOC, Ae Bce Byno CBATUM
i rInboKo cmmBoniyHMM. TyT BceBULLHIM BiAKpUBaBCA €B-
peAm, a BOHM Y MOZIMTBAX OMAAKyBa/M CBOE BUFHAHHA —

* MoACHEeHHA BUAINEHUX KYPCMBOM C/iB NOAAHE Y CIOBHUKY B KiHLi

KaTasory.
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he history of Eastern European synagogue painting,

which has left traces in Bukovinian synagogues, ex-
tends over four centuries. Originating in what was then
the Polish-Lithuanian Commonwealth in the late six-
teenth century, it saw its heyday in the eighteenth centu-
ry when it spread from the Dnieper River to the Rhine and
from the Baltic Sea to the Danube [Fig. 1]. At the turn of
the twentieth century, following the immigration of Jews
to Palestine and America, it was introduced to other parts
of the world. During the interwar and, especially, the
post-war period, the physical elimination of the Jews, as
well as the strengthening of political regimes professing
militant atheism, together with a large-scale emigration,
made it impossible for the remaining Jewish communities
to return to their traditional ways, and the practice of wall
painting came to an end. Nor did it take root in the New
World as the transformations that were underway in the
Eastern European Jewish immigrant communities came
into conflict with the ideology and aesthetics embodied
in traditional synagogue painting - art that became sym-
bolic of the mentality of an Eastern European shtet!” with
its strong folklore and mystic core.

Today, it is difficult to appreciate the scale and forms
of this artistic phenomenon, which is inseparable from
Eastern European Yidishkait. Its special significance owes
to its profoundly spiritual content and the combination of
faith and liturgy, mysticism and folklore with the European
experience. Synagogue wall painting became a vivid and
original form of the visualization of the Jewish “picture of
the world.” Magical symbols and representations of the
biblical past and the Messianic future envelop the syna-
gogue walls like a single artistic shroud turning the prayer
hall into a visible Jewish Cosmos, where everything was as
sacred as it was symbolic. It was there that the Almighty
revealed himself to the Jews and they could lament their
exile, galut, in their prayers, and dream about their return
to Eretz Israel.

This artistic culture, though indisputably inspired by
the Torah, cannot be viewed as either simply the prod-
uct of religious institutions or something imposed on the

* Transliteration of Hebrew terms and names conforms to modern
Israeli phonology.




rasaym i mpiann npo noBepHeHHA B 3emnto I13paina — Epey
Icpaens™.

OfHaK U0 XYOOXHIO KynbTypy, 6€3ymoBHO, iHCni-
poBaHy Ayxom Topu, HE MOXKHA BBaXKaTW Hi NPOAYKTOM
OIANBHOCTI CyTO penirinHMx iHCTUTYTIB, Hi YMMOCb, Ha-
cagykeHMm “3Bepxy” pabUHICTUYHMMMKM aBTOpUTETAMM.
BoHa — yHiKa/nbHe TBOPIHHA penirinHoro Ayxy camoro
Hapoay. Y posnucax nepennitanvca 6i6nilHI cloxkeTn
1 MeciaHCbKi MOTUBW, PiI3HOMAHITHI repanbguyHi popmm
M 3pasKu peanicTUYHOro KMBOMWUCY, CMMBOJIIKA Ta Ae-
Kop. BisyanizoBaHi ceHTeHUii Topu, Midpawis, a Takox
MOJ/IMTOBHI Nacai, BNAETEHi B OPHAMEHTA/IbHUIN KUAUM,
BOY40BYBaIMCA B EAMHY iEPApXiYHY Nporpamy posmnucis.
[lBa OCHOBHi BEKTOPW OCTaHHbLOI BigNOBIAANN OCHOBO-
NONIOXKHMUM MparHeHHAM eBpeiB. Meplunii 3 HUX ByB cKe-
poBaHMUI [0 LEHTPY CKAENiHHA, ke yocobntoBano Hebo
AK Aim BceBULWHbLOrO, APYrnin — 40 CXigHOI CTiHU 3 ApoH
Kodewem, 3BepHeHOi y 6ik Epycanmma, rofoBHOIO Micta
B 3emni O6iusHiin. Mporpama morna 6yTn npeacrasneHa
B NMOBHOMY abo CKOpoYeHOMY BUIMAAI, BUAO3MIHIOBATU-
CA 3a/1eXKHO Bif, PerioHy 1 4acoBOro BiATUMHKY, BKAOYATH
B cebe HOBI CHOXKETU I LIMKAK, a/ie B Lji/IOMy B cCepeaoBuLLi
OPTOZOKCaNIbHOTO EBPENCTBA BOHA 3a/IMLIANAacA He3MiH-
Hoto. TpaAMUiMHICTb Migaxody CNpUYMHANG KAHOHI3aLio
dopm, ane, pazom 3 TUM, 3aBXKAM 3anuMLIana NPOCTip ANA
TBOpYOCTi. 36epernnca Nulle OKpemi Axepena, a came
T.3B. PECAOHCU, Y AKUX 3-MOMIX iHWOro po3rnaganaca
N JOPEeYHICTb TUX UM iHLWKMX 306parkeHb y po3nucax cu-
Haror. Take, Ha nepLuniA NOrNAL, AOBIZIbHE 3aCTOCYBaHHA
Tpaauui 6arato B YoMy 3yMOBJIHOE CKNAAHICTb PO3YMIHHA
CEMAHTUKN CUHArorasbHOro *KMBOMWUCY Ha TN KaTacTpo-
®iYHMX BTPAT CaMMX PO3MNMUCIB.

CuHaroranbHa CTiHOMMCHa Tpaauuia dopmysanaca
Pa30OM 3 iHWMMK BUOAMU EBPENCHKOI XYAOKHBbOI KY/bTy-
pu, sika obcnyroByBana penirinHe *KuUTTa espeis CxigHol
€Bponu: pisbbaeHHAM HaarpobKiB — Mayes, BUrOTOB/EH-
HAM CWMHArorasbHOroO Ha4yMHHA 3 AepeBa, MeTany N Tek-
CTUNIO, AEKOPATUBHUM OPOPMIEHHAM NOMUHANBHUX Ta-
61Upb, @ TAKOXK T.3B. Mi3paxie TOLLO. }KMBOMUCHUI AEKOpP
cuHaror 6yB nos’A3aHuii i3 3anosigat “xiddyp miyea”,

**  TpaHcniTepauia TepMiHiB i Ha3B Ha iBPUTI HABOAUTLCA BiANOBIAHO
[0 X Cy4acHOI i3paiNbCbKOi BUMOBU.

Po3nucy cuHaror Ha BykoBuHi
Synagogue wall paintings in Bukovina

local culture by rabbinic authorities, but rather it is the
fruit of the religious spirit of common people. The wall
paintings combined biblical tales, Messianic motifs, he-
raldic emblems, genre painting, symbols and ornaments.
Quotations from the Torah, midrashim, and passages
from prayers woven into an ornamental background
made up a unified hierarchical pattern, which repre-
sented the two key vectors meeting the Jews’ basic as-
pirations. One of these was oriented towards the vault,
which personified God’s abode, whereas the other was
oriented towards the Eastern wall with the Torah ark fac-
ing in the direction of Jerusalem, the holiest site of the
Promised Land. The program, in a full or abbreviated
form, could vary from place to place, allowing for new
themes and motifs, but in the Orthodox Jewish environ-
ment it remained unalterable. The traditional approach
necessitated the canonization of form on the one hand,
but left sufficient space for creativity, on the other. Only
a few sources on the paintings have been preserved un-
til now, namely, the rabbinical responsa (rabbinical de-
cisions on issues related to religious practices), which
considered the appropriateness of the imagery employed
in synagogue interior decoration. The seemingly impro-
vised approach to the tradition accounts for the difficul-
ties in interpreting the semantics of synagogue murals.
This becomes even more difficult alongside the fact that
significant part of the murals has been destroyed over
time.

The synagogue wall painting tradition developed
alongside with other aspects of Jewish culture serving
the religious life of the shtetl, such as carved tombstones,
matzevot, synagogue woodwork, metalwork and textile
embroidery, decorative inscriptions on memorial plaques,
as well as the Mizrah, a plate marking the direction of
prayer towards Jerusalem. The decoration was inspired
by the hiddur mitzvah commandment, which demanded
following the law to the highest aesthetic level possible,
“Ascribe unto the Lord the glory due unto His name; wor-
ship the Lord in the beauty of holiness”™ (Psalm 29:2).
The Jews sought to keep on their proper decorum in the

**  All the Bible quotations are to be found in the Jewish Publication
Society edition of the Hebrew Bible in English, 1917.

CaMOO6yTHICTh Y KOHTEKCTi TpazmIfii
Originality in the Context of Traditions

WO BMMAarana AOTPUMAHHA 3aKOHIB Ha HalBULLOMY ec-
TeTUyHOMY piBHi: “faitte focnoay cnasy MmeHHs Moro,
y npenuwHin cBaTuHI Bnagitb nepen locnogom!”™™
(Mcanom 29:2). Toxk eBpei NparHyAn HagaTU Ha/NEKHOro
BUMNAZY Micuto, Ae nig Yac MoAUTBU BigyvyBanacb borxke-
cTBeHHa lMpucyTHicTb — LLexiHa.

MouunHatoum i3 cepegmHmn XVI CT. HA BHYTPILHI CTiHK
€BPENCbKMX BOXKHULL HAHOCUIM MONMTOBHI TEKCTH, LLO6
YNEHWN TPOMaaM MOTIN iX YMTATK Nig Yac NiTyprii. 3rogom
Ui TEKCTM noyanu feKkopysBaTv oBpamieHHsM, 4acTo —
3 aQPKOBUMM 3aBEPLUEHHAMM B AyCi peHecaHCHUX bopato-
piB Ha KWTaNT TUX, AKUMWU NPUKPALLAAN PYKOMMUCHI KHUTK
[doTo 1]. B opHameHTaUjil0 BNAITaAUCA penirinHa cum-
BOJIiKa, POCAMHHI Ta 300MOpPGHI MOTUBKU. Take pilleHHA
CTBOPIOBaNIO eheKT CMMBONIYHOIO CYyBOH, PO3TOPHYTOrO
no nepumeTpy MonmToBHoro 3any. o cepeanHu XVIII cT.
CKNAJAETbCA iIKOHOrpadiyHa nporpama posnucie — op-
raHiyHe NoeAHaHHA pAdy KOHUenuii, wo Bigobparkanu
iepapxito yacis i npoctopis. OgHa 3 HUX ynogibHoBana
BHYTPILIHIN NpocTip cuHarorn obpasy 6i6ninHol CKuHIT
3anosity Ta EpycanmMmcbKoro Xpamy, npegmeTun CBALLEH-
HOTO HAYMHHA AKUX TAaKOXK BiATBOPIOBANUCA Y HACTIHHUX
masntoHKax [$oTo 2]. IHwa yepes3 306parkeHHs CTiH i Ky-
nonis Ak meTtadop 3emHoro m HebecHoro BiATBOPIOBANA
CBiTOBYA0BY — NOEAHAHHSA iICTOPUUYHUX | MeCiaHCbKMX Ya-
ciB. 3o4iakanbHWUIM NOAC BiAMEXKOBYBaB HACTiHHI po3nucK
BiA cTenboBMX, ab0 KyMnosibHUX, AKi micTUAK 3a3BKYali bi-
6niliHi Ta MeciaHCbKi cloXKeTu: obpasm nesiaTaHa 1 BUKa
(3a Miopawem ue midiuHa TBapmHa beremoT), ABOX Bea-
MefiB 3 BUHOTPAZLHUM FPOHOM, 1IeBa B CYTHYLL 3 EAUHO-
porom Ta iH. LleHTp ckneniHHA yocobatoBaB CBOEPiAHUIA
3€eHIT YCi€i XuBonucHoi Kocmornorii. TyT 306paxyBanu
KBiTKy abo 3aiiLiB, aAKi 6ixkaTb MO KONy, — CUMBONN [Ke-
pena UTTA Ta Pyxy Yacy, a TaKOX [BOro10BOro opna,
AKUN CMMBOJ3yBaB BceBMLWHbLOrO B MOro ABOX iMocTa-
cax: bora mmnocepgHoro i Kapatodoro. TpeTa KoHuenuia
CTana }KMBOMUCHOI MeTadopoto paicbKoro cagy — Eae-
My. 306pakeHi nopTbepu B obpamneHHi ApoH Kodewy
CMMBO/IIMHO  BiJOKPEMOBANN  CBALWLEHHWI  NPOCTip
11 yocobntoBanu 3asicy EpycanmmcbKoro Xpamy. AHTyparK

**% Tyt i gani B TeKcTi uMTaTh 3 BibAii NogaHo B nepeknaai IsaHa
OrieHKa.

place where during prayer, they could sense the Divine
Presence, Shekhinah.

Beginning in the mid-sixteenth century, quotations
from the Bible were inscribed on the walls for the congre-
gation to read during the service. Eventually these texts
would be adorned with a painted frame with an vaulted
arch, imitating Renaissance manuscript bordures [Fig. 1].
The ornament includes religious symbols, floral and zo-
omorphic motifs. This ornamentation concept produced
the effect of an open scroll unfolding along the prayer hall.
By the mid-eighteenth century an iconographic painting
program took final shape, combining a number of con-
cepts which reflected a hierarchy of time and space. One
of these was conceived to convey the inner space of the
Biblical Tabernacle of the Covenant and the Temple of
Jerusalem, whose sacred objects were also duplicated in
wall painting [Fig. 2]. Another concept, through the im-
agery of the walls and domes as metaphors of the worldly
and the celestial, was meant to reproduce the Creation. A
zodiac belt then separated the wall painting from that on
the ceiling, which commonly featured Biblical and Mes-
sianic stories, such as those of Leviathan and Behemoth
(in the Eastern European tradition also referred to as Ox),
the two bears carrying a bunch of grapes, the lion fighting
the unicorn, etc. The center of the vault represented the
zenith of the entire visual cosmology. It incorporated an
image of a flower and hares running in a circle, symbol-
ic of the wellspring of life and the passing of time, and
a double-headed eagle that symbolizes the dual nature
of God’s Providence over the faithful: Divine mercy and
justice. A third concept conveyed an artistic metaphor of
the Garden of Eden. The painted curtains in the framing
of the Torah ark symbolically separated the sacred space
and were associated with the Jerusalem Temple curtain.
The decoration comprises architectural elements, floral
images, vases with the Tree of Life, musical instruments,
as well as zoomorphic and anthropomorphic motifs. The
strictures of Moses’ second commandment, “You shall
not create for yourself a graven image,” sometimes in-
hibited Jewish artists from producing images of people,
thus compelling them to seek compromise between the
dogmas of Judaism and their willingness to animate the
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[0MOBHIOBABCA MOTUBAMM APXITEKTYPU, KBITiB Ta Ba3OHIB—
OepeB XKUTTA, MY3UYHUMMW IHCTPYMEHTAMM, aHIManicTu-
KOO T @aHTPOMOMOPPHUMM MOTUBAMU. OBMENKEHHS ApY-
roi 3anosigi Molices “He ctBoptoit cobi Kymupa” iHoai
CTPUMYBANO EBPENCBKUX MUTLLIB Y 3BEPHEHHI A0 06pasy
JNIOAVHM, 3MYLLYIOUM LLYKATM KOMMPOMIC MiXK formaTamu
t04ai3my i 6arKaHHAM OL4YXOTBOPUTM KUBOMUCHY TKAHUHY
MOJIUTOBHOIO MPOCTOPY. XYAOXKHWKM BUKOPUCTOBYBANU
MOTUBM PYK, 06€3rosoBNEHi, CXeMaTU30BaHI YN PO3MMUTI
noacbki dirypu, a B 306parkKeHHAX TBapUH NparHyau 4o
aHTponomopoHocTi. Taknit nigxig 3ymoBMB nossy 0OCO-
6AmnBOT TpaauLii “BMAMMOro 306parkeHHs HeBMAMMOro”,
[€ CHOXKETHI CLEeHM | CUMBOM, AK | cama, BAacHe, *KUBO-
NUCHA MicTepia, BIAKPWBANANCA BHYTPIWHbOMY nornaay
eBpeiB Ta iX cepuam, MOCUAIOYM MOJITOBHUN edeKT
Ta BiAYyTTA NpUcyTHOCTI bora.

3anosuyytoumn 6arato CHOXKETIB i3 Ky/lbTyp Hapoais,
cepen, AKUX BOHU KWW, aBTOPWU PO3NUCIB BBOAUAM iX
Y EBPEMCbKUIN KOHTEKCT, i 3 YacOM BOHM 3aliMann CBOE
MicLLle Y C/IOBHUKY EBPENCHKOT XyA0MKHbOI KyNbTypu. Po3-
NUCK BUKOHYBAMN EBPENCHKI MalcTpy — AK npodecioHany,
TaK i amaTtopwu, siKi 3akapboByBanM Ha CTiHax CBOi iMeHa
N [aTV 3aKiHYeHHA poboTu. Baxknmee micue B posnucax 3a-
AMaNI1 TEKCTOBI IHCKPUNL,ii: KPiM TEKCTIB MONUTOB, NPAKTU-
Ka HaHeceHHs AKMX y XIX CT. NpaKTUYHO NPUMNUHAETLCA, HA
BHYTPILLHIX CTiHaxX eBpencbKMX B6OXKHULb Nif BianoBigHK-
MW CHO}KETaMM 3a3Ha4aIMCA IX HAa3BK, @ TAKOXK HAaBOAUANCA
umMTath 3 Topu Ta iHWKX axepen. O4HOYACHO 3 XYA0XKHIM
OEKOPOM TPaAMLIMHMUX CMHAror Ha noyvaTky XIX cT. y €EBpo-
ni HabyBa€e NOLWMPEHHSA W iHLWWIKA TUN CTIHOMUCHOIO AEKO-
py — po3nucn pedpopMicTCbKMX BOXKHWL, T.3B. memriis,
Y BWUMALI apXiTEKTYPHO-OPHAMEHTA/IbHOTO  KMBOMMUCY,
AKUIN HA CXiHOEBPOMENCbKMX TEPEHaX HepifKo MOEAHY-
BaBCA i3 TPAAMULIAHUM CHOXKETHUM MaNsApCTBOM.

CborogHi Npo NONIXPOMHI PO3MUCKU CUHATOr MOKHA
roBOPUTU NNLLE B MUHYAOMY Yaci. Pazom i3 ToTanbHUM
3HULLEHHAM AepeB’saHUX BOXKHULLb, @ TAKOX PYMHYBaH-
HAM BE/IMKOT KiZIbKOCTi MypOBaHMX CMHAror mamxe nos-
HICTIO 3HUKAWU N YUC/IEHHI 3Pa3KM CTIHONMUCHOI TpaamLii.
HuHi y CxiaHin €Bponi HanivyeTbca nwe 61M3bKO COTHI
CcMHaror, ge B Tilh UM iHWIK mipi 36epernncs 3paskn Ha-
CTIHHOro manapcTea. JlIeBoBa YaCTKa 3 HUX — Ha TepuTopii
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prayer space. With this in mind, they might resort to hand
motifs, headless, schematic or blurred human figures,
and anthropomorphic images. Such an approach “visual-
izes the invisible,” and evokes in the congregation a sense
of experiencing Divine Presence during their worship in
the synagogue.

Synagogue artists adapted wealth of motifs from
the surrounding culture and introduced them into Jewish
culture and liturgy. The paintings were produced by both
professional and amateur artists, who sometimes signed
their works. An important place in wall painting was re-
served for inscriptions; except texts of prayers, which had
become obsolete by the late nineteenth century. The in-
scriptions on inner walls included the titles of scenes and
featured citations from the Torah and other sources. In
contrast to rich zoomorphic and figurative decoration of
east- and central European traditional synagogues, the
Reform synagogues or Temples featured prevailingly ge-
ometric or vegetative ornaments.

Little remains of synagogue wall painting in East-
ern Europe. As a result of the total loss of wooden syna-
gogues and large-scale ruination of stone ones, many fine
samples of traditional wall painting have been almost en-
tirely lost. Today in Eastern Europe, only an estimated one
hundred synagogues with wall paintings have survived
the ravages of time. The majority of them are located in
Poland and Romania. There are also a few in Belarus, the
Czech Republic, and Ukraine.

Bukovina’s synagogue wall painting occupies a
unique place in this cultural heritage as far as its spread,
state of preservation, and artistic originality is concerned.
The explanation for this phenomenon can be found in the
peculiarities of local historic developments. Part of the
Principality of Moldavia until 1774, Bukovina was then
ceded to the Habsburg Monarchy. From 1918 to 1940,
and 1941 to 1944 this territory was part of the Kingdom
of Romania. Today’s Bukovina is divided by the Ukrain-
ian-Romanian border into northern and southern parts.
Northern Bukovina with its capital, Chernivtsi, has, for
more than seventy years, been part of the Chernivtsi re-
gion in what was formerly the Ukrainian Soviet Socialist
Republic and is now part of the independent Ukraine.

CaMOO6yTHICTh Y KOHTEKCTi TpazmIfii
Originality in the Context of Traditions

Monbui Ta PymyHii. JliveHi 06’ekTn 36epernuncs 4o Halo-
ro vacy B Yexii, YkpaiHi Ta binopyci.

Po3nucy cuHaror BykoBMHM nocigatoTb ocobnvee
MicLLe AK 3a KifbKicTo Ta cTaHoM 36eperkeHocTi, TaK i 3a
OPUTIHANBHICTIO XYA0XHbOrO BTiNIEHHA. [TOACHEHHA TaKo-
ro peHomeHy Tpeba LWyKaTM B 0COBANBOCTAX ICTOPUYHO-
ro po3BUTKY Lboro Kpato. 1o 1774 p. bykoBuHa Bxoauna
[0 cknagy MongaBcbKoro KHA3IBCTBA, MisHiwe — go As-
cTpilicbKoi imnepii Ta (nichs 1867 p.) ABCTPO-YropLumHu.
Y 1918-1940 pp. Ta 1941-1944 pp. Teputopin Kpato byna
nig topucankuieto Koponisctea PymyHii. Y Haw vac byko-
BMHA pO3JifeHa YKPaiHCbKO-PYMYHCbKUM [epKaBHUM
KOPAOHOM Ha NiBHIYHY Ta MiBAEHHY YacTMHU. [liBHIYHA
ByKoBMHa 3 M. YepHiBLi BNPoAoB:K y:Ke binblie 70 pokKis
BXOAMTb A0 CKnaay YepHiBeubKoi obnacti — agmiHicTpa-
TUBHOI OgMHULI B MMHYNoMYy YPCP, HMHI — He3anexHoi
hepXKaBn YKpaiHW, a niBAeHHa 4acTMHA bBbyKOBUMHM —
00 Cy4aBcbKoro nosity PymyHii.

Mig yac Apyroi cBiTOBOI BiliHM 33 NPUKNAZLOM Ha-
uMcTcbKoi HimewyumHu PymyHis 3giiicHioBana nonituky
reHoumay LWoAo micuesux eBpeis. Ha BiamiHy Big ntoaen,
OECATKM TUCAY AKKUX Bynn aenopTtoBaHi B Tabopu i reTTo
TpaHCHICTpIl, KyNbTOBI CNOPYAN EBPENCLKOrO Hapoay 34e-
6inbluoro BUiNiAK. [esKi 3 HAUX Nepexunn He Tinbku o-
JIOKOCT, ane 1 “pagaHisauito”, 36epirwn Ao Haloro yacy
4YyA0Bi 3PA3KM HACTIHHOI NoAIXpPOMii. BinbLwicTb i3 LUMX cn-
Haror, y TOMy Y1CAi 1 Ti, AKi yBiNWAM 40 AaHOro KaTanory,
Bi4HOCATLCA 4,0 A4pYroi NonoBMHM XIX — nepLuoi NoN0BUHMK
XX cT. 30Kpema B YKpaiHCbKill YaCcTUHI ByKOBUHM HACTiHHI
pPO3MNMUCK BLININW NLLE B YOTUPLOX CMHArorax. Havkpatue
OEKOopaTMBHUI XKUBOMUC 36epircsa y Aitodili YyepHiBelb-
Kilt cuHarosi “beiT Toina beHbamin” (iBp., “OiMm monntem
BeHbsamiHa”) [doTO 6] Ta HelloaaBHO BUABNEHIN Byaisni
KO/IMLUHbOI CMHArorM pavoHHoro ueHTpy Hosocenuus.
Okpemi ¢pparmeHTU cTiHonucy 36epernunca y We [BOX
yepHiBeLbKMX cuHarorax, a came: “I'povice Win” (ig., “se-
NvKa cuHarora”) [doTo 3] Ta “Xespa Terinim” (iBp., “T0-
BapuCTBO ncanmis”). BigKpuTTa po3nuciB HoBOCENMLb-
KO cuHarorn, Ak i manoi 3aam cuHarorm “Ipoice LWin”
y YepHiBLAX, CYTTEBO PO3LUMPUIO YABNEHHA NPO TUNONO-
rito, penepTtyap Ta ikoHorpadito cMHaroraabHUX PO3NKUCiB
y ubomy perioHi. Ha BigmiHy Big “3pagsHizosaHoi” Mlis-
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Southern Bukovina remains part of Suceava County in
Romania.

During World War Il, Romania, allied with Nazi Ger-
many, unleashed a policy of genocide against local Jews.
Although thousands of Jews were removed to the con-
centration camps and ghettos in Transnistria, Jewish plac-
es of prayer survived not only the war, but also the Hol-
ocaust and so-called Sovietization. Thus examples of wall
polychromic painting have been preserved for posterity.
Most of these synagogues, including those shown in this
catalogue, date to the turn of the twentieth century. In
Ukrainian Bukovina wall paintings are still to be seen only
in four synagogues. The best preserved are in Chernivtsi’s
active synagogue Beit Tfilah Benyamin (Hebrew: “prayer
house of Benyamin”) [Fig. 6], and in a recently rediscov-
ered former synagogue in the regional center of Novose-
lytsia (Ger.: Nowosielitza; Rom.: Noua Sulita). Fragments
of wall paintings can be seen in Chernivtsi’s two other syn-
agogues, the Groise Shil (Yiddish: “Great Synagogue”) [Fig.
3] and the Chevra Tehilim (Hebrew: “Society of Psalms”).
The rediscovery of the Novoselytsia synagogue wall paint-
ing, as well as that in the minor hall of the Groise Shil
Synagogue in Chernivtsi significantly broadens our under-
standing of the typology repertoire and iconography of
synagogue wall painting in this region in general. Unlike
the much-sovietized Northern Bukovina, Jewish ritual
architecture in Romania’s Southern Bukovina underwent
no conversion for purposes other than religious and now
are in a much better state than those in the north. The
painting programs in four of them, namely Templul Mare
(Romanian: “Great Temple”) in Siret, Templul Mare in
Radauti, Khevra Gmilat Khasadim (Hebrew: “Society of
Acts of Loving Kindness”) in Suceava and Sinagoga Mare
(Romanian: “Great Synagogue”) in Gura Humorului, bear
similarities to those in Chernivtsi-Novoselytsia. They also
share common features with the synagogues in the neigh-
boring parts of Romania [Fig. 4], formerly located in the
Principality of Moldova, i.e. Bacdu, Harldu, lasi, Botosani,
Falticeni, Piatra Neamt, and Targu Neamt. Interestingly,
some of the Bukovinian shrines mentioned above display
several layers of wall painting dating to different time pe-
riods. Unfortunately, most of the religious architecture




HiYHOI BYKOBMHM Ha TepUTOPii pyMmyHCbKOI lNiBgeHHOT by-
KOBMHM EBPEMCHKI KyNbTOBI cnopyau He bynu nepenpodi-
NIbOBaHi NiA, iHWi noTpebu i 36epernnca 3aranom Kpalie.
YoTupwu 3 HKUX, a came cuHarorn “Temnayn Mape” (pym.,
“Benukuii xpam”) y Ceperti, “Temnayn Mape” y Paaisusx,
“Xespa 'minat Xacagim” (isp., “ToBapucrtso nobaayoi
nobpotn”) y Cyyasi Ta “CiHarora Mape” (pym., “Benvka
cuHarora”) y lypa-fymopi 6113bKi 3a nporpamoto posnu-
CiB 10 YepHiBeLbKO-HOBOCENMLbKOTO apeany. Mpu ubomy
BOHM MAOTb YMMAJIO PUC, CNiSIbHUX i3 BOXHULAMM CyCia-
HiX micT PymyHii [poTo 4], po3TalloBaHUX Y MeXKax icTo-
puuHoi obnacti Mongosu: bakey, Xupney, Accu, botowa-
HU, QenTiveni, M'aTpa-Hamu, Tupry-Hamu Ta iH. Y gesakux
BMLLLEHA3BaHNX BYKOBUHCbKMNX BOXKHULAX 36epernocs ae-
Ki/IbKa LWapiB CTIHONKUCY, AaTOBAHWUX Pi3HUMM nepiogamm.
Ha »kanb, nepesakHa BinblUicTb EBPENCHKUX KYNbTOBUX
cnopypa, perioHy 3aHenbaHi 1 noTpebytoTb pectaspalii
Ta iMNyAbCy ANA HOBOTO XUTTA. A cMHarorn B Hosocenuui
1 BaTpa-[opHel HeobxiaHO TepmiHOBO pATyBaTWU Bif
NOBHOI pynHau,i.

XapaKTepHo 0cobaunBICTIO BiNbWOCTI MiCLEBUX CU-
Haror € NMWHOTA AeKopaL,i, y AKil po3ropHyTa EBpPelcbKa
ikoHorpagia noegHaHa i3 TpaguLUIAMM €E€BPONENCBKUX
nanauosux po3nucie. Lle NoACHIETbCA TpUBaNMM Mic-
Le3HaXO4KeHHAM ByKOBMHM HA CTWUKY Pi3HUX ETHIYHWUX
MacuBiB Ta AepXKaBHUX YTBOPEHb, Wo pobwuo ii Biakpu-
TOK ANA PI3HOMAHITHUX KyNbTYpPHUX BNAMBIB. 3 Apyroro
60Ky, 6ynu i iHWi dakTopu, AKi Npussenmn ao bypxnmeoro
PO3BUTKY CaMOByTHIX MicueBux Tpaauuin. MNoymHatoum
i3 cepeanHm XIX ct. Teputopia ByKOBMHM 3Haxogmnaca
niZ BNJAMBOM Xacuamsmy, Wo byB npeactaBneHuin y Kpai
BiApasy ABOMa BigOMWMMK AMHACTIAMWU YaodukKie: caarip-
CbKOI Ta BMMKHULbKOI. 3aCHOBHWKOM MepLUOi BUCTYNUB
pabi I3paenb ®piamaH, Ha NpPi3BUCbKO PyXuHep, AKUi
y 1842 p. nepebpasca B Cagropy i3 nigpocincbkoi YKpai-
HU. [lpyry AMHACTiO 3anoyaTKyBaAu NpeacTaBHUKK ra-
NINLbKOIo Xacnamamy — BuxigLi cimencrea larepis, AKi oci-
Ny BuxKHUU 1 3rogom nopoguyanuca 3 OpigmaHamu.
3 yacom BNAMB 060X AMHACTIN MOLIMPMBCA M HA CYyMiK-
Hi i3 BYKOBMHOW perioHn. MpPUXMAbHICTb BYKOBUHCbKUX
uaoukie (nepeaycim cagripcbKoro) 4o T.3B. «LLAPCbKOI»
MoZeni KepiBHMLTBA rpomazolo, HaA3BuYaliHa noboB

Po3nucy cuHaror Ha BykoBuHi
Synagogue wall paintings in Bukovina

is in disrepair and in urgent need of restoration, as well
as a new lease of life. Novotselytsia’s and Vatra Dornei’s
synagogues require immediate action to be saved from
dilapidation.

A particular feature of the majority of the local syn-
agogues is an opulent decoration combining Jewish ico-
nography with the traditional artistic decoration of Euro-
pean palaces. In Bukovina - at the crossroad of states and
cultures - synagogue art was more open than elsewhere
to the diversity of cultural influences. Other factors also
contributed to the unprecedented development of local
traditions. Starting in the mid-ninteenth century, Bukovi-
na found itself under the strong influence of Hasidism
represented by the prominent tsadikim of Sadhora (Ger.:
Sadagora; Rom.: Sadagura; Yiddish: Sadigora or Sadiger)
and Vyzhnytsia (Ger.: Wiznit or Wischnitz; Rom.: Vijnita
or Visnita). The founder of the former Hasidic court was
Rabbi Israel “Ruzhiner” Friedmann, who, in 1842, relocat-
ed to Sadhora from Russian Ukraine. The other dynasty
originated in the Galicia branch of Hasidism and was rep-
resented by the Hager family of Vyzhnytsia, who even-
tually intermarried with the Friedmanns. Over time, the
influence of the two dynasties spread to outlaying territo-
ries. The Bukovinian tsadiks’ commitment to the so called
“King’s way” of rule, coupled with love of luxury and mys-
ticism, exerted a noticeable influence on the spiritual and
cultural life of the Jewish community in general and archi-
tectural and decorative styles in particular. The fact that
numerous members of the two dynasties were involved
in erecting new synagogues based on the Sadhora model
gives sufficient grounds for a certain degree of similarity
in the interior decoration [Fig. 5]. Another important fac-
tor in the original basis for the local canon of synagogue
painting was Zionism, which tended to give a new sense
to the century-old religious-nostalgic feelings of the Jews
concerning Zion, Jerusalem and Palestine.

Bukovinian synagogue wall painting can be viewed
as a peculiar “boom” of the original Eastern European
synagogue tradition of decoration at the final stage of its
evolution. It was an “outburst” against the background
of the eventual decadence of medieval iconography in
the painting program, an ever-growing number of new

CaMOO6yTHICTh Y KOHTEKCTi TpazmIfii
Originality in the Context of Traditions

[0 pPO3KOWi Ta OAHOYACHO MICTULM3MY MO3HaYanmuca
Ha [OYyXOBHO-KY/IbTYPHOMY XMUTTi MIiCLLEBOro €BpeincTBa
1, 30Kpema, Ha apXiTEeKTYPHIN Ta XyAoxKHil Bisyanizauii
peniriiHoi Tpaauuii. CnopyaskeHHs 6araTbma npeacras-
HUKaMM 060X AMHACTIN HOBUX CMHAror-pesnaeHLin came
3a “capripcbKMm 3paskom” gae niactaByM npunyckaTu
NeBHY CXOXKICTb 1 y iX BHYTPILWHbOMY AeKOpaTUBHOMY
odopmneHHi [poTo 5]. LLle oaHUM BaxKAnMBUM daKkTopom,
LLLO B AIKIMCb Mipi TaKOX CMPUYMHUBCA A0 OPUFiHANIbHOTO
CHOXKETHOTO HaMOBHEHHA MICLEBOrO0 KAaHOHY CMHarorasb-
HOro ManApcTBa, cTaB CioHi3am. OCTaHHI Hagas nNpaaas-
HiM penirinHo-HOoCTaNbriYHMM no4yTTAM eBpeis woao Ci-
OHY, Epycanmma 1 MNanectmHyn HOBOroO 3ByYaHHA Ta Npak-
TUYHOTO BTiIEHHA.

OTKe, po3nucu BYKOBMHCBbKUX CUMHArOr € LjiKaBuM
crnasaxom CxigHOEeBPOMeEMCbKOi TpaamLii cuHaroraibHOI
AeKopauii Ha 3aBepLIanbHin cTagii it eBoatouii. Cnanaxom
Ha TAi MOCTYNOBOrO 3racaHHA, AIKe CYMpPOBOAXKYBA/NOCA
BUTICHEHHAM cepeaHbOBIYHOI iKoHOrpadii 3 nporpamu
pPO3MMCiB, LLOPa3 YacTiLLIOro NOTPANIAHHA 40 penepTyapy
HOBWX CHOXKETIB, PO3TUPAKOBAHMX NoAirpadiyHMM cnoco-
60M 411 MACOBOro CMOMMBAHHSA, @ TAKOXK 3aMilLEeHHAM
CMMBOJIIMHOI MOBM HAaPOAHOrO0 MUCTELTBA PEANICTUYHUM
*)ueonucom. OfHaK ByKOBMHa, CXOXe, YNHUAA CNPOTUB
noaibHii aerpagauii. Aaxke came TyT HaBiTb Y Mi’KBOEHHI
AecATUNiTTA 36epirannca AMBOBUNKHUIA CTUAb HACTIHHOIO
CMHarorasbHoOro KmMsonucy, 6araTcTBO ClOXKeTY, MUbUHa
" emoUiHicTb 0bpasiB, camobyTHA aBTOpPCbKa mMaHepa.
BOHM CTanu cBig4YeHHAM INBUHM | CUAK peniriiHoro ayxy
OYKOBMHCBKOTO EBPENCTBA, IKi, O4EBUAHO, 1 Aani MOrK
6 PACHO NNOAOHOCUTU Ha HMBI EBPENCHKOrO MUCTELITBA,
AK6M He nogasnblui TpariyHi noaji.
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themes in the repertoire, especially circulated by means
of polygraphy and substitution of a symbolic idiom of folk
art by the realistic genre painting. However, Bukovina re-
sisted what seemed to be an inexorable degradation. In
Bukovina even between the wars local artists managed
to preserve the magical style of synagogue wall painting
distinguished by a wealth of themes, profound emotional
content and a distinct personal manner. All these testify
to the religious devotion of Bukovinian Jews, who, might
well have continued the tradition throught the present if
it had not been for the tragic events of the war and post-
war eras.
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1. Kpakis (Monbwa). CuHarora lcaka.
Posnuc 6i4HOi CTiHK y BUTAAL
MOJIUTOBHUX TEKCTIB, AEKOPOBAHMX
peHecaHcHMMK bopatopamu.

Cep. XVII ct. ®oTo €. Kotnapa, 2011 p.

3. YepHisui (YkpaiHa). “I'poiice Win”.
3aNULLKN }KUBOMUCHOTO AEKOpY
roN0BHOI 331U Nig WapoMm KinTaAsw.
Mou. XX ct. ®oTo €. Kotnapa, 2010 p.

Synagogue Groise Shil, Chernivtsi,
Ukraine.

Early twentieth century decoration
of the Prayer Hall seen through
later plastering and a layer of soot.
Photograph by Eu. Kotlyar, 2010.

Isaac’s Synagogues, Krakow, Poland.

Framed prayers inscribed on the wall,
seventeenth century. Photograph by

Eu. Kotlyar, 2011.

2. bocKosiue (Yecbka Pecny6nika).
CuHarora. Po3nuc 3axigHoi cTiHun Ta
ckneniHHA. XVIII cT. doTo €. Kotnapa,
2010 p.

4. borowanu (PymyHis). CuHarora.
Po3nuc ckneniHHA Ta obpamneHHn
ApoH Kodewy. 1870-i pp. PoTo

I. Pogosa, 2007 p.

The Boskovice Synagogue, the Czech
Republic.

Western wall and ceiling decoration,
eighteenth century. Photograph by
Eu. Kotlyar, 2010.

Botosani Synagogue, Romania.
The Torah ark (left) and ceiling
paintings from the 1870s.
Photograph by I. Rodov, 2007.
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5. Caaropa (HuHi — yacTuHa YepHiBuiB, YKpaiHa).
3a/IMLWKN KMBOMUCHOIO AEKOPY B KOMULLHIIN CMHArosi
AuHacTii ®pigmaHis. KiH. XIX — nou. XX c1. ®oTo

€. Kotnapa, 2002 p.

Sadhora (formerly a village), nowadays part of the
town of Chernivtsi, Ukraine.
Remains of wall paintings in the former synagogue of

the Friedmann Dynasty, circa 1900. Photograph by Eu.

Kotlyar, 2002.

Po3nucu cuHaror Ha BykoBuHi
Synagogue wall paintings in Bukovina

6. YepHisui (YkpaiHa). CuHarora “Beitt Tdina
BeHbAMIH".

Po3nuc nnadoHa i ctiH. 1930-i pp. PoTo €. KoTnspa,
2010 p.

Synagogue Beit Tfilah Benyamin, Chernivtsi, Ukraine.
Wall and ceiling paintings from the 1930s. Photograph
by Eu. Kotlyar, 2010.
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From text to image: ICONOGRAPHY OF
SYNAGOGUE WALL PAINTING AND
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. Synag_ogué Chevra Tehilim

CMHarora byna 36ygoBaHa B OCTaHHiK uBepTi XIX cT.
3 iHiLiaTMBK OAHOMMEHHOTO PeniriiHoro ToBapucTea,
AKe 30praHidyBanoca B YepHisuax 10 rpyaHa 1873 p.
3a HenepeBipeHUMKU AaHUMK BOXKHULA CAyryBasia mic-
Lem An8 MOJIIHHA MICLLeBUX €BPEIB-XaCUAIB BUMNHULLb-
KOro HanpsAMmKy, a TakoXk €BpeiB 3 BuxHuui (nig yac ix
nepebyBaHHA y MIcTi). Y Mi*KBOEHHUIA Nepiog, MOIMTOBHA
3a/1a CMHarory 6yna NOBTOPHO AEKOPOBaHA HACTIHHUMMU
po3nucamu. Bocenn 1941-ro — B3umKy 1942 pp. byaisna
Ta npwuaerna TepuTtopia 6ynn YacTMHO EBPENCHKOTO reT-
T0. Micna 1944 p. yepes BiACYTHICTb BiPAH AiANbHICTb CU-
Harorv He byna BigHoBEHa. 3 iHiLiaTMBK MicLLeBOT Bnaam
2 KOBTHA 1946 p. NpUMILLEHHA cuHaroru byno nepeaa-
He $abpuui My3MUYHKUX iHCTpyMeHTIB. 3 1995 p. y byaisni
3HAXOAMUTbCA MOIMTOBHUM AiM XPUCTUAH EBaHresbCbKOoi
Liepksu boxKoi.

he Chevra Tehilim synagogue was erected in the last

quarter of the nineteenth century on the initiative of
a religious society of the same name that had been es-
tablished in Chernivtsi on December 10, 1873. The syna-
gogue was said to have served as a place of prayer for the
local Vizhnitzer Hasidim, as well as for the Jews from Vy-
zhnytsia during their stay in Chernivtsi. During the inter-
war period, the prayer hall of the synagogue was re-dec-
orated with wall paintings. From autumn 1941 through
winter 1942, the synagogue and the surrounding area
became part of the Jewish ghetto. From 1944 and on
following the retreat of the Axis powers, the synagogue
did not resume its activities owing to the lack of the wor-
shippers. On October 2, 1946, the local authorities con-
verted the synagogue into a musical instrument factory.
Since 1995 the former synagogue has served as a house
of prayer for the Evangelical Church of God.
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A - CKPWKANI 3 BITAFOCNOBNAOYNM A - TABLETS OF THE COVENANT,
YXECTOM AAPOHI/B TA KOPOHOIO TOPU f L HANDS IN A PRIESTLY BLESSING
B - JAPYBAHHA TOPU [ ] AND A CROWN OF THE TORAH
C - XXEPTBOIMNMPUHECEHHA ICAKA B - THE GIVING OF THE TORAH
(PAHKOBA MONNTBA LUAXAPIT) E D C - THE SACRIFICE OF ISAAC
D - MONNTBA ICAKA (AMORNING PRAYER, SHACHARIT)
(OEHHA MONUTBA MIHXA) 1 D - THE AFTERNOON PRAYER
E- ?B I(E(Elln(g):'(ﬂE'l';A 36 EE?S?'XI,; ;:P/B) OF ISAAC, MINCHA BTPAYEHA YACTUHA PO3INCY
E - ? (ASCENE WITH JACOB AND
F - IITOCTPALIT O MCANIMA 150 AISI EVENING PRAYER, MAAR/V) / LOST PART OF THE CEILING
F - ILLUSTRATION TO PSALM 150 PAINTING
Cxema po3nucy CTiH Ta cTeni cuHaroru “Xespa Terinim” PosropTka posnucy cteni cuHarorm “Xespa Terinim”
Layout of the wall and ceiling decoration of synagogue Chevra Tehilim Layout of the ceiling decoration of synagogue Chevra Tehilim
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Cunarora “Xespa Terinmim”, M. YepHiBiii, Ykpaina
Synagogue Chevra Tehilim, Chernivtsi, Ukraine

7. Burnap KonAUWHbOI MONIMTOBHOI 33U i3 3a/IMLLIKaMU
AeKopy.

Cuctema posnucis nobyaosaHa 3a LEeHTPaIbHO-0CbOBUM
NPUHLMMAOM, MNOKAUKAHUM MiAKPECAUTU  MiCLLe3HaXO-
OyKeHHA ApoH Kodewy. Hap BianoBigHow Hiwew npo-
rNAOAETbCA 306parkeHHA KopoHu Topu — Kemep Topa 3i
Ckpurkanamm 3anosity. 06abiy HbOro y ABOX pericTpax
306parkeHi KOMNO3uLii, LLLO AOMNOBHIOKOTb CHOXKET: NPaBo-
pyy — “KepTBonpuHeceHHs lcaka”, nisopyy — “[apyBaHHA
Topu Ha ropi CuHait”. Yci Tpyu Komno3suuii 06’egHaHi igeeto
60roobpaHOCTi €BPENCLKOrO Hapody Ta MoOro 3B’A3Ky
3i BceBULWHIM. Y NpaBomy KyTi 306paKeHnit Ba3oH 3 KBi-
TaMK — CMMBON palicbKoro cagy. EdekTHi KopuHOCbKI
KOJIOHW PO3A4iNAt0Tb 3arasibHUI KMJIMM PO3NUCIB HA KBa-
APpaTHI Ta NPAMOKYTHI nonA. Mig BepxHim Wwapom aekopy
NpornAAanTbCsa 3a1UWKM Binbll paHHbOrO y BUMAAAi imi-
Tauii uerenbHOT KNagKuM Ha 3e1eHoMY TAi.

The Former Prayer Hall with the Remnants of the Wall
Painting, General View.

The painting scheme is built on the central axial princi-
ple aimed at emphasizing the location of the Torah ark.
Visible above the niche is the image of the Crown of the
Torah (Keter Torah) with the Tablets of the Ten Command-
ments. Flanking the central image are two complementa-
ry compositions, depicted in two registers: The Sacrifice
of Isaac on the right-hand side, and The Giving of the To-
rah at Mount Sinai on the left. All three compositions are
united by the message of the chosenness of the Jewish
people and their Covenant with God. The right-hand cor-
ner features flowers in vase, which symbolizes the Gar-
den of Eden. Impressive Corinthian columns divide the
entire carpet-like decoration into square and rectangular
fields. Visible in some places below the upper layer of
paint are the remnants of an earlier layer imitating brick-
work against a green background.

8. 3anuwku aekopy Hapg Hiweto ApoH Kodewy.

Y BepxHboMy wWapi cTiHonucy 306paxkeHo CKpurkani 3a-
NnoBiTy i3 NepLwmmmM CIOBaMU AEeCATU 3aMN0BiAeN, HAL AKK-
MW 1eb NOMITHO NPOCTYNatOTb KUCTI PyK. BOHW CKnageHi
Y T.3B. }KECT CBALWEHHUKIB — Ko2eHig (aapoHidis). Takum
YKeCTOM HallafKM CTapoAaBHIX XKpeLiB 61arocnoBAA0Tb
€BPENCbKMNIA Hapog im’'am BeceBuwHboro. Hag 306paskeH-
HAM PYK NPOrNAAaeTbCA KOPOHa, AKa, 3rigHO 3 eBpone-
CbKOIO repanbAMyHO TPaAMLieE0, € CUMBOJIOM [/1aBEH-
CTBa, CUAN Ta YecTi. Y eBPeENCbKil TpaauLii i3 uMm cum-
BO/NIOM NoOB’A3aHa pabuHicTUYHA ceHTeHujia: “€ Bcboro
TPW KOPOHU: KOPOHa Topu, KOPOHA CBALLEHCTBA | KOPOHA
uapcTea. Ane KopoHa [06poro iMeHi BMLA Big, HUX ycix”
(Mipke Agom 4:17). Yci CUMBOAM CTaHOBAATL LiNliCHY re-
panbAuyHy rpyny, Aka 4OMNOBHIOBaNacb eNemeHTaMm ae-
KOpY iHWWX penirinHux atpmubyTis cuHaroru.
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Remnants of the Wall Painting above the Niche of the
Torah Ark.

The upper layer of the wall painting features the Tablets
of the Covenant with the first words of the Ten Com-
mandments, with a now-blurred image of hands above
them. The hands are shown in a priestly blessing with
which the cohens (Aaronids), who are the descendants
of the old-time priests, bless the people of Israel in the
name of God. Discernable above the hands is a crown.
While in the European heraldic tradition a crown is sym-
bolic of supremacy, might, and honour, the Jewish tradi-
tion associates it with a Rabbinic sentence citation,“There
are three crowns: the crown of Torah, the crown of priest-
hood, and the crown of royalty; but the crown of a good
name excels them all” (Pirke Avot 4:17). All symbols are
integrated in a holistic heraldic narrative supplemented
by the decorative elements of the synagogue’s other re-
ligious artifacts.
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9. MeptBonpuHeceHHs Icaka.

Lle oaAnH 3 Halbinbl paHHIX CIOXKETIB, AKMI TPanaseTb-
€A B TPAAML,ii CMHAroranbHOro ManApCcTBa, NOYMHAOYUM 3
Il cT. LWo6 posectn cBoto BigaaHicTb bory, npaoteyb AB-
paam MOroAmMBCA MPUHECTM B XepTBYy CBOrO CMHa IcakKa,
OfHaK epTBa byna 3amiHeHa ArHam. MNpo ue Haragye
umTaTa 3 bibnii nig KapTMHoto: “A ABpaam 3BiB 0oui CBOI
Ta 1 nob6aymB., aXk ocb OAMH BapaH 3aB’s3 y ryLLLaBKHI CBO-
iMmn poramun” (ByTTa 22:13). MpuUCyTHICTb BceBULIHBbOTO,
AKWI 3aMiHMB XKepTBY, 306paxKeHa aneropuyHo y Gpopmi
ny4yka NPOMEeHIB 3-3a XMapu. BpaHiwHe coHue (Bigomo,
Lo ABpaam BMPYLUMB Yy AOPOry BAOCBITA), @ TAKOXK OCTaH-
Hi pPAJOK TEKCTY i3 Ha3BOW paHKoBOi monuTeu — Llaxa-
pim, 3anpoBafKeHHA AKOI NPUNUCYOTb Came ABpaamy,
Manu, BOYEBMAb, MIAKPECAUTU BIAMOBIAHICTL CHOXKETY
nepwoaepeny. NoagibHe XxyaoKHE BiATBOPEHHSA BigoMoi
6ibNiMHOT CLUEHN € 4OCUTb HE3BUYHUM.
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The Sacrifice of Isaac.

This is one of the earliest plots to be found in the syna-
gogue painting tradition since the third century C.E. To
prove his devotion to God, Abraham offers his son Isaac
up as a sacrifice, but the offering is replaced with a ram.
The Hebrew caption reads, “And Abraham lifted up his
eyes and looked, and behold behind him a ram caught in
a thicket by his horns” (Genesis 22:13). The presence of
the Almighty, who replaces the sacrifice with the ram, is
conveyed, in an allegorical form, through a shaft of light
breaking through the clouds. The image of the rising sun
(as it is known Abraham set off at dawn), and the last line
of the text with the name of the daily morning prayer,
Shacharit, whose origin is attributed to Abraham, are all
meant to emphasize the conformity of the scene to the
original source. Such artistic treatment of a well-known
Biblical story is rather unusual.

CuHarora “XeBpa Terinim”, M. UepHiBLi, YKpaiHa
Synagogue Chevra Tehilim, Chernivtsi, Ukraine

10. AapyBaHHA Topu Ha ropi CuHaii.

Binbwa YacTMHa po3nucy BTpaveHa. HaaBHWMI 0BpMBOK
TEKCTY, AKWUI € YacTuHO Ppasm “I BuBiB Moiiceli Hapog, i3
Tabopy HasycTpiy borosi, i BOHK cTanu nig ropoto. A ropa
CuHan yca BOHa AumyBana Yepes Te, Wwo focnoap 3inwos
Ha Hel B orHi!” (Buxig, 19:17-18), 3a aHanorieto 3 iHWUMMK
CMHaroraMu [,03BOMIAE NPUMYCTUTH, WO Ha KapTWHI byna
306parkeHa came ropa CuHal, Ha AKi BceBULWHIN yepes
Moiicesa nas espeam Topy. CueHa “CuHaCbKOro ogKpo-
BeHHA”, ANBO AKOro eBpei WOopPiYHO BLUIAHOBYHOTb Mif Yac
cBATa LLlagyom, noknvKaHa byna yTBepasKyBaT AyMKY
npo 60roobpaHicTb EBPENCLKOrO Hapoay i, B NOEAHAHHI
3 iIHWKWMM CIOXKETHMMM KOMMNO3ULIAMM CXiZHOI CTiHM, Ay-
XOBHO FypTyBaTW Y4aCHMKIB NiTypril.

The Giving of the Torah at Mount Sinai.

The larger part of this work has lost. The remaining frag-
ment of the text, which is part of the phrase, “Then Mo-
ses brought the people out of the camp to meet God; and
they took their stand at the foot of the mountain. And
Mount Sinai was wrapped in smoke, because the Lord de-
scended upon it in fire” (Exodus 19:17-18), suggests, by
analogy with other synagogues, that the painting would
have featured Mount Sinai, where the Almighty gave,
through Moses, the Torah to the Jews. The scene of the
Sinai revelation, whose miracle the Jews annually com-
memorate on Shavuot, was intended to assert the mes-
sage of the chosenness of the Jewish people and, in com-
bination with other plot compositions of the East wall, to
spiritually unite the participants of the liturgy.
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11. 3anMwWKuM cloXKeTy 3 BedipHim neiisaxkem.

O6punBoK ¢pasn “I BUALWOB Icak Ha NPOrynsHKY B nose,
AK Bevip HacTtaBas” (bytta 24:63) nig KapTUHOW AOa€
niacTaBU CTBEPAMKYBATH, LLO XYAOKHUK Yy TaKui cnocib
306pa3mB TpaguLito nicnanonygHesoi MoauTeu — MiHxu.
B togaismi MiHxa BignoBiAa€ Be4ipHbOMY KepTBOMNPUHO-
LWEHHIO B EPyCaZIMMCbKOMY Xpami i 3rigHo 3 Taamyoom
6epe cBill NoYaToOK came Bif, Icaka.

IxoHOTpadis cMHAroraJIbHUX PO3INCIB Ta XYAOKHS MOBa OYKOBMHCHKIUX MaJCTPiB
Iconography of Synagogue Wall Painting and Artistic Idiom of Bukovinian Painters

Remnants of the Composition with an Evening Land-
scape.

The remaining text fragment, “And Isaac went out to
meditate in the field in the evening” (Genesis 24:63) un-
der the painting, leads to believe that the artist would
have depicted the tradition of a Mincha, the afternoon
prayer. In Judaism, a Mincha corresponds to the evening
offering in the Temple in Jerusalem and, according to the
Talmud, takes its origin from Isaac.

Cunarora “Xespa Terinmim”, M. YepHiBiii, Ykpaina
Synagogue Chevra Tehilim, Chernivtsi, Ukraine

12. 3aAULWKK po3NKUCy NiBHIYHOI CTiHK.

3o06pakeHHA, AKi 3bepernnca Hag BIKOHHMMW Hillamu
NiBHIYHOI CTIHW, HanexaTb A0 PI3ZHOYACHUX XKUBOMUCHUX
wapis. J/liBopy4 NpocTynae 6inbll paHHIN Wap 3 OpHaMeH-
TUKOIO, L0 Haragye rpoTeckn B CTU aMnip, XapaKTepHi
ONA [eKopy NanauoBux iHTep epis. MpaBopyy y NisHiWwo-
MY Wapi 306parkeHi My3nYHi iIHCTPYMEHTU, AKMMW Hane-
UTb claBuTn BeesuwHboro (Mcanom 150).
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Remnants of the Wall Painting of the Northern Wall.
The remaining imagery above the window niches of the
northern wall belongs to the artworks of different time
periods. The earlier layer, discernible on the left-hand
side, is reminiscent of Empire style grotesque, charac-
teristic of a palace-like interior decor. The later layer on
the right features the musical instruments “with which to
praise the Lord” (Psalm 150).
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13. JlactiBKa Ha Kpalo iNt030pHOT pamu.
HeBenuknin nepeniTHU NTax, Lo KMBE NOpyY 3 NH04bMU
i € NPOBICHNKOM BECHW, CMMBONI3YE TYT Kpacy borke-
cTBeHHOro TBOPIHHA i 6escmepTa AyLwi. MmoBipHO, B €B-
pelicbKoMy KOHTEeKCTi Lei 06pa3 BUCTyMnaB TaKoX meTa-
bopoto NpuingeLHix meciaHCbKMX Yacis.

A Swallow on an lllusory Frame. A small peregrine,
which lives close to people, is believed to be a harbinger
of spring, thus symbolizing the beauty of God’s Creation
and immortality of the soul. Presumably, in the Jewish
context, this image may be viewed as a metaphor for the
forthcoming Messianic era.

IkoHOTrpadis cMHAroraJbHMX PO3MMCIB Ta XYLOKHSI MOBa 6YKOBMHCBKMX MaCTPiB
Iconography of Synagogue Wall Painting and Artistic Idiom of Bukovinian Painters

14. KBiTn y Ba3oHi.

Lie GnopuUCTUUHUIN MOTUB, AKKUIA 36epircs y 6inbll paH-
HbOMY LLAPi AEKOpY, Y EBPEICBKIM Tpaamuii nos’asaHui
i3 Temoto Kpacu Ta iamnii paicekoro cagy. BiH BucTynae
[AXKepesiom ecTeTUYHOI Hacos04M, 3aC060M CTBOPEHHSA
aTMocdepu ypounucToCTi Yy MPUMILLEHHI, Ae, OKpim Ato-
ael, nepebysae i borkectBeHHa MpucyTHicTb — LexiHa.

Flowers in a Vase. In the Jewish tradition, the floral motif
(preserved in the earlier layer of the painting) is linked to
the theme of the Beauty and Idyll of the Garden of Eden.
It is meant to serve as a source of aesthetic delight and to
convey a solemn atmosphere to the place where, apart
from people, there is the Divine Presence, Shekhinah.

Cunarora “Xespa Terinmim”, M. YepHiBiii, Ykpaina
Synagogue Chevra Tehilim, Chernivtsi, Ukraine
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15. CioxkeT Ha Temy Mcanama 150.
Ha KapTuHi 306paxkeHi ckpunka 3i
CMUYKOM, BapaHauuii pir — wogap
i TODMKYTHUK. BOHW penpeseHTyoTb
BiAMOBIAHO TPW TPYyNM iHCTPYMEH-
TiB, NPO AKi MAeTbca y 3ragaHomy
Nncanmi: CTPYHHO-LLMMNKOBI, AYyXOBi
Ta yAaapHi.

A Still Life with Musical Instru-
ments after Psalm 150.

The painting presents a violin and
a bow, a ram horn, shofar, and a
triangle, all three representing the
three instrument groups mentioned
in the Psalm i.e. string instruments,
brass, and percussion.

16. ®parmeHT po3nucy NiBHIYHOI
CTiHW.

[eKkopaTuBHUI OpHaAMeHT Yy Ayci
rpoOTeCKiB Ha CUHbLO-3e1eHOMY Thi,
AKUIA NPOCTYNaE Kpi3b Binblu Mi3HIN
OXPUCTUIA Wap, 6yB BUKOHAHWN, SK i
Yy BUMAAKY i3 KBiTamu y Ba3OHi, A/1A
HaJaHHA XMBOMUCHOMY aHCaMbto,
a yepes HbOro M YCboMy NPUMILLLEH-
HIO BULLYKAHOCTI Ta CBATKOBOCTI.

Fragment of the Northern Wall
Decoration. As in the case with the
flowers in the vase, the ornament
on the azure background faintly vis-
ible through the later, ochre, layer
was meant to impart, in the style of
grotesque, an aura of festivity and
exquisiteness to the hall.
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17.Po3nwuc creni.

Buininuii parmeHT posnucy nnadoHa asnse coboto ae-
KOpaTMBHY, no36aBaeHy CMWCNOBOrO HaBaHTAXKEHHA
E€KNEKTUYHY KOMMO3UL,it0 Y BUMNALI CUMETPUYHO pO3Ta-
LLIOBaHMUX i MOEAHAHUX CMYTaMW B EAUHUIA TEOMETPUYHUIA
nopAaoK KPYranx poseTok. o il nepumeTpy — opHameH-
TanbHUI 6opatop. Y poseTkax BUKOPUCTaHI MOTMBK aH-
TUYHOrO MeaHApa i NasIbMeTOK, BUKOHaHI 3a OMNOMOrot
anbdpeinHoro (TpadapeTHOro) *KMBOMMUCY.

IxoHOTpadis CMHArOraJIbHMX PO3MMNCIB Ta XY/OKHS MOBa 6YKOBMHCBKMX MaCTPiB
Iconography of Synagogue Wall Painting and Artistic Idiom of Bukovinian Painters

Ceiling Painting.

The remaining fragment of the plafond decoration ap-
pears to be an eclectic ornamental composition devoid
of a meaningful message in the form of symmetrically
located round rosettes, connected with stripes to form
an integral geometric order with an ornamental bordure
along the perimeter. The rosettes make use of the motif
of an antique meander and palmettes in the technique of
stencil painting.

Cunarora “Xespa Terinim”, M. YepHiB1i, Ykpaina
Synagogue Chevra Tehilim, Chernivtsi, Ukraine

18. MoTuB B’IOHKOro BMHOrpaay.

Buininnin pparmeHT BigHOCUTbCA A0 MEpPBiCHOrO LWapy
po3nucy 6opatopy nnadoHa. Y eBpenchbki Tpaamuii
BMHOIpag CMMBO/MI3ye borkecTBeHHe 61arocnoBeHHA
Ta BMHO, AIKMM OCBAYYIOTb LLJabam Ta €BpeMcbki ceATa.
BiH Hanexuntb go cemu 6ibAiliHUX Naogis I13painto — wusa
MmiHim (MoBTopeHHA 3akoHy 8:8), siKi yocob1t010Tb poato-
yictb 3emni O6iUAHOI, «WO Teye MOJIOKOM Ta MeZOoM»
(Bmxig, 3:8,17).
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The Grapevine Motif.

The remaining fragment dates back to the original lay-
er of the plafond bordure décor. In the Jewish tradition,
grapevine symbolizes the Gods" blessing and the wine to
sanctify Shabbat and Jewish holidays. It belongs to the
seven Biblical species of the Land of Israel, shiva’t ha-min-
im, (Deuteronomy 8:8) which personify the fertility of the
Promised Land, which “flows with milk and honey” (Exo-
dus 3:8,17).
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Bio mpaduuii 0o inmepnpemauii:
ABTOPCBKUMN TIIAXIO 0O BI3YAJTI3ALIIT
BIBJIIMHOT'O TEKCTY

From tradition to interpretation:
VISUALIZATION OF BIBLICAL STORIES



eKopyBaHHs iHTep’epiB BYKOBUHCbKUX CUHAror Bu-

TPMMaHe B pamMKax yCTajsieHOoi Tpaauuii cMHaroranb-
HOro CTIHOMMUCY, AKa CAyryBana CBOro poAy AOpPOroBKa-
30M ONA XYAOXHUKIB. BogHoyac B ymoBax BifCyTHOCTI
YiTKOrO KaHOHY MUTL Maan 3MOry TBOPYO NiAXOAUTU A0
nporpamun AeKopy M TPaKTyBaHHA OKPEMMUX CHOXKeTIB. |c-
TOpif 3aKkapbyBana Ha CTiHAX €BPENCbKMX BOXKHMULb pe-
rioHy, a TaKoX y nam’aTi HallaAKiB iMeHa OKpeMmx oco-
6uctocTel, AKi Mann NeBHUIM CTOCYHOK A0 MOABM PO3MK-
CiB y Tii um iHWIiN Byaisni. BTim, fOCTEMEHHO 3pO3YyMITK
iX pONib y CTBOPEHHI KOHKPETHMX AeKOPaLLii BaXKKO. Jlnwwe
B [eKiNIbKOX BMMNagKax aBTOPCTBO PO3MNUCIB He NigLAETb-
€A cyMHiBy. TaK, Ma/IlOHKM Yy Maniii 3ani cuHaroru “Ipoit-
ce Win” HanexaTb NEH3M0 YepHIBELbKOro XyAOXHMKa
luxaka lcaxapa Ansmkosuya (1882-1944 pp.). CunHarory
B lypa-fymopi posnucysas legania AnbTmaH, im’s AsKoro
Ta [aTa 3aBeplleHHA poboTM CTanu HeBiA EMHOM YacTu-
HOIO TaMTeLHbOI AeKopauii. Y BMnaaKy i3 mancrtpom LiBi,
iM’s AKOro BKa3aHo nig 306paxkeHHAM ieBa y CMHarosi Pa-
AiBLiB, iAeTbCA, CXOXKe, MPO aBTOPa /INLLE LLbOTO CIOMKETY.
IHWI CLLeHM BUKOHAHI ABHO B iHLIOMY CTUAi, OTXKe, HaMBi-
porigHilwe, HanexaTb NeH3/H0 iHWOro YM iHWKX aBTOPIB.
TaKk camo nuLe 3 NeBHOK YaCTKO IMOBIPHOCTI A0 rinbAaji
CMHarorasbHUX AeKOPaTopPiB MOXKHA BiHECTM 1 YONOBIKa
Ha npi3suLLe PilimaH, im’s AKOro y HacTiIHHOMY MasltoH-
Ky HOBOCE/IMLbKOI CMHArorM cynpoBOAKYETbCA dpaszoto:
“po posnuciB 3ycunb AoKNaB”. Aa)Ke AOCTEMEHHO He
BiflOMO, 6yB BiH aBTOPOM, CMiBaBTOPOM YU [AOHATOPOM
po3nucis. MNpo gekopaTopa YepHiBeLbKoi cMHarorn “bent
Toina beHbAMIH”, po3nncaHoi 3a 3pa3kom HOBOCENULb-
KOi, ane KinbKoma AeCATUNITTAMM Ni3Hile, 3 YCHUX AXKe-
pen Bigomo nuuie, wo BiH 6yB “MalicTpom 3 BUxKHML".

Bpak iHbopmaLii He A,03BO/IAE, 32 HE3HAYHMUM BUHAT-
KOM, PEKOHCTPYHOBATMU KUTTEBUM | TBOPUMI LLINAX AEKOpPa-
TOpPiB OYKOBUHCBKMUX CUHArOT, Mi3HATW iX IIOACLKY | TBOPYY
HaTypy. | nwWe nam’ATKM MUCTELLTBA, LLLO BOHW 3aaULWLNAN
no cobi Ta fAKi We MOXHa cnoragaTti y ix aBTEHTUYHOMY
npocTopi, HecyTb y cobi 3aKoA0BaHi MOBOH XYA0MKHbO-
ro TaNaHTy WTPUXM OO0 NOpTpeTa Uux MUTLIB. AZxKe Te,
AK iHTepnpeTyBasaca Tpaguuis, “npouynTyBaBcs” TeKcT
Topu, TPAKTYBaNUCA OKPEMI CHOXKETM, A FOIOBHO — AK OyB
BUOYAYBAHUIN LNICHUA KMUBOMUCHUI aHCamMb/b, MOXKe
6araTo Lo PO3noBiCTM NPO 0COBUCTICTL CAMOro MakcTpa:
XYLO0XKHA 064apoBaHicTb, TBOpYA CMINMBICTb, TaK camo,
AK i CTyniHb penirinHocTi Ta ob6i3HaHoCTi 3 Toporo bynn K
60 A1 KOXKHOTO iHAMBIAYyanbHUMU. 3BiACK — OpUriHab-
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Po3nucy cuHaror Ha BykoBuHi
Synagogue wall paintings in Bukovina

he decoration of the interior of Bukovinian synagogues
follows the long-standing tradition of synagogue wall
painting, which the artists viewed as a general guideline
for their work. The absence of a rigorous canon allowed
Jewish artists the freedom to take a creative approach in
elaborating a scheme of decoration and treating individu-
al scenes. Both the synagogue walls and human memory
have saved the names of those who contributed to the
wall decoration from oblivion. However, establishing the
exact role that an individual played in creating a particular
painting poses certain difficulties. An unmistakable attri-
bution of any given artwork is possible only in some cas-
es. The authorship of Yitzhak Issachar Ayzikovich (1882-
1944) of Chernivtsi in indisputable in the decorating the
minor hall of the Groise Shil synagogue. Similarly, the in-
terior decoration of the synagogue in Gura Humorului un-
arguably belongs to the brush of Gedaliah Altman, whose
name, as well as the date of the the work, constitutes an
integral part of the decoration. In the case of Tsvi Mahler,
however, whose name appears under the image of a lion
in Radauti’s synagogue, he may well have been the cre-
ator of this painting only whereas other scenes seem to
have been performed in a different style and, apparently,
belong to the brush of some other artist or artists. It only
could be assumed that someone under the name of Fish-
man belonged to the guild of synagogue decorators on
the grounds of a single honorary mention in Novoselyt-
sia’s synagogue wall painting, which reads, “...applied his
effort to the painting”. Yet it remains unknown whether
he was the author or a co-author of the wall painting dec-
oration or simply a generous donator. The only verifiable
fact about the decorators of Chernivtsi’s synagogue Beit
Tfilah Benyamin, sampled after Novoselytsia’s synagogue
interior decoration a decade later, is that all available
sources mention Vyzhnytsia as the artist’s/artists’” home-
town.
A regrettable lack of information prevents, with but
a few exceptions, a reliable study into biographies and
personalities of the decorators of Bukovinian synagogues
as far as their human and creative nature is concerned.
It is only their artistic heritage observable in the authen-
tic contemporary environment that, through an encrypt-
ed idiom of visual arts, gives us clues to the artists’ per-
sonalities. Understandably, the way one interprets the
long-standing tradition, “reads” the Torah, approaches
separate biblical scenes and, most importantly, builds

ABTOpCchRMM IifXif o Bisyasnisanii 6i6iiHOTO TEKCTY

Visualization of biblical stories

HiCTb aBTOPCbKMX pilleHb Ta MiAXOA4iB A0 BUKOPUCTAHHA
€BPENCbKOI TpaauL|ii NepeTBoptoBaTM MOJIMTOBHUIA MpPO-
CTip y cCakpasbHUN.

OcobnrBo BMpasHOW CamMObByTHICTIO, MUBUHO
po3pobKM 06pasiB BUPIZHAETbCA CTIHOMWCHA KOMMO3M-
LA HOBOCENMLbKOI CMHArorn. 3a pPo3/oricTio Nnporpamm
po3nucis Ta 6araTcTBOM CHOXKETHOro penepTyapy oc-
TaHHA He Mae aHasorie, MabyTb, B ycin CxigHiii Eponi.
Po3nucytoun ii iHTep’ep, XyAOKHMK 3BEPTAETLCA HE /iMLe
00 TeKcTy Topu, ane 14 NOC/NYrOBYETbCA PABUHICTUYHMM
AMCKYPCOM i, 30Kpema, KOMEHTapAMMU HanaBTOPUTETHI-
Wworo cepeaHboBivYHOro 3Hasua Taamydy i TaHaXy Pawi
(1040-1105 pp.), HagatuM iM HOBOrO, Cy4acHOro 3BYy-
YaHHA. TaK, HANPUKNaL, y CIOXKeTi, NPUCBAYEHOMY KONiHY
lafa, Ha BiAMIHY Bif, iHWWKX aBTOPIB, AKIi 0OMEXYOTbCA
Nvie 306paxeHHAM 3HaMeHa, BiH MOEAHYE TEMY 3aBOtO-
BaHHSA CTapOAaBHbOro XaHaaHy M po3cesieHHA KoNiH I3pa-
inA 3 aKTyanbHUMM ANA AOr0 Yacy CiOHICTCbKUMM igeamm
3aceneHHA Epey Icpaens. Y BunagKky i3 306paxKeHHAM
rpobHULi NaTpiapxiB y XeBpOHi AeKopaTop He BAOBO/b-
HAETbCA, AK iHWIi, AnwWe ii 30BHIWHIM BUIIAAOM, a Npu-
BiAKPMBAE rMAZQYEBi TaKOXK il MiCTUYHY “BHYTPIiWHICTL”
[¢doTOo 54].

TaK camo, AK BeANKMI PaLli npocTo 1 AOCTYNHO no-
ACHIOE CyYaCHWMKaM CKNaZHi MiCLA CBALLEHHOIO TEKCTY,
XYLOXKHMK 3 HoBOCENULi MaiCTEPHO MOEAHYE Y CTIHOMM-
ci 6ibninHiI cloxkeTn 3 peaniamm ceoro 4acy. Mpu ubomy
BiH 4YaCTO 3BEPTAETLCA A0 PEerioHa/lbHUX MOTUBIB, BUKO-
PUCTOBYIOUM TX AK NPOTOTUNW. AK HACNIAOK: CTIHW 6i6NiRn-
Horo micta EpuxoH [poTo 102] HaragyoTb 06prcK XOTUH-
cbKoi dpopTeui Ha AHicTpi [doTo 103], a cnopyaa y cueHi
“locTi ABpaama” [poTo 104] UMMoCh CX0¥Ka Ha CMHaroru
MiCLLeBUX XacuACbKUX yadukis [poTo 105].

He mMeHLW BaX/MBMM AyKepesiom cTunisauii obpasis
BMCTYNaOTb €BPENCbKMIA GONbKAOP Ta NOBYT EBPENCHKO-
ro micteyka — wmemsa. [Jo NpuKknagy: ak embnemy ans
KoJliHa lcaxapa XyAOXHUK 06Mpae 306paXKeHHs CXOXKOro
Ha EBPENCBKY KAAYY MUPLLABOrO BiC/1t04Ka, 3aMPsAXKEHOrO
Y Bi30K 3 KHUramu. B pe3synbTati y metadopnyHomy o6pasi
OAHOrO 3 NAemeH I3paina BnisHaeTbCA NOPTPET Cy4aCHOTO
XYLOXKHURY “rasymuoe2o” espes, AKUM KUBE B 3/TUAHAX
i rHeTbCA Nig TArapem Topu i TaaMyanyHOT BYeHOCTI [doTo
46]. TakuMiA Niaxia NoMiTHO BUPI3HAE AieKopaTopa HoBoCe-
JINLLBKOI CMHArorn 3-nomixk iHWMX Koaer no uexy, AKi Ya-
CTO 06MEKYIOTHCA MPOCTUM 306paXKeHHAM 0C/1a, 3Masibo-
BaHWM, HanNpuKaag, 3 po3TUpaXKoBaHUX i3 KiHua XIX cT.

up an entire decoration ensemble speaks volumes of the
artist’s personality. Indeed, an amount of talent, daring
creativity as well as the extent of the religious devotion
and knowledge of the Torah varied from artist to artist.
Hence comes the originality of the artist’s concepts and
approaches to the Jewish tradition of rendering a prayer
hall into an espace sacre.

The wall painting composition of Novoselytsia’s
synagogue is truly outstanding in the originality and pro-
fundity of images. The range of the decoration scheme
and the rich repertoire of the scenes seem unparalleled
throughout Eastern Europe. In his approach to the interi-
or decoration the artist makes references not only to the
text of the Torah, but also to the rabbinic discourse and,
in particular, the commentary of the renowned medieval
scholar Rashi (1040-1105), giving them a new, contem-
porary meaning. For instance, where other painters limit
themselves to the image of the flag in the scene dedicat-
ed to the tribe of Gad, Novoselytsia’s artist combines the
motif of conquering the ancient Land of Canaan and the
spread of the Tribes of Israel with contemporary Zionist
ideas of settling in Eretz Israel. Similarly, in the case of
the Cave of Machpelah, unlike the other decorators, who
limit themselves to the imagery of the shrine’s exterior,
Novoselytsia’s artist goes further by “slightly opening”
the mystic space of the interior to the viewer [Fig. 54].

Just as the great Rashi puts the vague locations of
the sacred text into simple and clear words for his con-
temporaries to understand, so, too, does Novoselytsia’s
artist. He skilfully combines the biblical narratives with
another word of his time, often employing local motifs
as prototypes for his paintings. In this vein, the walls of
the biblical city of Jericho [Fig. 102] become reminiscent
of the familiar skyline of the Khotyn’ fortress on the Dni-
ester [Fig. 103], while the building in the scene with Abra-
ham’s Guests [Fig. 104] vaguley resembles a synagogue of
the local Hasidic tsadikim [Fig. 105].

An equally important source of the author’s stylized
imagery is Jewish folklore and the daily life of a Jewish
shtetl. For example, as an emblem of the tribe of Issachar
the artist opts for an image of a small wretched nag har-
nessed to a cart of books, thus, making the metaphorical
image into a portrait easily recognizable as a contempo-
rary galut Jew who hardly makes ends meet and, yet, pulls
the burdens of the Torah and Talmudic erudition [Fig. 46].
This novel approach distinguishes Novoselytsia’s master
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nonirpadiyuHum crnocobom [eKopaTUBHUX Tabauup —
Mmi3paxig. 30BCiM iHWWI Niaxia cnosigye maunctep i3 Cy-
yaBu. OCTaHHIN NOB’A3y€E aHANONIYHUIA CIOXKET i3 TeMOto
€BpeNicbKoi KoMoHi3auii Epey Icpaens Ta BignosigHoO ne-
peTBoptoe 6ibniiHOro “KocTUCTOro 0Cna” Ha FONOBHY
B’lOUHY TBapUHY nycteni — sepbatoga [dpoTo 82].

Y ToM yac sk y HoBocenuu,i B cueHax “ApabuHa Ako-
Ba” [doTo 47] Ta “KoniHo beHbamiHa” obpa3 nanatoyoro
€Epycannma € ACKPaBUM BTINEHHAM HAMpPYXKeHUX AyXOB-
HWX NepeXXnBaHb rasymy Ta MeciaHCbKUX CNOoAiBaHb 3em-
ni O6iuAHOI, AKi B TaKOMy TpaKTyBaHHi HabyBaloTb ano-
KaNliNTUYHOrO XapaKTepy, B YepHiBeLbKii cuHarosi “bent
Todina beHbamiH”, cTiHONUC AKOT BUrNaaae cnpoboto “nos-
TOPUTN” HOBOCENULbKUI BapiaHT, LLbOrO CMUC/IOBOIO 3a-
rOCTPeHHA Hemae. CKNafaETbCA BPaKeHHs, HiIbu malicTep
y YepHiBUAX He 3pO3yMiB TUX TMMOBUHHUX CEHCIB, AKI HiC
y cobi HoBocenuLbKuin opuriHan. Cuctema po3snucis y Ho-
BOCENUL FPYHTYETbCA Ha YiTKOMy BayeHHi aBTOpom npo-
CTOPOBOTO YHIBEPCYMY Ta BpaxyBaHHi HUM 0cobMBocTel
NpoCTOpoBOI OpieHTaLii byaiBni. XyAoXKHUK 306parkye
CUEeHWN Ha Temy raaymy 3 Mcanma 137 Ha 3axigHil CTiHi
HaBnpotu ApoH Kodewy, a ctoxKeTu i3 6ibAiliHMUX LuMKAiB
(“Ywnusin”, “KoniHa I3paina”, “CeaTi micua”, “lNpopokn”
TOLLLO) PO3MOAINAE NO NEPUMETPY PELLTU CTiH. Po3milleHi
Y KyTax 306paxKeHHs i3 unkny “CeawleHHi ropu”, ski Hibu
OTOYYHOTb BipAH, MOK/AMKAHI CNPSAMYBaTM 3PELUTO iXHil
nornag, Aosepxy, Ha cMmBosiiuHe Hebo — ocento locno-
Aa. Hatomictb y “Bent Tdina BeHbamiH”, ge intoctpauii
Ha Temy lMNcanma 137 BuKoHaHi 06abiy wadu ana cysois
Topu, UeN CTPYHKUI NOTYHO-CUMBONIYHUI pag nopyLle-
HO. BTim, Lel HIoaHC aXk HiAK He CNPOCTOBYE TOro ¢akTy,
O TYT MM MAEMO CMPaBy 3 EAMHUM, NOKU LLO BIOMUM
HaMm, BUMAaZKOM CBiLOMOrO BiATBOPEHHA iCHYO4Oro npo-
ToTMNYy. MpOTOTUNY, AKUIM, OAHAK, HE MOXKe BBAXKATUCA
AKMMOCb PerioHalbHUM KaHOHOM, Xiba Lo — po3noBcto-
OXKEHUM iKoHorpadiyHMM 3pasKom.

[Osi iHWi yepHiBeupbki cuHarorn, “Ipoice LWin”
Ta “XeBpa Terinim”, po3nucaHi B iHwWomy ctuni. MpoTe
B 060X BMNaKax BiA4yBatOTbCA HAMIPW MAMCTPiB CTBOPU-
TV CBOKO CMMBOIYHY “KapTuHY CBIiTYy” 1 BK/IAcTU B Tpak-
TyBaHHA 06pasiB BnacHe penirinHe cBiTOBiAYYTTA. Tak,
y cuHarosi “I'porice LWin” HoBOCenMubKa cucTeMa AeKo-
py NepeKkomMnoHOBaHA B OAMH XWUBOMUCHUA GpuU3, AKUI
CNYTye CMMBOJIYHMM MEepPexoaom Bif, “3eMHUX” CTiH Ao
“HebecHoro” ckneniHHA. AHIManicTMYHUI KBapTeT 3 [lip-
Ke ABom nNepeHOCUTbCA Ha OCbOBI JiHii. OToYytoUM BipAH
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from fellow artists, who, more often than not, gratify with
copying a picture of a donkey akin to those presented in
multitude in the late nineteenth century Mizrahim dec-
orative prints. An entirely different approach is charac-
teristic of Suceava’s artist who links a similar plot to the
theme of Jewish colonization of Eretz Israel and, accord-
ingly, transforms the biblical “scrawny ass” into a camel,
the principal pack animal of the desert [Fig. 82].

While in Novoselytsia’s synagogue decoration, the
scenes known as Jacob’s Ladder [Fig. 47] and Benja-
min’s Tribe feature an image of Jerusalem in flames as a
metaphor of the spiritual ordeal of the galut and messi-
anic longings for the Promised Land, which in this case
acquires an apocalyptic significance, in Chernivtsi’s Beit
Tfilah Benyamin synagogue, whose wall painting ensem-
ble looks like an attempt to replicate that of Novoselytsia,
the image lacks in the power of the message. It leaves an
impression that the Chernivtsi artist fails to comprehend
the underlying meaning of the Novoselytsia original.
The decorative scheme in the Novoselytsia synagogue is
based on the artist’s shrewd vision of the spatial univer-
sum and understanding of the peculiarities of the space
arrangement of the building. The artist depicts a scene of
the galut motif as referred to Psalm 137 on the western
wall opposite the Torah ark, distributing the imagery re-
lated to the biblical cycles of Ushpizin, The Tribes of Israel,
The Holy Sites of Israel, The Prophets, etc., along the pe-
rimeter of the remaining wall space. The imagery of The
Holy Mountains of Israel cycle occupies the corners of the
hall as if surrounding the worshippers thus compelling
them to raise their eyes upwards to look at the symbolic
heaven, which is God’s abode. Conversely, in Beit Tfilah
Benyamin synagogue, where illustrations to Psalm 137
are located flanking the Torah ark, the logical sequence
of the imagery seems violated. This nuance, however,
does not contradict the probability of a deliberate capi-
talizing on the existing prototype, the one, which might
be viewed as a widely spread iconographic sample rather
than a regional artistic canon.

The decoration of Chernivtsi’'s two other syna-
gogues, Groise Shil and Chevra Tehilim, manifests differ-
ent styles. Noticeable in both cases, however, is the art-
ists’ intent to create “a picture of the world” of their own
and imprint their own religious outlook in the imagery.
In the Groise Shil, for example, what can be called the
“Novoselytsia decoration scheme” was rearranged into
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3 ycix BOKiB cMmBONamm penirinHoro 6aaroyecTsa, aBTop
y TaKuii cnocib 3aKUEeHTOBYE yBary Ha iaei 6orobossnmeo-
CTi EBPEIB i BCENPUCYTHOCTI TBOPLA.

@PparmeHTapHi 3a/IMWKN OEKOpPY YepHiBeLbKoi cu-
Haroru “Xespa Terinim”, Ha asb, He A03BONAOTb PEKOH-
CTpYtoBaTH i CTIHONMUCHMI aHCaMb/1b MOBHICTIO. 3 AeAKO0
MipOtO BMEBHEHOCTi MW MOYEMO rOBOPUTU ZINLLIE NPO CHO-
KEeTU 11 06pasm Ha cxigHil cTiHi. Mpuyomy 3aBaaqyBaTH
LbOMY MW MAEMO MOYacTu 36epekeHnM Haanucam, Aki
BMBOAATb HAC Ha 3B’A30K MiXK MEBHUMM CLLEHAMMU i3 KUT-
TA 6i6niiHMX NpaoTuiB ABpaama Ta Icaka, 3 ogHoro 60Ky,
Ta 3ano4aTKOBaHMMM HUMM TpaguLUismM paHkoBsol (LUa-
xapim) i nonyaHesoi (MiHxa) monutos, 3 apyroro. Came
Ha el 3B'A30K OMMUPAETLCA Halle MPUNYLLEHHA Npo Te,
LLLO TPETil CHOXKET Ha Ll CTiHi, AKUIA He AilWwoB A0 Hac,
6yB MpUCBAYEHUI MPAOoTLO AKOBY Ta 3aCHOBAHIA HUM
Tpaauuii BedipHbOi monnteu — Maapig. Ane came 4yeT-
BepTuin ctoxeT “llapyBaHHs Topu Ha ropi CuHait” cayrye
KNHOYEM A0 PO3YMiHHA BCbOrO 3aZlyMy XYA0XKHMUKA, AKUN,
CXOXKe, NMOoNAraB y Tomy, Wob npeacTaBUTK ifeto CBALLEH-
HOT eBpeNcbKOi icTopil Big ABpaama 40 CMHANCBKOTO of-
KPOBEHHA AK iCTOPIil0 AyXOBHOrO 3B’A3Ky 06paHOro Hapo-
4y 3i ceoim borom.

MpumaT aBTOPCbKOro MiAXo4y B PO3NMcax BHYTPILL-
HiX CTiH CMHaror B ymoBax BiACYTHOCTI o¢iuilHO BM3Ha-
HOro EAMHOMO KAaHOHY XapaKTepPHWUIN TaKoX i Ans eBpeit-
CbKMX Ky/NbTOBWMX CMOpyA, Ha MiBAeHb Bia, pidkm Ciper.
JocnigrKyBaHi B Ui YacTUHi ByKOBMHM CMHArorn matoTtb
CXOXKWUW CTIHOMUCHUI CLEeHapil, AKWI, yTiMm, TaK camo BTi-
NII0OBABCA MaMCTpaMKM no-pisHOMY. HalbnmKummum mix
coboto € 60xHuLi Cyuasu Ta lypa-fymopu. Hessaxkatoum
Ha CK/JaZHOWi MNOPIBHAHHA, CMPUYMHEHI Hacamnepes,
BTPATOI MEPBMHHMX PO3MUCIB Yy CYYaBCbKilA CUHarosi,
MOKHa BCE K KOHCTATyBaTW, WO BOHW MOAiIOHI 3a apxi-
TEKTYPHUM MPOCTOPOM, iKOHOrpadiyHO nporpamoto
Ta KOMMo3uLieto. BiamiHHOCTI cnocTepiratoTbca Hacammne-
pen y TpakTyBaHHI 6i6AilMHUX cLeH.

Y Typa-Tymopi [doTo 94, 96], HanpuKNag, XyAoK-
HUK PO3MICTMB Ha 3axifHil CTiHi Bigpasy ABa CHOXKETH,
y AKMX 306paxkeHni Kopabenb nig, 6ino-6nakUTHUMU Ci-
OHiCTCbKMMMU BiTpuaamu. Y nepiomy Bunagky kopabesnb
3 ONYLLEHMM BITPUIOM — Lie 06pa3 EBPENCbKOro Hapoay,
LLLO BUMYLLUEHO MOKMHYB PigHWI beper i npsamye go bepe-
ra BUrHaHHA — rasymy, CUMBOIOM AKOTO BUCTYNatOTb PO3-
BillaHi Ha AgepeBax iHCTpymeHTW. CTiHa lMnayvy, Wwo Bua-
HIieTbCA 3-3@ FOPM — CMMBOJI 3PYMHOBAHOrO Epycanum-

one pictorial frieze serving as a symbolic divide between
the “earthly” walls and the “celestial” vault. The images
of the four animals of Pirke Avot were transferred onto
the axis lines, thus surrounding the worshippers with the
symbols of religious piety the artist accentuates the at-
tention to the Jews’ religious devotion and the Creator’s
omnipresence.

The surviving decoration of Chernivtsi’s Chevra Tehil-
im synagogue does not allow for a complete reconstruc-
tion of the entire wall painting ensemble. With a certain
degree of probability one can only speculate about the
missing imagery of the eastern wall, where the preserved
inscriptions imply the connection between certain epi-
sodes of the life of the biblical patriarchs Abraham and
Isaac, on the one hand, and the traditions of the morn-
ing prayer, Shacharit, and the afternoon prayer, Mincha,
which they initiated, on the other. This connection pro-
vides sufficient grounds to suggest that the third, now
missing scene on this wall was devoted to the patriarch
Jacob and the tradition of the evening prayer, Maariv, ini-
tiated by him. Yet, it is the fourth image, The Giving of the
Torah at Mount Sinai, which serves as a clue to the artist’s
concept, which seems to consist in presenting the sacred
Jewish history from Abraham to the Sinai Revelation as a
history of the spiritual bonds of the chosen people with
their God.

The priority of the artist’s approach towards the
synagogue interior wall painting in the absence of prior
restraints in the form of a unified canon is also typical
of the Jewish religious edifices south of the River Siret.
Indeed, the study of the synagogues in this part of Buk-
ovina indicates a remarkable resemblance of the general
decoration scheme, with differences arising from the art-
ists” interpretation of the common subject matter. In this
respect, the closest are the synagogues in Suceava and
Gura Humorului. Despite the understandable difficulties
in comparison, caused, primarily, by the irretrievable loss
of the original décor in Suceava’s synagogue one can note
the similarities in the architectural space, iconographic
programme, and composition, with the divergence occur-
ring mostly in the treatment of biblical stories.

In Gura Humorului [Fig. 94, 96], for example, on
the western wall, the artist places two concurrent imag-
es featuring a sailboat under the Zionist blue and white
sails. Yet, in the first case, the boat with her sails down is
symbolic of the Jewish people as they had to leave their
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CbKOro Xpamy " ogHOYACcHO CTparkAaHb Ta HaAin eBpeis.
Ha Te, WO ui Hagii He mapHi, aBTOp HAaTAKAE y 4pyromy Cto-
KeTi, 4e YOBEH 306paXKeHN yiKe 3 NiAHATUM BITPUAOM Ha
Tni 6eperosoi niHii CBATOI 3eMAi, Ha AKY BKa3yloTb Hacam-
nepeg rpobHMUA npamatepi Paxuai Ta micto (MMoBipHO
€pycanum) 3 NigHATMM Npanopom Ta BiabyaosaHnm Xpa-
mom. CiOHICTCbKa CMMBOJIiKa Ha TAi PeniriiHMX CBATUHb
— XYAOXKHIM npuiom, 33 LONOMOroK AKOro AeKopaTtop
Bigae AaHWHY obom mapagurmam BiapoaxkeHHA Epey
Icpaens: meciaHCbKil (peniriiHiin) Ta HauioHanbHO-MO-
NITUYHIN (cioHicTCbKIN). Y LboMy BUMaaKy Kopabenb Bu-
CTYMaE y>Ke CMMBOJIOM MOBEPHEHHA — as1ii. TAKUM YMHOM,
33 JOMNOMOrot 06pasy BITPUAbHUKA XYAOKHUK MOEAHYE
Mi*K COBO0 He TiNbKW ABi Pi3Hi TeMW — BUTHaHHSA | noBep-
HEHHSs, ane 1 GakTUYHO MUHY/Ee | MalbyTHE EBPECbKOrO
Hapoay. [lo pevi, nogibHy cumBoniYHY posb 3acoby ne-
peMilLeHHs y Yaci B po3nucax cuHaroru (memnaio) B Pa-
Aaisuax [poTto 72] BUKOHYE MapoTar: abcypaHUiA 3 TOUKM
30py 6ibniliHOro Yacy MOTUB HabyBae B epy TEXHIYHOTO
nporpecy HOBOrO CEHCY 1 aKTyasibHOCTI.

Ane 334019 4Oro MancTep PO3MILLYE MiXK LMK iNnto-
cTpauisamu cueHu “CriHa Mnavy” Ta “HepTBONPUHECEHHA
Icaka”? Xiba He yepes Te, WO BOHW CMMBONI3YIOTb He-
CKiHYEeHHY MONUTBY €BpPEIB Ha pyiHax Xpamy Ta Hagito
Ha Te, wWo lfocnogb He MOKMHe iX i CTBOPUTb AMBO, AK
y BMMagKy i3 cuHom ABpaama? Cxoxe, wo obuaga cio-
YKeTU € Hacamnepes, CBOEPIAHMM HarayBaHHAM €BpeAM
Npo XUTTECTBEPANKYBAIbHY CUY MOJIMTBM Ta HEMOpPYLLU-
HIiCTb Yroan Mixk HUMUK | Borom, piBHO3HaYHO, AK i 06iLLAH-
KM BceBULILIHbOrO onikyBaTMcA gonet obpaHoOro Hapoay.
MognibHe TpaKTyBaHHA KOHLENTyaabHO NOB’SA3YE Lj po3-
NUCK i3 CTapoAaBHIMM 40NIBKOBUMM MO3aiKaMK Y Mi3HbO-
AHTMYHMX cnHarorax ManectuHu IV — VI cT., y AKMX BRep-
Wwe 3'ABNAETLCA TAaKOX 304iaKaNbHUI MOTUB. HasBHICTb
LLbOro 3B’A3KY — L& OAHE CBiAYEHHSA CTaNoCTi EBPENCHKOT
Tpagmuii y Yaci, riMbuHm ii AyXOBHUX AMKEpPen, a TaKoX
CUIN MECIaHCbKMUX YCTPEMiHb Ta PO3BUHYTOCTI penirii-
HOI KyNbTypu €BpEIB.

AcKpaBO BMpParKEHWI aBTOPCbKMUI Niaxin npornaga-
€TbCA TAKOXK i B cueHi “epTBonpuHeceHHs Icaka” [poTo
93]. MalicTep 3 eniyHMM po3maxom 306parkye 6ibAiMHNIA
nemsa, Ha TNi AKOro PO3BMBAETLCA iCTOPiIA BUNPOOOBY-
BaHHA ABpaama BceBulwHiM. Ha KapTuHi 306parkeHi BCi
OCHOBHI CK/1Ia0Bi Mi3aHCLLeHW: BUMYPOBAHUI 3 KAMEHH0
(uernn!) kepTOBHMK 3 BaTpOIO; NpUB’A3aHMIA A0 AepeBa
BiC/IIOK, Ha AKOMY NpwuixaB ABpaam; bapaH (BiBLA), AKUIA
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native land and were bound for an exile, galut, which
is implied by the image of musical instruments hung in
trees. The Western Wall, discernible from behind the
mountain, is a symbol of the ruined Temple of Jerusalem
and, at the same time, of the wanderings and longings of
the Jewish people. That their hopes are not futile can be
seen in the other painting, which features the boat with a
wind in the sail against the background of the coastline of
the Holy Land, easily recognizable by the Tomb of Rachel,
the matriarch, and the view of a city walls (apparently,
those of Jerusalem) with the flag hoisted over the Tem-
ple rebuilt. The Zionist symbols against the background
of the religious sites is an artistic device with which the
artist pays tribute to both the paradigms of the rebirth
of Eretz Israel, messianic (religious) and political (Zionist).
In this case, the sailboat appears to symbolize homecom-
ing, aliyah. Thus, in the image of the sailboat the artist
combines not only the two well-known themes, that of
exile and homecoming, but also those of the past and of
the future of the Jewish people. Incidentally, a similarly
symbolic vehicle for the travelling in time in the decora-
tion of Radauti’s synagogue [Fig. 72] is a steam locomo-
tive; however irrelevant as a biblical motif it acquires a
new and emphatic meaning in the era of technological
progress.

Why should the artist place the images of The West-
ern Wall and The Sacrifice of Isaac in between these illus-
trations? Is not it because they symbolize the inending
prayer of the Jews over the ruins of the Temple in the
hope that the Lord will not leave them and perform a
miracle, as was the case with the son of Abraham? Ap-
parently, both the scenes are meant to serve as a kind of
reminder to Jews of the life-affirming force of prayer and
the sanctity of the everlasting Covenant between God
and His chosen people, who were promised both hope
and a future. Conceptually, this program of decoration is
reminiscent of the fourth through sixth centuries Pales-
tine synagogue floor mosaics dating back to late Antig-
uity, which, among others, first included a zodiac motif.
This link is another testimony to the time-honored nature
of the Jewish tradition, its deep spiritual wellsprings and
unflappable messianic aspirations as well as the high level
of the Jewish religious culture.

A clearly manifested authorial intent is also tracea-
ble in the scene of The Sacrifice of Isaac [Fig. 93]. With an
epic scale the artist depicts a biblical landscape against
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3an/yTaBCcA poramu B YarapHUKy. 3aBAAKM UMM AeTanam,
HaBiTb 3a BiACYTHOCTI 300pakeHb NtOAEN Ha MAasIOHKY,
JIerKo BMI3HAETbCA yCA ApamaTtyprisa BignosigHoro 6i-
6NIHOTO CHOXeTy. 3a CTaTUYHUM (BiACYTHICTb aKTUBHUX
cy6’eKTiB Aji) Ta Malixke iAUNIYHUM XapaKTEepPOM KapTUHU
NPUXOBAHUM MNBOKUIMA MICTUMHUIA CEHC, AN OCATHEHHA
AKOro HeobXxiaHi 6ynu sycunna “ayxosHoro” posymy. [inn
NopiBHAHHA: noaibHa cueHa B YepHiBeLbKin cuHarosi
“bewnT Tdina BeHbaMiIH", Xoua 11 BUKOHaHa bifblw eKcripe-
CMBHO, HE CMOHYKAE A0 MICTUYHUX NepPeXKMBaAHb.

Y nekopauiax cuHaror y Ceperti 11, ocobnmso, B Pa-
OiBUAX, A€ OOMiHYIOTb OPHaMeHTaNnbHWUIA AeKop i noni-
XPOMifl, LEHTP TAXKIHHA 3MiLLLEHO i3 ClOXKeTHOI iKoHorpadii
Ha KOPUCTb iHLWKX i11030pHMX ePeKTIB, a came imiTauii ap-
XITEKTYPHO-OpPHaMeHTaIbHOro 03406/1eHHs. Lle npumen-
LUYE iX 3HAYYLLICTb | AK XYAOXHIX Nam’ATOK, i AK 3paskis
TpaAuLii CakpanbHOro CTIHONMUCY 3arasiom.

Y CeperTi, NpMCTOCOBYHOUYNCb OO0 ABOAO/SIBHOI CTe-
Ni, MaicTep BUMYLLEHO AiINTb KOMMO3WULIMHO LinicCHUI
CIOXKEeT Ha TeMy €BPENCbKOI KOCMOTOHIi Ha ABi YacTUHMU
1, TAaKUM YMHOM, 3MEHLUYE il CUMBOJIYHY LLiHHICTb. 3 BiA-
XWIEHHAM BiJ, 3ara/IbHONPUIMHATOrO NPaBuia BUKOHAHWUI
TAKOX i po3nuc 3axigHoi cTiHu: cueHa “JapyBaHHAa Topu
Ha ropi CuHan” [poTo 61] onuHMAaca HaBnpoTu ApoH
Kodewy 6ina Bxogy OO0 MOJIMTOBHOI 3a/M NiBOpPYyY Bifg,
ctoxeTy Ha Temy lNcanma 137 [doTo 62]. CxoxKe, y Takuit
cnoci6 gekopaTtop BUPIWKMB CBiZAOMO 3MICTUTU CMUC/IOBI
aKUeHTU. BugineHHa Tem cotosy 3 borom Ha ropi CuHai,
O CTaB Hapi*KHMM KameHem 06’eiHaHHA €EBPENCbKOro
Hapoay Ta BUrHaHHS €BPEIB 3 iCTOPUYHOT BATbKIBLLNMHU —
rasymy, MOXKe O03HayaT, WO MalcTep BBaXaB came
Ui ABi icTopuuHi noaii 0co611MBO BaXKAMBUMM BiXaMu €B-
peWncbKoi icTopii.

Y cuHarosi PagiBLiB CIOXETHUIN }KUBOMUC 3BEAEHUN
40 MiHiMyMy. TUM NOKa30BILIMM € TYT PO3NUC CTENi, AKUIM
Bi44aN1€HO HAaraAy€e aHANOrIYHI KOMNO3ML,ii B IHLWIKMX CUHaA-
rorax i 40 NeBHOI MipX AEMOHCTPYE aBTOPCbKUIN 3a4yM.
B obpamsneHHi boxecTBeHHUX Hebec (AUCK cMHbOTO Heba
3 3ipKaMM) XYLOXKHWUK PO3MICTUB MefaNbhOHM i3 Xapak-
TEPHUMWU [N MOFO Yacy nacTopasbHUMMKM Ta ypbaHic-
TUYHUMK Nensaxkammn CeaToi 3emni. B pesynbTtaTi Takoro
KPOKY Teo/ioriYHa pomMaHTKKa 6ibniltHoro I3painto nnasHo
nepeTiKae y CIOHICTCbKY Ta XaayyiaHCbKYy POMaHTUKY Epey
Icpaenso.

CamobyTHicTb AeKkopaTopis, ix TBOpUMM iHAMBIAYa-
Ni3M i reHin ACKpaBo NPOABAANMCA M Mif, Yac 3acTOCyBaH-

which the story of God’s testing Abraham’s faith is un-
veiled. In minute detail the artist puts together all the
major components of the mise-en-scene, namely a stone
altar (brick masoned) with a sacrificial fire; a donkey, on
which Abraham arrived, tied to a tree, and a ram with its
horns tangled in the thicket, which, even in the absence
of human images, make the biblical drama easily recog-
nizable. Despite its static (no active agents) if not idyllic
character, the painting portends a deep mystical mean-
ing, to conceive which requires an effort of the “spiritual”
mind. By contrast, a similar painting in Chernivtsi’s Beit
Tfila Benjamin synagogue, though seemingly more ex-
pressive, does not evoke mystical sensations.

In the decoration of Siret’s and, especially, Radauti’s
synagogues, with the prevailing ornamental motifs and
polychrome painting, the “center of gravity” is shifted
from a story-based iconography to visual illusory effects
such as architectural ornamentation imitations, which di-
minishes both their artistic value and significance as sam-
ples of sacred wall painting traditions, in general.

In Siret’s synagogue, the artist, having to adapt to
the two-part ceiling, forcedly divides the compositionally
coherent motif from the Jewish cosmogony in two sec-
tions, thus reducing its symbolic value. The decoration of
the western wall also deviates from the accepted visual
canon, whereby the motif of The Giving of the Torah at
Mount Sinai [Fig. 61] was painted opposite the Torah
ark near the entrance to the prayer hall to the left of the
theme of Psalm 137 [Fig. 62]. Apparently, in this way the
designer deliberately shifts semantic focus, emphasizing
the themes of The Covenant with God on Mount Sinai,
which may be viewed as the cornerstone of the unity of
all Jews, and their exile from the historical homeland,
galut. The artist may have deemed these as exceptionally
important milestones in Jewish history.

Scene-based decoration is reduced to a minimum in
the Radauti synagogue. The more representative, there-
fore, is the plafond painting, which is vaguely reminiscent
of similar compositions in other synagogues and, to some
extent, demonstrates the author’s intent. In the framing
of the divine heavens (a circle of the blue sky with stars)
the artist, in the spirit of his time, places medallions with
the paintings of pastoral and urban landscapes of the
Holy Land. As a result, the theological romanticism of the
Biblical Israel unnoticeably flows into the Zionist romanti-
cism of the contemporary Eretz Israel.
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HA HUMW B CMHArorasibHUX AeKopaLiax NpuUHLUNY nonice-
MaHTM3My. OCTaHHI Tpeba pPo3yMiTh AK BUKOPUCTAHHA
TUX CaMMX 300parkeHb Yy Pi3HWUX iNOCTacAX i TPaKTyBaH-
HAX. NTOKAa30BUM NPUKNAAOM TYyT MOXKe ByTn 306parkeH-
HS neBa. Y CMOKIiWHIl rpauiosHiit (cTaTuyHiit) nosi nesa
306parkyBanM AK CMMBOJ BiAMNoBiAHOrO 304iakanbHOrO
3HaKy. HatomicTb fK cumBOAn penirinHoro 6narouyecta
(intocTpauii go Tpaktaty “flipke Asom”) HaluacTiwe BK-
KOPWUCTOBYBANOCA 306paKeHHs, Ha AKOMY NeB BUMALAB
“MOryTHIM” (3 XapaKTepHUMK O3HaKaMu M’A3UCTOro Ty-
ny6a). CTpax i Tpenet nepes BceBuLWHIM, 32 3a4yMOM Xy-
OOXHUKA, Y BipAH MaB BMK/IMKATU NIEB, WO PUYUTL (AMB.
306paKeHHA Ha BXOLOM A0 MOSIMTOBHOI 3a/11M Y CUHArosi
Pagisuis [poTo 67]). LLle no-iHwWomy 3a3BMYali BUMNSLaB
“uap 3BipiB” y NapHMx 306parkeHHAX 06abiy Ckpukanemn
3anoBiTy B obpamneHHax ApoH Kodewis. MpupoaHo,
WO He BCi MalCTpu BpaxoByBanW MOAiIOHI HloaHcu. [e-
KOpPaToOp Cy4aBCbKOI CMHArorn, NpMmMipom, nNpocTo BMKO-
PUCTOBYE Te came 306parkeHHA ANA YCiX BUNaLKiB.

OpuriHanbHi cloXKeTu abo X TpaKTyBaHHA Tpanasa-
I0TbCA MaliXKe B YCiX nepeniyeHnx cuHarorax. OauH 3 Hal-
6inbL LiKaBMX BMNAAKIB — cLeHa Ha Temy cBATa CyKkom
y uepHiBeLbKilt cuHarosi “Ipoiice LWin” [doTo 21]. TyT xy-
OOXHUK He 0OMENKYETbCA nLLe 306pakeHHAM 3arasibHo-
NPUINHATOrO HAaTIOPMOPTY, @ CMIZIMBO CTBOPIOE NMOBHOLIH-
HY KapTMHY BK/IOYHO i3 306paskeHHAM eBpes y maseci,
AKNI BUMOBNAE CBATKOBE 6a1arocnoBeHHA Hag, apbaa mi-
Him. MopibHe aBTOPCbKe pilleHHA NeperykyeTbea i3 Bigo-
MUMWU NPUKAALAMN TOTOHACHOTO KaHPOBOTO KMBOMMUCY.
IHWWA UikaBWI NpMKNaa — cuHarora B HoBocenuu,i. Busie-
JleHe y nporpami ii po3nuciB yHikanbHe 306pakeHHA Tpo-
Hy uaps ConomoHa [poTo 52], cxoxke, Mano 3a 3a4yMOM
XYAOXKHMKa CMMBOJI3yBaTM boxecTBeHHEe MOXo4KeHHA
€BpeNCcbKoi AepKaBHOCTI, cnyryBatu metadopoto abco-
NIOTHOT cnpasenIMBOCTI Bnaau BeesuwwHboro i Moro cyay.
3BiCHO, Uel nepenik MoXKHa 1 gani NpoaoBKyBaTu.

Tak camo BapTO HAros0CUTK, LLO PO3MNAAYBaHI poO3-
NUCKU HafleXKaTb 3a3BMYal A0 Pi3HMX ICTOPUYHUX Nepioais.
Moaekyau BOHM By BUKOHAHI NOBTOPHO, @ OKPEeMi 3 HUX—
30BCiM HeAaBHO. Mpu LbOMY MaCTPU HE 3aBXKAW UWAn
LI/IAXOM pecTaBpaL,ii CTaporo CTiHOMUCY, WO HA0YHO iNto-
CTPYE BUNAAOK i3 ClOXKeTamM 3aXigHOoi CTiHW Y Cy4aBCbKii
cuHarosi [poTo 84-86]. ABTOp ii HMHILHIX po3nuciB dakK-
TUYHO MepenucaB cTapi CUEHW y HOBIl iHTepnpeTauji —
daKT, AKMIN OLiHIOETbCA MO-pisHOMY. 306pasmBwn binAa
CtiHn MMnayy cy4vacHuUx ynbTpa-opTofoKciB [poTo 85],
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The originality of an individual style, measure of tal-
ent and creative genius clearly reveal themselves in cases
of the artist’s applying the principle of polysemanticity in
the decoration of a synagogue, which can be understood
as the use of the same imagery in different hypostases
and interpretations. The image of a lion provides a rep-
resentative example. In a quiet and graceful (static) pos-
ture, the lion was depicted to symbolize the relevant zo-
diac sign. Conversely, as a symbol of a religious devotion
(e.g. in illustrations of Pirke Avot), more often than not,
the lion looked mighty (with characteristic features of a
muscular body), whereas the image of a roaring lion, ac-
cording to the artist’s intent, was to inspire awe of the
Almighty with the worshippers (see: the image above the
entrance to the prayer hall in Radauti’s synagogue [Fig.
67]. Yet, in the double imagery flanking the Tablets of
the Testament in the framing of the Torah ark the ‘king
of beasts’ acquired a completely different look. Naturally,
not all artists took account of these nuances, which, in
particular, was the case with Suceava’s synagogue paint-
er, who used the same unmodified image throughout the
decoration scheme.

Peculiar scenes or interpretations of common motifs
can be found in nearly all of the above-mentioned syna-
gogues. A very interesting case is the genre scene on the
theme of The Feast of Sukkot in Chernivtsi’s Groise Shil
[Fig. 21], where the artist does not limit himself to con-
ventional still life, but ventures to produce a ‘full-blown’
painting, including an image of a Jew wearing a tallit,
enouncing a blessing over the arba’at ha-minim. The art-
ist’s concept thus echoes the known samples of genre
painting of his time. A similarly interesting example can
be seen in Novoselytsia’s synagogue, featuring a unique
image of The Throne of King Solomon [Fig. 52], which, in
the artist’s concept, was meant to symbolize the divine
origin of the Jewish state and serve as a metaphor of the
ultimate justice of the reign of God and His Trial. It stands
to reason that this list is far from complete.

Noteworthily, all wall paintings in review belong to
different time periods, with some of them restored or
renovated only recently. In the later case, the artist/art-
ists sometimes “revamped” the old paintings rather than
restored them as was done to the scenes of the western
wall in Suceava synagogue [Fig. 84-86] - the fact that lends
itself to interpretation. By depicting the modern Ultra-Or-
thodox Jews against the background of the Western Wall

ABTOpCchRMM IifXif o Bisyasnisanii 6i6iiHOTO TEKCTY

Visualization of biblical stories

XYAOXHUK, 6e3nepeyHo, Hagae TPAAWMLINHIA CUeHI cy-
YacHOro 3By4YaHHsA. Ale y TOI e Yac CBOIM BYMHKOM BiH
CNPUYMHMBCA A0 BTPATM dparmeHTy cTapoi ikoHorpadii,
a 3apa3om i 3HaHb MPO 3HUKAY TPAANLLiIO.

OTKe, NiACYMOBYIOUYM BULLIE3AHAYEHE, MOXKEMO KOH-
CTaTyBaTW TaKe: MalCTPU CTIHOMMUCY NO-Pi3HOMY KOMMO-
HYBaNM i TPAKTYBa/IM BiAOMI CLLEHM, BiALLITOBXYHOYNCH NPU
LbOMY BiZ, 3aZl@aHOTr0 MPOCTOPY, KEpPYHUUCb BAACHUMMU
CMaKamMm, 3HAHHAMM, XYLAOXKHbOIO iHTYILLEID, @ TaKOX pe-
NiriiHUM cBiTo6aYeHHAM Ta BiAYYTTAM rapMoHii aHcamb-
0. OCKIiNbKM MaliXKe 3a KOXKHMM CIOXKETOM CTOAB CBIM
“TeKcT”, TO B 3a/1eXHOCTI Big MOro TpaKTyBaHHSA, MicuA
po3TallyBaHHA 306pakeHHA B NpoCTopi iHTep’epy, cycia-
CTBa 3 iHWMMM CIOXKETaMM XpPecTomarTiliHi obpasu ayxe
Yyacto HabyBanu [04ATKOBUX HECMOAIBAHWMX 3HAYeHb.
Y 6inbLlocTi BUNaAKiB Le NepeTBOpOBasio A0 NeBHOT Mipy
CTaHAAPTM30BaHy NpOrpamy CTiHOMMCY Ha OPUTiHANbHUNA,
aBTOPCbKKUI Ti BapiaHT. OCTaHHI, y CBOIO Yepry, BiaKpu-
BaB A/1A MOAINIbHUKIB LWe WUPLIMA NPOCTIp ANA OCMUC-
JIeHHA Ta eMoUiiHUX pedneKcii. MoaibHa naropanicTmu-
HicTb Ta “baraToliapoBicTb” ceHciB MOBHICTO Bignosiga-
IV NPUHLMNAM TaaMyamMyHoi BYeHOCTi “Hapoay KHurn”,
npaBuaam nisHaHHA 6e3meXKHoro cBiTy Topu, B npoueci
AKOTO KMBOMWUCHWUI 0bOpa3 BUKOHYBaB pPO/ib MyTiBHMKA
no WAAXy 40 AYXOBHUX AKepen aaizmy.

LLInpoke po3maiTTa aBTOPCbKMX MNiAXOAIB A0 pPO3-
NUcyBaHHA iHTep’epiB OYKOBUMHCbKMX CUMHAror CBig4UTb
Ha KOpUCTb TOrO, WO BiAMOBigHA TpaamLia B nepiog A0
[Jpyroi cBiTOBOT Bil1HM B LbOMYy perioHi Xuna, ANHaMiy-
HO po3BMBanaca M byna BIAKPUTOK OO HOBUX TPEHAIB.
Ti Hociamm BUCTYNanu AK NPOdeciiiHi XYAOKHUKM, TaK
i HapoAHi malicTpu, sKi No-pisHOMY — Aecb NPOCTOo, AecCb
BMIaZ/IMBO, 3 HArO/I0OCOM Ha CepeHbOoBiYHY emMbaemaTu-
Ky ab0o peanicTMYHWUI }KMBOMKUC — NIAXOANAN A0 BUKOHAH-
HA MOCTABNEHOro nepes HAMM 3aBAAHHA — cakpanilauii
MOJIMTOBHOIO NpOCTOpY 3acobamu cTiHonucy. 3aBAaHHA,
Ha AKe y TOM Yac iwe 6ys nonwur.

[Fig. 85], the artist gave a new sounding to the traditional
scene, at the same time ruining the old iconography and
memory of the vanished tradition.

All above said taken into account, the following con-
clusions seem warranted. The masters of wall painting
tended to exercise different approaches to the composi-
tion and treatment of the biblical stories, proceeding from
the given spatial arrangement, their individual tastes, ex-
pertise, artistic intuition, religious outlooks, and under-
standing of the harmony of the ensemble. As there was
an “own text” underlying each scene of the ensemble, the
chrestomathic images tended to acquire an extra, often
unexpected, meaning, depending on the author’s treat-
ment, the location in the interior space and juxtaposition
with other images. In the majority of cases, this seemed
to transform a standardized, to some extent, wall-paint-
ing program into an artist’s original version, which, in its
turn, opened new “vistas” for the worshippers to contem-
plate and provided more room for emotional reflections.
This plurality and “layering” of meanings seem to have
complied with the principles of the Talmudic erudition of
the “People of the Book” and the principles of cognition
of the interminable light of the Torah, whereby an image
served as a kind of guidebook on the path to the spiritual
wellsprings of Judaism.

The diversity of artistic approaches in Bukovinian
synagogue wall painting is evidence to the fact that the
relevant tradition in the area not only lived on, but dynam-
ically developed and was open to new trends throughout
the pre-WWII period. The continuators of this tradition
were both professional and folk artists who — either in
a simplistic manner or with a certain exquisitiveness, ei-
ther with an emphasis on medieval emblematica or real-
istic painting experience — approached the assignment to
which they were commissioned, i.e. sacralisation of the
prayer space by means of wall painting, the mission that
was much in demand at the time.
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102. Hosocenuua (Ykpaina).

HosBa Benuka cuHarora.

Posnuc. CioxkeT “MicTto EpuxoH”

3 umkny “CesaTi micua Epey Icpaens”.
1918-1919 pp.

doto €. Kotnapa, 2010 p.

New Great Synagogue in
Novoselytsia, Ukraine.

Wall Painting.

The City of Jericho of the Holy Places
of Eretz Israel Cycle. 1918-1919.
Photograph by Eu. Kotlyar, 2010.

103. XoTuH (YKpaiHa).
dopreua. Xl - XVIII cT.
doto €. Kotnapa, 2010 p.

Khotyn Fortress, Ukraine, thirteen -
eighteenth centuries.
Photograph by Eu. Kotlyar, 2010.
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Girnss apns Wiknite

104. Hosocenuua (YkpaiHa).

HoBa Benuka cuHarora.

®parmeHT posnucy ctoxkety “focTi
ABpaama” 3 umkay “Ywnusiv”. dpar-
meHT. ®oTo €. Kotnapa, 2010 p.

New Great Synagogue in Novoselyt-
sia, Ukraine.

The Scene from Abraham’s Guests
of the Ushpizin Cycle. Detail.
Photograph by Eu. Kotlyar, 2010.

105. BuxkHuua (YkpaiHa).
CuHarora yaduka MeHaxema
MeHpgens larepa. KiHeub XIX cT.
®doTo /1. KeHira,

62m3bKo 1900 p.

Vyzhnytsia, Ukraine.

The Synagogue of Tzadik
Menachem Mendel Hager, late
nineteenth century.
Photograph by L. Koenig.
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CJIOBHUK €BPEVICHKMX TEPMIHIB
ITIOHATD

JEWISH TERMS AND CONCEPTS.
GLOSSARY



AapoHiou — auB.: KozeHu.

Ania (iBp., “cxogxeHHn”) — nepeceneHHs espeis Ao I3-
painto Ha NocTiliHe NPOXKMBAHHSA.

Amyd (isp., “ctoBn”) — Kadeapa abo aHanol 6ina ApoH
Kodewy, 3 fAKOro cuHaroranbHUI 3acnisysay (xa-
3aH Y/ KaHTOP) CKePOBYE NITYyprito.

Apb6aa miHim (iBp., “4oTvpu BMAN”) — YOTUPKU BUAM pOC-
JIMH, a came: eTpor (Mnig LMTPycoBOro aepesa),
nynas (nariH ¢iHikoBoi Nnanbmm), apasa (sepba) Ta
ragac (MupT), Hag, AKMMKU BUTrONOLWYETbCA Baaro-
cnoBeHHsA y ceaTo Cykkom.

ApoH Kodew (iBp., “CBAweHHNI KoBYer”) — wada ana
36epiraHHsA PYKOMUCHUX cyBOiB Topu y CUHA203i.
Y KpaiHax CxigHoi €Bponu ApoH Kodew po3mi-
LyBanuM 3a3BMyall 6ina cxigHoi CTiHM MOANTOBHOI
3a/11, CNPAMOBaHOI B Bik Epycannmy.

Bima (iBp., “npunigHATe micue”) — NiaBULLEHHA B CUHa-
rosi AN YMTAHHA CyBOIB TOpuU, 4acTO OropoaKeHe
nepuaamu.

lfanaxa (apam., “NnpUrHATUI Wnax”, “3akon”) — Hopma-
TMBHA YacTUHa Tasamyody, AKa PernameHTye peni-
rinHe, cimenHe Ta rpOMaCbKe KUTTS EBPEIB.

lanym (iBp., “BUrHaHHA”) — BUMyleHe nepebyBaH-
HA €BPENCHbKOro HapoZy no3a MOoro iCTOPUYHOL
baTbKiBWMHOW. PaKTOp raaymy y nNOEAHAHHI
3 ige€eto-cnogisaHHAM NoBepHeHHA B Epey Icpaens
YyMNpOJoBK CTONITb BYB CTPUMKHEBUM €/1eMEHTOM
€BpPEeMnCcbKoi igeHTUYHOCTI.

Temampia (rpeubK.) — NOWMPEHNI Yy EBPECHKIN Tpaau-
Lii cnocib TiymayeHHs (repmeHeBTUKK) cioBa abo
rpynu ciB 3a YNCNOBMM 3HAYEHHAM BYKB rebpai-
CbKOT abeTKMu.

Epey Icpaens (iBp., “3emna I3paina”) — 3a 6i6bAitHMM
TEKCTOM 3emns, 3anosigaHa borom Aspaamo-
Bi Ta MOro HauiaZkam; CMHOHIM 3emni O6iuAHOI.
[0 yTBOpeHHA AeprKaBu I3painb Takox odiuinHa
Ha3Ba Ha iBpuTi NigmaHaaTHOI 6puTaHCbKoi MNane-
CTUHWN.

lduwkaiim (in.) — KynbTypa CXiiHOEBPONENCHKOrO EBPEN-
cTBa, 06’eAHAHOrO0 MOBOM iAuUL, TPAAMULIMHUM
YKNAZOM KUTTA, AYXOBHUMMU TA KYNIbTYPHUMM LLiH-
HOCTAMM.
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Aaronids - See: Cohen.

Aliyah (Hebrew: “ascend”) — Repatriation of Jews from
the Diaspora to Israel.

Amud (Hebrew: “column”) — A pulpit or lectern in front
of the Torah ark, from which the cantor (chazan)
leads the prayers.

Arba’at ha-minim (Hebrew: “the four species”) — Etrog
(citron), lulav (date palm tree closed frond), ar-
avah (willow) and hadass (myrtle), over which a
blessing is cast at the feast of Sukkot.

Bimah (Hebrew: “platform”) — A platform in the syna-
gogue for reading the Torah scrolls.

Cohen (Hebrew pl. “Cohanim”) — Priests who served in
the Jerusalem Temple; descendants of Aaron the
High Priest (hence — Aaronids); brother of the
prophet Moses.

Eretz Israel (Hebrew: “The Land of Israel”) — According
to the Bible, the land God promised God to Abra-
ham and his descendants; synonym to the Prom-
ised Land. Prior to the establishment of the State
of Israel, the Hebrew name for the Great Britain’s
Palenstinian Mandate.

Galut (Hebrew: “exile”) — Dispersion of the Jewish peo-
ple outside their homeland. It denotes both the
country of exile and the idea of returning to Eretz
Israel that became central to Jewish identity over
the ages.

Gematria (Greek) — A method of interpreting (hermeneu-
tics) a word (or group of words) on the basis of the
numerical value of letters in the Hebrew alphabet.

Halakhah (Hebrew: lit., “course, procedure”) — The legal
part of the Talmud that defines Jewish religious
obligations and practices.

Halutzim (Hebrew: pl. of “halutz,” “pioneer”) — Early
Jewish immigrants to Eretz Israel in the late nine-
teenth - early twentieth centuries

Hiddur Mitzvah (Hebrew: “beautification of the com-
mandment”) — In Judaism, the duty to sanctify
God through beauty.

Hoshen — A rectangular pectoral with twelve jewels,
which correspond to the number of the tribes of
Israel; part of the garment of Jewish High Priests.

” u
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Hom Kunyp (iBp., “cymHwit feHb”) — HaliBanusille
3i CBAT B t04ai3Mi, AeHb NOCTY, MOKaAHHA i Bigny-
LWeHHA rpixis. 3aBepllye AeCATb AHIB MOKaAHHA
nicna Hosoro poky — Pow ea-LllaHa.

Kabana (iBp., “oTpumaHHA") — eBpelicbKe e30TepuyHe
MiCTU4HE BYEHHSA, HamnpaB/ieHe Ha OCATHEHHA ic-
TMHHOro (TaemHoro) ceHcy Topu. Bkatouae B cebe
dinocodcbKi po3gymu, meamuTauil Ta NPaKTUYHY
LIANBHICTb, METOI AKUX € BUBYEHHSA, LEMOHCTPA-
LLiA Ta 3aCTOCYBaHHA MiCTUYHUX CU.

Kab6anicmuyruii — gpuB.: Kabana.

Kanoma (in.) — BepxHilt 6yaeHHUI YoN0BiUMIA 0gAr OpTO-
LOKCaNbHUX EBPEIB, 30KPEMA XacCuAis, Yy BUMNALI
[OBronosioro nancepgaka 3 oKcamMuTy W aTnacy,
3a3BUYaN HOPHOTO KONbOPY.

Kemep Topa (iBp., “KopoHa Topu”) — enemeHT 030061€H-
HA cyBoto Topu y BUMNALI KOPOHM, 3a3BMYali BUTO-
TOBNEHOI 3 AOPOrOLiHHOIO MeTany, BULLYKaHO ae-
KOPOBaHOI, iIHKPYCTOBAHOT KOLITOBHMM KaMiHHAM
Ta emannio.

Kibyyim (MH. Big iBp. “rpyna”) — cifibCbKOrocnogapchbKi
KOMYHW 1 TUN noceneHHs B I3paini. Bnepuwe cTBo-
ploloTbCcA Ha TepuTopii MManectMHW Ha noyaTtky
XX cT. penaTtpiaHTamu gpyroi anii.

Kneliamepu (Big iBp. “npucTpit gns cnisy”) — y Tpaauuji
CXiAHOEBPOMNENCbKNX EBPEIB HAPOAHI MY3UKaHTH,
AKi rpanun y bpoaaymx aHcambnax — “Kanenax” -
3 TPbOX-N"ATU BUKOHABL,IB HA BECINNAX, CBATAX, AP-
MapKax.

KozeHu (iBp.) — Xepuji, WO CAYKMUAM B EpycanmmcbKomy
Xpami, HawagKkm nepsocesleHnKa AapoHa (3Bia-
Cu — aapoHiou), bpata npopoka Molices.

Jleesumu — npeactaBHUKM KoniHa flesi (/lesid), oaHoro
3 OBaHagUATM CUHIB AKOBa, AKi, HA BiAMIHY Bif
Ko2eHis, BWKOHyBann B €Epycannmcbkomy Xpa-
Mi OONOMIXKHI QYHKLIi: AK OXOPOHLI, MY3UKAHTH
Ta iH.

Maapie (Big iBp. “Beuip”) — BevipHA monAUTBa, oaHa
3 TPbOX 060B’A3KOBUX LLLOAEHHUX MO/IUTOB EBPEN-
CbKOT peniriiHoi npakTUKu.

Maren fjasud (isp., “wmT [aBnaa”) — rekcarpama (Lectum-
KYTHa 3ipKa), yTBOpeHa 3 ABOX HAKMAAEHUX OAMH

Kaballa (Hebrew: “receiving”) — The esoteric teach-
ings of Jewish mysticism aimed at perceiving
the true (or hidden) meaning of the Torah; in-
cludes philosophical reflections, meditations
and practices involved in studying, demon-
strating and summoning the mystic pow-
ers.

Kaballistic — See: Kaballa.

Kapote (Hebrew) — The outdoor everyday male clothing
of orthodox Jews (in particular, Hassidic) that looks
like a long-skirted frock coat from velvet and satin,
usually black.

Keter Torah (Hebrew: “Crown of the Torah”) — The finial
of the Torah Scroll in the shape of a crown wrought
of precious metal, finely decorated and inlaid with
gems and enamel.

Kibbutzim (Hebrew: plural of “kibbutz,” from “kvutsa” —
group) — Agricultural communes: a type of settle-
ment in Israel, first founded in Palestine in the ear-
ly twentieth century.

Klezmorim (pl. of “kleyzmer,” Hebrew: “instruments of
music”) — In the Eastern European Jewish tradi-
tion, folk musicians playing in itinerant bands,
known as capellas, of three to five performers, as
at weddings, festivals, and fairs.

Levites — Members of the lineage of Jews of the tribe
of Levi, one of the twelve sons of Jacob. Levites
served as assistants (guards, musicians etc.) to the
Jerusalem Temple priests.

Maariv (Hebrew: erev — “evening”) — A Jewish prayer in
the evening, one of the three daily prayers in Jew-
ish religious practices.

Magen David (Hebrew: “Shield of David”) — A hexagram
(six-pointed star), a mystical symbol from ancient
times; in modern times, a symbol of Judaism and
Zionism.

Matzevah (Hebrew: “tombstone”) — A stone stele in-
stalled at the grave of the deceased Jew; custom-
arily, decorated with a carved epithaph, symbolic
imagery, and ornamental motifs.

Menorah (Hebrew: “lampstand”) — The seven-branched
candelabrum; part of the Jerusalem Temple imple-
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Ha O4HOro PiBHOCTOPOHHIX TPUKYTHMKIB. Y HOBIT-
Hill Yac — CMMBOA 04ai3My Ta CiOHI3MYy.

Mauyeea (iBp., “Haarpobok”) — kKam’siHa cTena, BCTaHOB-
JIeHa Ha MOruAi NoMepsioro eespen i3 BMpi3bbe-
HUMMW TEKCTOM eniTadii, COXKeTHO-CMMBONIYHUMU
Ta/uu OpHAMEHTaNbHUMMK enemeHTaMu 0340-
6NeHHs.

MeHopa (iBp., “CBiTUNIbHUK") — 30710TUIA CEMUCBIYHUK
Yy CBATMAMLWI EpycainmcbKoro Xpamy; Halaas-
HilWKWI | HalBiNbll BaKNUBUI CMMBOA tOAAT3MY
Ta EBPENCbKOro Hapoay.

Midpaw (iBp., “BUBUYEHHA", “TAymaueHHA”) — CYKyMNHicTb
PabUHICTUYHMX TEKCTIB ranaxiyHoro Ta araguyHo-
ro (nepeKkasu, NpuTUi, CEHTEHLi TOLLLO) XapaKTepy,
AKi pO3TAYyMaYytTb TeKcT CBAToro Nucbma.

Mizpax (iBp., “cxin”) — 3HaK B €BPENCbKOMY NOMELLKaHHI
4M CMHarosi Ans No3HaYeHHs HanpAMKY B BiK Epy-
cannuMma, Kyam Tpeba 3BepTaTnca nig yac MOAUTBY.
HaltyacTilwe Takuii 3HaK MaB BUMNAL AEKOpaTUB-
HOT TabIMuKKM y popmi NnaHHO abo BUTUHAHKW, 3a-
KpinneHoi Ha cXigHil CTiHi.

Miuxa (iBp., “pap”, “npuHeceHHn”) — nonygHeBa MoUT-
Ba, O4HA 3 TPbOX LWOAEHHUX MONNTOB EBPENCHKOI
peniriiHoi NpaKkTUKN.

Miyeom (MH. Big iBp. “noBeniHHA”) —3anoBsiab, peniriiHa
HOpMa, HaCTaHOBa.

MiwHa (iBp., “NoBTOpeHHA”) — yCHe BYEHHSs oaaismy,
cbopmoBaHe I KoamndikoBaHe 3aKOHHMKamu |l —
Il cT. H.e., AKe CTaHOBUTb OCHOBHY M/ HalAaBHiLy
yacTuny Taamyoy.

Mapoxem (iBp., “3aBica”) — nopTbepa nepes ApoH Kode-
wem, 3a3BMYai i3 4OPOroi TKAHMHK, NPUKpPaLLEHa
ranTyBaHHAM, MULIHO AEKOPOBaHa, 3 BULWUTUMU
€EBPENCbKMMWU TEeKCTamMM, WO CUMBONI3YE 3aBicy
EpycanmmcbKoro Xpamy.

Mipke Aeom (iBp., “NoBYaHHSA BATbKIB”) — CYKYMHICTb CEHTEH-
LM i BUCNOBIB MOBYaNbHOIO XapaKTepy, CKNadeHnx
y NPOMIKKy 3 IV cT. o H.e. go Il cT. H.e., aKi y Burnaai
LiNiCHOro TpaKTaTy CTaHOBAATbL YacTUHY MiwHu i no-
cizatoTb ocobamee micue B NiTyprii Nig Yac CBATKOBUX
borocny:iHb. [lipke ABom — axepeno nonynsapHUxX
Y EBPENCBKOMY MUCTELITBI MOTMBIB | CUMBONIB.
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ments; the oldest and most important symbol of
Judaism and Jewish people.

Midrash (Hebrew: “exegesis”) — A body of rabbinical nar-
ratives of a Halakhahic and Haggadic nature (sto-
ries, legends, parables). In a simple understanda-
ble form it explains passages in the Torah.

Mincha (Hebrew: “meal offering”) — The afternoon
prayer; the one of the three daily prayers in Jewish
religious practices.

Mishnah (Hebrew: “repeated study”) — The core of the
Talmud, codification of the Oral Law, i.e. the au-
thoritative interpretations of the Written Law
(Pentateuch), dating from about 200 C.E.

Mitzvah (Hebrew: “commandment”) — Religious com-
mandment; precept, a norm in Judaism.

Mizrah (Hebrew: “east”) — marker on the wall of a Jew-
ish home or synagogue indicating the direction of
prayer towards Jerusalem; often in the form of an
ornamental wall plaque.

Parochet (Hebrew: “curtain”) — The curtain that covers
the Torah ark; richly decorated and embroidered
with Jewish texts; symbolizes the curtain in the Je-
rusalem Temple.

Pirke Avot (Hebrew: “Ethics of the Fathers”) — A tractate
of the Mishnah composed of homiletic aphorisms
and moral sayings by revered rabbis, dating from
the fourth century. B.C.E to the second century.
C.E., that were given special place in the holiday
services; a source of many motifs and symbols in
Jewish art.

Piyyut (Greek: “poet”) — A Jewish liturgical poem; a com-
mon name for any piece of this genre.

Purim (Hebrew: “lots”) — A Jewish holiday that commem-
orates the salvation of the Jews of Persia (fifth cen-
tury B.C.E.), related in the Book of Esther.

Responsa (Latin: “answers”) — Jewish legal opinion in the
form of written replies by prominent rabbis to
Halakhic inquiries, which from the early Middle
Ages became a separate genre of rabbinic litera-
ture.

Rosh Hashanah (Hebrew, lit.: “head of the year”) — The
Jewish New Year; celebrated in the autumn on the
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Mitom (Big, rpeu. “noet”) — TBip eBpencbKoi NiTyprikHoI
noesii, a TaKOX 3arasibHa Ha3Ba *KaHpy, W0 No3Ha-
Yae yci NoeTuyHi TBopu noAibHoro WTnby.

Mypim (iBp., “*epeb”) — eBpelicbKe CBATO, BCTAHOB/IEHE
Ha 3rafiky npo nogii, onucaHi B Topi (KHura Ectep)
1 nos’A3aHi 3 NopAaTyHKOM eBpeiB Big ¢isnyHoro
BUHWULLEHHSA Yy cTapoaasHiin Mepcii (V cT. oo H.e.).

PecnoHcu (nart., “Bianosiai”) — nMcbMoBi po3’AcHEeHHA Bi-
OOMUX pabuHiB WOA0 3MiCTy penirinHux npunucis
Ta pilleHb y CyA0BMX CNopax, AKi 3 4acom nepeTso-
PUNUCA B OKPEMMUIA KaHP pabUHICTUYHOI iTepaTy-
pu.

Pow 2a-LllaHa (iBp., “ronoBa poky”) — eBpelicbKe CBATO
No4YaTKy HOBOrO KaseHAAPHOro POKY, fIKe CBATKY-
€TbCA BOCEHM W NPUNAZAE Ha NepLnil AeHb mica-
uA Tiwpen.

Cykkom (iBp., “Rywi”, “KypeHi”) — eBpeiicbKe CBATO,
BCTAaHOB/IEHE Ha 3rafKy Npo NMOHeBiIPAHHA EBPEIB
y CuMHalcbKil nycTeni nicna Buxody 3 ErMneTcbKoi
HEeBOJI, AKE CBATKYETbCA BOCEHM.

Tanec (in.) — NOKPMBANO, AKMM EBPENCHKI YOMOBIKK MNO-
KpWBalOTb ronoBy i naedi nig 4ac MOAUTBU.
Tanmyd (iBp., “BYeHHA”) — 3Big NpaBoBUX i penirinHo-
€TUYHUX HACTaHOB t0Aai3My, OCHOBY AKOro CTa-
HOBUTb MiwHa, [ONOBHEHA AMCKYCIAMU KinbKOX
NoKoiHb pabuHiB (3aKoHoBYMTENIB). ICHYIOTb EpY-
ca/MmcbKa Ta BaBusioHcbka pepakuii Taamyoy,
3 AKUX OCTaHHsA byna yknageHa y Il — VIl cT. 11 BBa-

YKAETbCA HAWBINbLL MOBHOM Ta aBTOPUTETHOLO.

TaHaX — KomnneKkc CBAWEHHNX TeKCTiB (po3ainn “N’atn-
KHUKKA”, “MNpopokn” i “MNMucaHHn”), Aki ctaHOB-
NATb €BPENCbKy bibnito 1 No3HayaoTbCcA aKpPOHi-
MOM EBPEMNCbKUX Ha3B Uux po3ainis (Topa, Hesiim,
Ktysim); BignosigHmK CTaporo 3anosiTy B XpUCTU-
AHCbKIN Tpagmuii.

Temnens (nat., “xpam”) — HazBa pepoOPMICTCbKMX CUHAror
€sponun Ta Amepukm XIX—XX cT., aki sBigobpaxa-
NN igenHi Ta CTUAICTMYHI antosii EpycannmmcbKoro
Xpamy ¥ BUpi3HAAKCA 6araTCTBOM apXiTeKTypw,
NULLHICTIO iHTep’epy Ta ocobamBoCTAMM NiTyprii.
Temnai 6yayBanucs B OCHOBHOMY MPUXUAbHU-
KamMu €EBPENCbKOro NpoCBiTHUUTBA Ta pedopm

first day of Tishrei, the first month on the Jewish
calendar.

Sabbath (Hebrew: “rest”) — The seventh day of the week is
consecrated to rest, in remembrance of the seventh
day of creation. A day of celebration, it is devoted to
the reading of the holy texts and to prayer. Behavior is
circumbscribed and a special ritual is observed.

Shacharit (Hebrew: adj. “morning”) — A daily morning
prayer; the one of the three daily prayers in Jewish
religious practices.

Shavuot (Hebrew: “weeks”) — A Feast of Weeks of Pen-
tecost and a commemoration of the Giving of the
Torah at Mount Sinai, originally a summer harvest
festival.

Shekhinah (Hebrew: “dwelling”) — The invisible presence
of the Almighty in His created world. According to
Jewish religious beliefs, shekhinah was manifested
in the Jerusalem Temple and reveals itself in a syn-
agogue during a service.

Shiv’at ha-minim — The seven agricultural products listed
in the Bible (wheat, barley, grapes, figs, pomegran-
ates, olives and dates), which symbolize the pros-
perity of Eretz Israel.

Shofar — A ritual trumpet made from the horn of a ram
and blown at Rosh Hashanah and other important
events; one of the oldest Jewish symbols.

Shtetl (Yiddish: “town”) — A small town in Eastern Europe
with a largely Jewish population; it is now used
mainly to describe the Jewish townlets and the
culture of East European Jews before the Holo-
caust.

Shtreimel (Yiddish) — A festive fur-trimmed hat made of a
large circular piece of black velvet surrounded by
black or brown fox or sable fur; worn by Hasidim.

Sukkot(h) (Hebrew: “Feast of Booths or Tabernacles”) — A
Jewish holiday in mid-autumn in remembrance of
the Israelites’ wanderings in the Sinai desert after
the Exodus; a harvest festival.

Tallit — A prayer shawl worn by men during the religious
service.

Talmud (Hebrew: “instruction, learning”) — The major
corpus of Jewish religious law; doctrinal compila-
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y togai3mi 11 3a popmamu Hepiako ynogibHoBanm-
€S XPUCTUAHCBKMM cobopam.

Topa (iBp., “BYUeHHA”) — rONOBHUIA CBALLEHHWNI TEKCT toaa-
i3My, 3Big, po3nopagKeHb, AaHMx borom espeam
yepe3 npopoka Molicea Ha ropi CMHaAW; TaKOX
BECb KOMMJIEKC E€BPENCBKOI penirinHoi Tpaamuii.
Y BYy3bKOMY 3HauyeHHi nig Toporo cnig, po3ymitn
TEKCT M'ATUKHUNKKA Molicea, pPO3TUPAXKOBAHWUM
y Gopmi pyKONUCHUX CyBOIB AN BUKOPUCTAHHSA
niZ Yac CMHaroranbHoOI NiTyprii.

Ywnusin (apam., “rocTi”) — Ha3Ba KabanicT4yHoI Tpaaumuii
BLUAHYBaHHA Nif 4Yac CBATKYBAHHA CYKKOM KOXHO-
ro i3 cemu 6i6niliHMX repois (ABpaama, Icaka, AKo-
Ba, Molicesn, AapoHa, Mocuna i [laBuaa) waaxom
CMMBO/IIMHOTO 3aMpOoLIEHHA IXHIX Ayl A0 CBATKO-
Boro crony. Ls Tpaguuisa Habyna nowupeHHs ce-
pea, NPUXUAbHUKIB Xacuan3my.

Xaayyum (MH. Big iBp., “nioHep”) — aKTUBICTM KoNOHI3aLT
Epey Icpaens B KiHui XIX — nepwiin TpeTuHi XX cT.

Xiddyp miuyea (iBp., “3anosiap igeany”) — B 1o4aiami Ha-
CTaHOBA i 3BMYAM NparHyTM Kpacu Ta ecTeTUYHOI
[0BEepLIEeHOCTI y cayxKiHHI focnogy.

XoweH (iBp.) — OANH 3 TOJIOBHUX E€/IEMEHTIB BEPXHbO-
ro o4Ary €BPEMCbKUX MEepPBOCBALLEHUKIB Y dopMmi
YOTUPUKYTHOI NeKTopani 3 ABaHaauUATbMA 40pO-
FOUIHHMMW KaMeHAMMW BigNOBIAHO [0 KiNbKOCTI
KOJiH I3paina.

Laduk (iBp., “npaBeaHnNK”) — AyXOBHUIA Nigep XxacuacbKoi
rpoMaziu; NOAMHA, AKY NPUXUABHUKK XacuaN3My
YacTo HagINANM 0COBNNBUMM AKOCTAMM M MiCTUY-
HOW cunot. Y cepenosuLLi espeiB-xacuais LleH-
TpanbHo-CxigHOT EBpONK YaduKU Manun 3a3Buyai
HeobMeXKeHUI aBTOPUTET i BNIMB, HA I'PYHTI YOro
BUHWK 0COBNMBUI KyNbT UaoUuKie.

Wabam — (Big, iBp. “cnounBatn”) — Ha3Ba CbOMOro AHA
TUXKHA, AKMW BiANOBIAHO A0 3anoBigei Topu Ha-
6yB Yy €BPENMCbKIlA Tpaauuii cTaTycy Ba*kKAMBOrO
CBATA, LLO CYMPOBOANKYETLCA AOTPMMAHHAM OCO-
6amBoro puTyany Ta 3abopoHoto 6yab-aKoi npadj,
OKPiM YNTAHHA CBALWEHHMX TEKCTIB | MONUTOB.

Waesyom (iBp., “TUKHI"”) — eBpeiicbKe CBATO Ha YecTb Aa-
pyBaHHsA Topu Ha ropi CuHal.
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tion containing the Mishnah, augmented by the
reflection of rabbis over several generation. The
two principal versions are the Jerusalem Talmud
(completed about 400) and the Babylonian Tal-
mud (compiled in the third - seventh centuries).
The latter is considered the most complete and
authoritative.

TaNaKh — A body of sacred texts, namely, the Torah or
the Pentateuch, Nevi’im (“Prophets”) and Ketuvim
(“Writings”), hence — the acronym TaNaKkh (Torah,
Nevi’im, Ketuvim); which, in the Christian tradi-
tion, corresponds to the Old Testament.

Temple (from Latin: “temple”) — A common name for
large Reform synagogues in nineteenth and twen-
tieth century Europe and America; designed to
reflect the ideological and stylistic allusions to
the Jerusalem Temple, notable for their archi-
tectural splendour, lush interior and peculiarities
of liturgy; built largely by the Jewish adherents
of the Enlightenment and Reform in Judaism
and comparable, in size and style, to Christian
cathedrals.

Torah (Hebrew: “teaching”) — The main sacred text of Ju-
daism, the Pentateuch, the Five Books revealed to
Moses on Mount Sinai, Written Law. The term was
then expanded to cover the entire Bible (Written
Law) and the commentaries (Oral Law). Handwrit-
ten on parchment scroll (Sefer Torah) used during
a synagogue liturgy, it is kept in the Torah ark.

Torah Ark (Hebrew: Aron Kodesh — “the Holy ark,”) —
A closet in which the Torah scrolls are kept in a
synagogue. In Eastern Europe, the Torah ark is
usually freestanding, located in the middle of the
eastern wall of the prayer hall, oriented towards
Jerusalem.

Tsadik (Tzadik) (Hebrew: “righteous one”) — A spiritual
leader of a Hasidic community; to whom the wor-
shippers tended to ascribe outstanding qualities
and a mystic power. With Hasidim of Central and
Eastern Europe tzadiks usually enjoyed an unlim-
ited authority and influence, which often resulted
in a tzadik cult.
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Waxapim (iBp., “paHKoBKUIA”, “cBiTaHKOBMUIN"”) — paHKOBa
MO/INTBA, NepLUla 3 TPbOX LWOAEHHUX MONIUTOB EB-
pencbKoi peniriiHoi NpakTUKK.

LlexiHa (iBp., “NpUCYTHICTb”) — HE3PMMA NPUCYTHICTb Bee-
BULUHbOIO Y CTBOPEHOMY HUM CBITi. 3rigHO 3 peni-
rinHMmm BipyBaHHAMM eBpeiB LLlexiHa BiavyBanaca
y EpycanmmcbKkomy Xpami. BearkaeTbea, wo Llexi-
Ha nepebyBae B cMHArorax nig 4ac 6orocnykiHHs.

Lluea minim (iBp.) — cim 6i6niliHnX nnogis I3painto (nNwe-
HULA, AYMiHb, BUHOTPAA, iHXWP, rpaHaT, MacanHU
i GiHiKK), AKi cMMBONI3yOTb NpouUBiTaHHA Epey Ic-
paerns.

Logpap (iBp.) — AYXOBUIA MY3UYHUIA iIHCTPYMEHT, 3pO-
6aeHuni 3 pory bapaHa, y AKMIA cypmaaTb Ha Pow
2a-lJaHa Ta 3 Harogu iHWUX BAKAUBUX MNOAiN;
OMH i3 HANAABHIWMX CUMBO/IB EBPENCTBA.

LWImema (ig., “micTeyko”) — HEBENUKE MOCENEHHA MiCb-
Koro Tuny B CxigHii €sponi 3 nepeBakatoumm
€BPENCbKMM HaceneHHamM. HuHi cnoso “wmeman”
BXXMBAETHCA 34e6iNblIOro ANA NO3HAYEHHSA Ky/b-
TYpU CXiZHOEBPOMENCbKOro €BPENCTBA, AKA 3HU-
KNia BHacnigok lfonokocry.

Wmpaiimen (in.) — cBATKOBMIA ronoBHUIK ybBip xacuais
Y BUINALI YOPHOI OKCAaMUTOBOI APMYJIKK, OTOpOYe-
HOi YOPHWM Y1 KOPUYHEBMM NUCAYMM abo cobo-
JIMHUM XYTPOM.

Ushpizin (Aramaic: “guests”) — A Kabbalistic tradition of
honoring, during the feast of Sukkot, each of sev-
en biblical figures, namely, Abraham, Isaac, Jacob,
Moses, Aaron, Joseph, and David, by symbolical-
ly inviting their souls to the festive table; mostly
practiced in Hasidism.

Yiddishkayt (Yiddish: “Jewishness, Jewish way of life”) —
The culture of the Eastern European Jews, united
by the common language, Yiddish, century-old tra-
ditions as well as spiritual and cultural values.

Yom Kipur (Hebrew: “Day of Atonement”) — The holiest
day of the year in Judaism; a day of fasting, repent-
ance and remittance; concludes the ten days of
repentance after the New Year — Rosh Hashanah.
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KywHip MuKona, icTopuK, gocnigHuk ictopii espeis by-

KOBWMHW aBCTPINCbKOro nepioay, aBTOp YNCAEHHUX
ny6ikauin, y4acHUK HU3KM MiXKHAPOAHUX HayKO-
BUX NPOEKTIB y chepi AocniaKeHHaA 11 36eperkeHHs
€BPEMCbKOI ICTOPUKO-KYNbTYPHOT cnagwmHu byKo-
BWHM, iHiLIaTOp paay My3erHUX akLili y m. YepHis-
Ui, AMpekTop My3eto icTopii Ta KynbTypu eBpeis
bykoBuHM.

Kotnap €BreH, KaHAMAAT MUCTELTBO3HAaBCTBa, npode-

cop XapKiBCbKOi AeprkaBHOI aKageMmii AnsanHy
i mucteuTs, YneH HauioHanbHOI CRNiINKKM Xy4OXK-
HUKiB YKpaiHm Ta Cninku gusanHepis YKpaiHu,
[OCNIAHVK EBPENCBKOrO MUCTELTBA, MUCTELTBO3-
HaBelpb, [AM3aMHep, XYAOKHUK-MOHYMEHTANICT,
dOTOXYAOXHMK, BUKNagad. Astop 6amsbko 150
CTaTell Ta OKPeMMX BUAAHb MPO EBPENCbKE MUC-
TeUTBO i Kpae3HaBcTBO. CTBOPOBAB XYAOHi BiT-
paxki Ana cuHaror, a TaKoX AM3aWH iHTep epiB
Ta eKCNosuLii ANA €BPENCbKUX OBLUMHHUX LEeH-
TpiB i my3eiB y LleHTpanbHii Ta CxiaHin YKpaiHi.

AmuyK AHHA, KaHAMAAT NONITUYHUX HAYK, MONITONOr-MiXK-

HAapPOAHWMK, MeHeZep My3erHUX nporpam
Ta 3B’A3KiB 3 rPOMaACbKICTIO, HayKOBWIA criBpO6IT-
HWK, KYpaTop HWU3KW OCBITHIX i BUCTaBKOBMX NpPO-
eKTiB YepHiBeLbKOro myser icTopii Ta KynabTypu
eBpeiB bykoBuHu.

InbiH Irop, dinonor, nepeknagay 3 ykpaiHCbKoi, pociit-

CbKOIi, aHMICbKOI Ta ronfaHACbKOI MOB, aBTOP
HU3KM CTaTeN 3 NepeKNaf03HABCTBA, YMCIEHHUX
NPO30BMX Ta MOETUYHUX NEePEKNAAIB; OPUTiHAbHI
TBOPU APYKYBaANMCA B NiTepaTypHUX asibMaHaxax
YKpainu Ta CLUA.
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Photos of synagogue wall paintings
from the Romanian part of Bukovina
were published with kind permission
from the Federation of the Jewish
Communities in Romania.
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