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Bima Cycax

Bira Cycak

TaeMHuIII MAIOOHIX KOHTPAKTIB

Habamxkaerbcst croairTs Karacrpodu epevict-
Ba, fKa IIOTAMHYAQ MIABHMOHHM >KUTTIB 1 THCAYI
KyApTypHHX  mam'sitok.  IlamciB  Bipmyxaru
AABHI  IIPEAMETH  IOAAIKM  3aAMIIAETBCA  BCe
MeHIIe W MeHme. TWM I[HHIOIOI € 3HaXipKa
14-tu  apredaxriB y AbBIBCbKiIl HalliOHAAbHiM
rasepei mucrenrs y 2010-my pomi. Iaaepes Bxe
3po6KAa IeBHI KPOKM Ha IIASIXY AO BiAHOBACHHS
icropuyHOi ~ MaM'STI  €BPEMCBKOrO  MHHYAOTO
Taamauuu: BiAOyAuCs BUCTaBKM Maia 6amokisuuma.
Penieitine wumms i nobym earsuyvkux €speis ouuma
xydoxcruxis (2000) i Obpasu snuxarozo csimy. €spei
Cxionoi Tarumunu (cepeduna XIX — nepwa mpemuna
XX cm.) (2003). Hunimms BucTaBKa i KaTaAor —
HACTYIHMH BaXXKAUBMH KPOK, SKHH AEMOHCTpYE
6araTCTBO iICTOPHYHUX Ta XYAOXKHIX IIAACTIB, 3B'SI3KiB
Mi>X AFOABMH ¥ IIOKOAIHHSAMH, IO XOBa€ B cobi KOxeH
BIIAIAMI MECTEI[bKHI IIPEAMET.

LleHTpaAbHY YaCTHHY IPEACTABAECHOI 30ipKU CKAQ-
AQIOTh A€B'SITb AEKOPOBAaHMX IMIAIOOHHX AOTOBOPIB,
IO IIOXOAATH 3 ITaAil: HaMAABHIIIUI — i3 IATICOM
HapeyeHoro Aspaama Taaeca 3 m. Ili3a, paToBanmit
1694/95 pp., HafmisHimmit — ykaapeHo B M. Paopen-
nigs 1848 p., i Ha HbOMY MIATIMCABCA HapeveHHi
Aspaam A'Yp6ino. Mu HIKOAM He Ai3HAaEMOCS IpoO
AOAI LIEIX A€B'SITH IIOAPYIKHIX ITap: 9K AOBIO IIPOXKUAH
pasom Paxuab Ta Iaas 3 Beponu, ckiabku piTeit MaAu
ITepna i Moiiceit 3 Mopenu i uu 6yaa macAMBOIO
Benrypina B samixoki 3a SIkoBom 3 Ankonu. Ilpore
i cTapi apKyl IlepraMeHTy, 4acoM 3 o0OpisaHuMu
9y 00OIAAEHUMHU KPasMH, MICTSTb B CO0i iHITYy IiHHY
iHpOpMaIlifo: TEKCTH CAYTYIOTb AXXEPEAOM 3 icTopii Ta
eKOHOMIKH eBpercbkux rpomap Itaaii XVII-XIX cr.;
AEKOpP CBIAYHMTD IIPO Te, IO €BpEIl Malbke OAHOYACHO
pearyBaAM Ha 3MiHH €BPOIIEHCHKUX XYAOXKHIX CTHAIB
Ta CMaKiB, HE3BAXAKOYM HA 3aMKHEHICTb XXUTTH y
rerro. Ilisanceky xry6y ki, XVII cr., npuxpameny

Vita Susak
The Mysteries of Wedding Contracts

The centenary of the Shoah, which devoured
millions of lives and thouasnds of cultural
artifacts, is approaching. The chances of
discovering early objects of Judaica grow ever
slimmer. This makes the 2010 discovery of fourteen
Jewish artifacts at the Lviv National Art Gallery all
the more important. The Gallery had already taken
several steps towards renewing the historical memory
of Galicia’s Jewish past, including organizing two
exhibitions — Homeland: The Religious and Everyday
Life of Galician Jews through the Eyes of Artists
(2000), and Images of a Vanished World: The Jews of
Eastern Galicia  (mid-19th-early 20th centuries)
(2003). The current exhibition and catalog represent
the next important step forward. It not only
demonstrates the richness and multitude of historic
and artistic layers, but also the connections between
people and generations that are hidden in every
surviving artistic object.

At the center of the present collection are nine
decorated wedding contracts from Italy: the earliest
one was signed by the groom, Abraham Telles in
Pisa in 1694-9S; the most recent one was signed in
Florence in 1848 by the groom, Abraham D’Urbino.
We will never know what became of these nine
married couples: how long were the lives of Rachel
and Elijah of Verona, how many children Perna and
Moses of Modena had, and whether Venturina was
happy in her marriage to Jacob of Ancona. But these
old parchment sheets, their edges frequently cut off
or burnt, contain other valuable information: the
texts serve as a source for the history and economics
of the Jewish communities of Italy in the 17th-19th
centuries; the decor shows how (in spite of the
isolation in the ghetto) the Jews were almost
completely in step with European artistic styles and
tastes. The late 17th century Pisan ketubbah was

Vita Susak

POCAMHHUM OpDHAMEHTOM, BUTOTOBMB HApPOAHMI
maiicrep. Tak camMo pyka HapOAHOTO yMiAbIA
posmaatoBasa kry6y 3 Aisopro (1735), yckaapHMBIIM
IIAETHBO KBIiTiB Ta AHWCTH, AOAABIIM TpaAUIIiNHe
300pakeHHS AeBiB. 3i CMIAMBICTIO i PO3KYTICTIO
aBaHrappucTa noyatky XX CT. Ljeil HeBiAOMHI aBTOp
3alITPUXYBaB YEPBOHUMH AiHiAMM ITEAECTAAN 1
KaIliTeAi KOAOH, IO OOPAMAIOIOTb TEKCT KOHTPAKTY.
Kry6or 3 Auxonu (1728/29) i Beponu (1773) Buxo-
HAAM BXXe BHCOKOpodeciiiHi MaicTpu. BunrykanicTio
KOMITO3HIII i BATOHYEHUM 300paXKeHHSM KBITiB BOHH
CATalOTh Ha¥MKpamux B3ipuis. Manepa BHKOHAHHS,
TOHOBI ITEPeXOAH KOABOPY Ha MEAKCTKAX BEPOHCHKOI
KTyGH BiAIIOBiAQIOTh (POpPMaAbHIM MOBi POKOKO, i
CIIPaBXHIM NPHUKAAAOM IIBOTO CTHAIO € KTy6a 3 AH-
xoru (1790). He Awmme apxiTekTypHa cTpyKTypa
paMKM, ase i QIrypHi croxeTd B MeAAAbHOHAX
BKA3yIOTh Ha 3aXOIAEHHA il aBTOpa CTHAEM MapaM
ITommapyp. AerkuMu AOTHKAMH II€H3AS MaMCTep
HaHiC ApiOHi prcH Ha mopuesiHoBe Andko QopryHu,
siKa Harapye xiHoui obpasu Oparonapa uu Horapi.
Ila xryba Bi3yaAbHO 3acCBiAYy€ eMAHCUIALIMHI
OpOLECH, IO OXONHAU €EBPOIEHChKE EBPEHCTBO
Hanpukinngi XVIII cr. YHikaabHOIO OKpacoro 36ipku

Oparment kry6u 3 Ceniraaaii, 1843 p. / Detail of Ketubbah, Senigallia 1843

fashioned by a folk artist. The Livorno ketubbah
(1735) with its intricate mesh of flowers and leaves,
and its traditional depiction of lions, was likewise
painted by a similar folk master. This unknown
artist drew red lines through the bases and capitals
of the columns framing the text of the contract,
thus showing the daring and lack of inhibition more
usually expected in the early twentieth century
avant-garde. The ketubbot from Ancona (1728-29)
and Verona (1773) were executed by highly skilled
makers. Their exquisite composition and elegant
depiction of flowers are among the finest. The manner
of execution and shades of color in the petals on the
Veronese ketubbah correspond to the formal language
of the Rococo; the ketubbah from Ancona (1790) is
a true embodiment of this style. The architectural
structure of the frame, as well as the figure
narratives in the medallions point to the author’s
enthusiasm for the style of Madame de Pompadour.
The artist used light brushstrokes to put fine featu-
res on the porcelain face of Fortune, whose form is
reminiscent of the feminine images of Fragonard
or Nogari. This ketubbah gives visual testimony to
the emancipatory processes that took root among
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€ Aorosip 3 Mopenu (1771), 3 orasay Ha iairpanne
BUKOHAHHS CKAQAHUX CIOKETHMX BHTHHAHOK i
HAITKCIB, IO 03A00A1010TH #10r0. KBiTKOBHIT OpHAMEHT
kry6u 3 Ceneraaii (1843) Habawmkenuit A0 TpaauLiit
AHKOHCPKMX  AOTOBODiB, aAe€  HaTypaAiCTH4HI
300pakeHHs NTANIOK — BXe O3HAKA PeaAiCTHYHHX
Bisp XIX-ro cr. 3MiHM B AeKopyBaHHI KTy6OT
CTalOTb OYEBUAHHMH. Y QAOpPEHTIChKili KTyo6i
(1841) axyent 3pobaeno Ha kpaci mpudrtis. [Tucap
MajicTepHO 00irpye pisHi po3mipu i Xxapaxrep Airep,
TO IPYIIYIOUH, TO po3Taryroun Hamuc. “Hesaxinyena”
kTyba 3 Oropenuii (1848) aae smory nmobaumrn, sk
TIPAIfOBAAM MAFICTpPH, TOTYIOUH NEBHUI IIAOAOH AAS
IIOAAABIIOTO po3mucy. BoHa Takox cBiAuMTD IpO
IOCTYIIOBUH 3aHEIAA TPAAMIII ACKOPYBaHHA.

KoAncp AbBIBCBKHMIT AiKap-TeMaTOAOT i IIPUCTpac-
Huil KoAekuioHep Mapex Patixenmrraiin npup6as
i 36epir Ili TBOpH, a MOTO BAOBAa IlEpepaAa iX AO
Espericokoro  Mysero. Uepes 6araro poxiB BOHH
BIAASYMAY MOMY — CIIOHYKAAM AOCAIAHHKIB PO3IIyKa-
TH [0 KPHUXTax BipoMocTi 6iorpadii i moBepHyTH
3i 3a0yTTs AOOpe iM'si Paiixenmraitma. Ao 36ipku
ABBIBCPKOTO KOAEKIIOHEpa HAA€XaB TaKOX aMyAeT
npu moaorax. JoTupu iHOmI IpeaMeTH - Mi3pax,
CAyXiHHA AeBiTiB, B3ipi mpu¢ris i maan Xpamy —
IIOXOASITD, IMOBIPHO, 3 KOAEKIIii €BPeHChKOro Mysero.
Cayxinasa AesiriB i maan XpaMy MiCTATb HAIMCH
M. 803 Ta M. 908 BiATIOBiAHO. 3aAHIIIAETHCS 3aTAAKOIO,
XTO, KOAM i 3 SKOI METOIO IIOKAAB Ili TBOPH IIOMDK
adimamu rasepefHUX BUCTABOK.

€Bpericbki apTeakTH “3arOBOPHAM  3aBASKH
3HAHHAM 1 3YCHAAIM Yy4eHHX 3 EpycaAMMCBHKOTro
yuiBepcurery - mpodecopa IIlasoma Ifabapa,

European Jewry in the late 18th century. The contract
from Modena (1771) is the jewel of the collection,
due to the intricate ‘narrative’ papercuts and
inscriptions that adorn it. The flower ornament of the
Senigallia ketubbah (1843) follows the traditions of
Ancona contracts, but the naturalistic bird images
point to the Realist tendencies of the nineteenth
century. At this time, changes in ketubbot décor
started becoming apparent. The Florentine ketubbah
(1841) stresses the beauty of the fonts. The scribe
skillfully treats the various sizes and characters of the
letters, in turn squeezing and stretching the lines. The
‘incomplete’ ketubbah from Florence (1848) allows us
to see how the maker prepared a particular blueprint
that could be used for future decoration. It also attests
to the gradual decline of the decorating tradition.

Lviv-based hematologist and private collector
Marek Reichenstein had once acquired and preserved
these works of art, and after his death, his widow
donated them to the Jewish Museum. Many years
later, the museum returned the favor by encouraging
scholars to piece together the details of Reichenstein’s
biography, thus recovering his forgotten name from
oblivion. Reichenstein’s collection also included a
childbirth amulet. Four other objects — the Mizrach
Papercut, the Levites Worship, the paper with various
Yiddish scripts, and the Temple Plan - probably
originate from the collection of the Jewish Museum.
The Levites Worship, as well as the Temple Plan, bear
inscriptions with the numbers M. 803 and M. 908
respectively. It remains a mystery how and why these
artworks came to be found among posters of gallery
exhibitions.

Oparmenr kry6u 3 Ceniraanii, 1843 p. / Detail of Ketubbah, Senigallia 1843

Vita Susak

N

¢axiBus 3 KTyb6OT CBITOBOTO piBHS, Ta AOKTOpa
Ceprist KpaB110Ba, KOAMIIHBOTO AbBiBSIHUHA, SKOMY
BAAAOCS BCTAaHOBUTH 1 QapryMEHTOBAaHO AOBECTH
noxopxeHHs 36ipku. CriBmpaist Tasepei 3 LlenTpom
micpkoi icropii IlenrpaspHo-Cxipuoi  €ppomm
AdAa 3MOTy MONMPHMTHM 3HAHHA IIPO €BpEMChbKe
MuHyAe AbBOBa cepep MOro Cy4acHHX MeINIKAHILiB.

Maiicrep, mo IepeTBOPUB apKyIl IepraMeHTy Ha
MECTELbKUI BUTBIP, — MMOAPYYXOKSI, AASL SIKOTO BiH OYB
3aMOBACHHM, — HalllAAKK HApeYEHUX — KOACKI[iOHepHU
— My3el — AOCAIAHUKH ... OCb TOH AOBIMI AQHIIOT 3
fbararbMa HEBIAOMIMH, 3 SIKOTO CKAAAAETHCSI SKUTTEIHC
BipHaAeHHX IpeAMeTiB fopdiku. Katasor i BucTaBka
PO3IOYMHAKOTD Y IIbOMY KUTTEIHCI HOBY IAABY.

The Jewish artifacts were made to ‘speak’, thanks
to the efforts and expertise of two scholars from The
Hebrew University of Jerusalem — Professor Shalom
Sabar, a world-renowned expert on Ketubbot, and
Dr. Sergey Kravtsov, formerly of Lviv, who managed
to establish and prove the collection’s provenance.
The Gallery’s cooperation with the Center for Urban
History of East Central Europe brought awareness of
Lviv’s Jewish past to its present-day inhabitants.

The skilled artist who turned a piece of parchment
into a work of art — the couple for whom the contract
was ordered - their ancestors — collectors — museums
— researchers — are all links in a long chain with many
imponderables, that make up the ‘biographies’ of
these newly rediscovered objects of Judaica. The
catalog and exhibition introduce a new chapter in that
story.



Hamaaxa Qiresuu

Hartaaka OiaeBuu

3HaxiAKa

ITpawroroun 6araro pokiB y AbBiBChKill KapTHHHIM
rasepei (remep AbBiBcbka HAIiOHAAbHA TraAepest
mucrents iM. B.IL BOSHI/II.H)KOI'O), 3BHKAA AO He-
CIIOAIBAaHUX, IHOAI HAaBiTh MICTUYHHUX BHITAAKIB.
Oco6AMBO IiKaBMM i HAaCHMYEHMM IIOAIIMHM TaKOIO
mAaHy OyB 4ac, KOAM raAepero O4OABaB Bopuc
Bosuunpkuit. Bin, sxuil BpATyBaB THCAYI TBOpIB
MHCTEITBA — YU TO OYAM AQBHI IKOHM Ta CKYABIITYPH,
9M CTAapOAPYKH, a 3rOAOM i 3aHeAOaHI Iasamy i
3AMKH — CaM, CBOEI0 XapH3MOI0 HiOM HpHUTAryBaB
pisHOMaHiTHI 3HaxiAKM Ta BiAKpuTTS. Tak Oyao it
mip 4Yac 4YucAeHHHUX ekcrepuninn 1960-80-x poxis,
KOAM B UyAECHWIl CIIOCIO BIAHAXOAUB BUKMHYTI 3
xpamiB ckyapnTypu IliH3eas Ta piakicHI ikoHH, KOAU
AOpOTOI0 Ha pobOTy HATpamAsB Ha KaXAl CTapux,
MUCTELBKOL p060TI/I, neveil. Taknx BUIIAAKIB MOXKHA
IpUrapaTy 6esaid.

Maivke B KoxHift ¢iaii y BosHumpkoro 6yaa
KiMHara, Ae BiH 30epiras pedi, SIKi He MAAM My3eHHOIO
3HAYEHHS, aA€, Ha HOTO AYMKY, MOTAM AO YOTOCh
npuparucs. Y Ilasani IToTonpkux AMpeKkTOp Takox
MaB TaKdil 3aKaleAok, y sAKOMy OpHOro AHsa (ue
6yro B Aumzi 2010 poky) BUpINIMB HABECTH AaA.
OckiAbky TaM Ha3bUparocst 6araTo pisHUX KHIDKOK,
adim Ta mamepis, Bopuc I'puropoBud moxauKas
MeHe, 30epirata QoHAIB apxiBy, i 3aBiayBaua
6i6aioTexnr Oxcany MakcuMeHKO, mobu pasoM TO
BCe BIOPSIAKYBAaTH. A0 0i0AIOTeKH IepeMiCTHAHCS
KHWKKHY, 2 AO apXiBy — IIallepH, MEepeBaXXHO KOIIil
raAepeHol AOKyMeHTallii, Ta adimi, ckpydeHi B
PYAOHaX IO AeKiAbka B KOxHOMy. Bci mi mamepm
3afHAAM YMMAAO MiCIA B KiMHATi apxiBy, i AAd TOTO,
mo6 posibparucy, ski MOTPiOHO 3aAmMmMTH, a sKi
Hi, ABA AHI II0O TOMY s BUpimIHAa 3pOOHTH peBi3ito.
Posropraroun koxxHy adimry, mepecpiadmaacs, Io
IepeBaXHa OiAbIIICTD i3 HUX Bxe € B apxiBi. OpHAK,
POSTOpHYBIIM 4YeproBuil CyBiif, OyAa 3ackodyeHa

Natalka Filevych
A Discovery

Having worked for many years at the Lviv Art Gal-
lery (now the Borys Voznytsky National Art Gal-
lery in Lviv), I am accustomed to unexpected, and
sometimes even mystical occurrences. The tenure of
director Borys Voznytsky was especially rich in such
events. Voznytsky rescued thousands of art works,
including old icons and sculptures, old prints, and
eventually even the structures of neglected palaz-
zos and castles. Moreover, he seemed to attract
these various findings and discoveries with his own
charisma. This was the case throughout his many
expeditions from the 1960s through the 1980s,
when he would miraculously find rare icons or Pin-
sel sculptures discarded from churches, or when
he'd stumble upon tiles from exquisite old stoves on
his way to work. There were many such instances.

In almost every branch of the gallery, Voznytsky
had a room where he kept things of no ‘museum’
significance, but that he deemed useful for other
reasons. The director had a little nook of this sort
at the Potocki Palace as well, which he decided to
go through and clean up one fine day in July, 2010.
Because the place held many different books, papers,
and posters, he summoned me (as archive custodian),
and head librarian Oksana Maksymenko to assist
him. The library got the books, while my department
got the papers, which were mainly copies of gallery
paperwork and posters rolled into tubes with several
documents in each one. These papers occupied quite
a lot of space in the archive room. I decided to go
through them two days later to determine which to
keep and which to discard. I unrolled every poster
and realized that the majority of them were already
featured at the archive. The contents of one roll,
however, took me by surprise. Inside the roll were
illuminated sheets of parchment with handwritten
Hebrew letters on them. Even these letters looked

Natalka Filevych

nmobaseHuM: ne OyAm SICKpaBO  iAIOMIHOBaHI
IepraMeHTHi apKylli, Ha SKHMX HaBiThb PYKOIMCHMI
mpudT TeOPANiCPKOI0 MOBOK BUIASAAB, Hadue
opHameHT. Takux apKymiB OyAO YOTHPHAALSTH, He
BCi IlepramMeHTHi, AesKi Mameposi, OiABIICTD 3 HHX
Oyau moaibHO 3akommoHoBaHi. Kiapka pokis, ski
npomnpaiobasa B Mysei kHuUrH, He NPOMIIAKM MapHO,
TOX s pO3Mi3HaAd B IMX PYKONMCHUX BHTBOpPax
iHHI amM’TKH 10Adiku. [TpoTe pocTemenHO He OyA0
BiAOMO, IO CaMe TPUMAI0 B PyKaX, IKMM € 3MiCT IuX
AOKyMeHTIB i ske npusHaueHHs. Iloku posraspana,
HacTaB Bedip. /AeABe AOYEKABIIMCh PaHKY, BXe O 9 ToA,.
6yaa y Bosuurpkoro. Pasom i3 HuM, HeHMOBIpHO
3AMBOBAHHMM Ta 3aiHTPUIOBAHMM, MM IIiIAK OTASIAQTH
3HAXIAKY. AUpPeKTOp IMIATBEpAMB, IO MAEMO CIIPaBy
3 BaXAMBHMH AOKYMEHTaMH EBPENCHKOI KYABTYPH
i HaBiTh BHCAOBHMB IPHOYIIEHHS, IO Iie mAro6Hi
KOHTPAKTH, TaK 3BaHi ‘krybor. He Mmir mpurapary,
SK BOHU ONMHMAMCS B HbOTO, aA€ OAHO3HAYHO HABITh
He 3A0TaAyBaBCs PO IX iCHYBaHHS, 60 B TaKOMy pasi
BOHM 0 3affHSAM IIOYeCHe MiCIle B PYKOIHCHOMY
$oHAI Myser0 MHCTeNTBA CTapOYKPaiHCBKOI KHHUIH
(mo HEBAOB3i 1 CTaAOCH). Toro camoro AHi B

Oparmenr kry6u 3 Beporu, 1773 p. / Detail of Ketubbah Verona 1773

like ornaments. There were fourteen such sheets,
some of paper rather than parchment, and mostly of
similar composition. My years of work at the book
museum served me well, as I was able to recognize
that these manuscripts were valuable artifacts of
Judaica. However, the content of the documents and
their purpose — exactly what it was I had in my hands
— were not clear to me. My examination of the artifacts
took until evening. The next morning at 9 am, I was in
Voznytsky’s office, where we proceeded to examine the
discovery together. The director, full of surprise and
intrigue, confirmed that we were looking at important
Jewish cultural documents, and even guessed that
they were marriage contracts, or ketubbot. He could
not recall how they ended up in his possession; in
fact, he hadn’t even been aware of their existence. If
he had, they certainly would have taken pride of place
in the manuscript collection of the Museum of the
Art of Ancient Ukrainian Books (which they did soon
after). That same day, at Borys Voznytskyi’s invitation,
we had the Rabbi of Lviv in my office. He confirmed
that the documents were in fact old Jewish marriage
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MOeMy KabiHeTi mobyBaB Ha 3sampomreHHs Bopuca
I'puropoBuya AbBIBCBKHII pabMH, SKUH IIATBEPAUB,
IO 3HaXiAKa — Ile CTapi €BpeMCbKi KOHTPAKTH.
Cepea HUX TakoX OyAM i iHII AOKYMEHTH: apKyII 3i
3pasKaMM €BpPeNCbKOi Kaairpadii cepeanmnn XIX cr.,
TIANIepOBUH AMYAET, TIAQH €pycaAuMcbkoro Xpamy 3
Ha3BaMHU MOroO YaCTHH Ta YTBapi Ta OpHAMEHTOBaHA
TabAHIIS 3 3a3HAYEHHAM iMeHi BAacHHKa — Mocudpa
Tymepa.

ITo 06iai TOTO CAMOTO AHS AO MEHE 3HOBY HaBipaBCA
pabuH, aAe IIbOTO pasy 3 KIABKOMa MOAOAUMU XaCHAAMH
3 €pycaaumy. MoAoOAUX AOAeHl TIepEeNOBHIOBAAM
eMOIIil TMiA Yac OTASIAY Halllol 3HAXiAKH. Bonu nuraay,
M € MOXAHBICTD IPUAGATH AOKYMEHTH.

LlinHicTb piAKICHUX Ha CBOTOAHI AOKYMEHTIB
HiATBEPAMAACh OAPa3y, TOMY IO HUMH 3aI[iKaBUAUCS
IPOBiAHI AOCAIAHHKM €BpenchKol KyAbTypH. Te, sK
€BPENICHKUI HAPOA [0 KPUXTax 30upae HaApiOHimi
apTedakTH CBOTO CBiTY, CBiTy, KOTPHI MaibDke 3HHK
B CHAy HeBOAAraHHHX ICTOPUYHHX OOCTaBHH, -—
BUKAMKA€E BEAHKy IIOBary i 3axomaeHus. Hebararo
MOXKHA HA3BaTH CBOTOAHI AIOAEH, AKUX HACIIPaBAl
XBHAIOE AOASI TIaM'ITOK KyABTYpH Ykpainu. OpHHM i3
TAKUX TTOABIDKHUKIB, SIKUIL AOOpe pO3yMiB 3HAYeHHS
icTopuyHOI maM'sITi AASL KOXKHOTO Hapopy, 6y Bopuc
Bozaumpkuit. MOXANBO, OINOCEPEAKOBAHO 3aBASKH
FIOMy, KTy0OT i OTPHMAAM CBOE APYyTe XHUTTSL
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contracts. Among them were also a number of other
documents: a mid-19th century sheet with samples
of Jewish calligraphy, a paper amulet, a plan of the
Jerusalem Temple including the names of its parts and
implements, and an ornamental sheet with the name
of its owner, Joseph Tuscher.

Later that afternoon, the Rabbi called on me again,
this time with several young Hasidim from Jerusalem.
The young men were very excited when they
encountered the documents, and they asked if it
would be possible to buy them.

The value of these rare documents was immediately
confirmed, as leading researchers of Jewish culture
expressed substantial interest in them. It is, indeed,
admirable and respectable how the Jewish people
collect, little by little, even the smallest remnants of
their world, a world that was practically oblitarated
due to inexorable historical circumstances. There are
not many people today who have any concern for the
fate of Ukraine’s cultural artifacts. One such warrior,
who well understood the importance of historical
memory for any nation, was Borys Voznytsky. He is,
perhaps, indirectly responsible for these ketubbot
having been given a new life.

Sergey R. Kravtsov

Cepriit Kpasuos

Mapek Paiixenmras:
KOAEKIJIOHED 1 1OTr0 KOAEKIIiA

Mapex Paiixenmraiin (1876-1932) 6ys Busaraum
AiKapeM,  HAyKOBIIEM-TEMaTOAOIOM,  IIAHOBAHHM
YAEHOM €BpeMChKOi TIpoMapu AbBOBa, OAHUM i3
HaMBU3HAYHIIINX KOAEKIIIOHEpiB IOAAIKM B MiCTi, a
Takox icropukom mucrenrsa (1a. 1).

Mapex (Mapxyc Aitzir) PaitxenmTaitn HapoAUBCs
y kBiTHi 1876 poky y AbBoBi B ciM'i Manica Menpeast
Parixenmrarina ta Ereas, ypopsxenoi Aopd'. Popunni
IpuOYTKH HAAXOAMAU Bip OPEHAU HEPYXOMUX MAETKIB.
Pazom 3i cBoiMU TapTHEpaMu Ta APYXHHOI0 MeHpeAb
PaitxeHIITaiiH MaB y BAACHOCTi OYAMHKH HOMep 4 Ha
ByA. Craporanaersiit (auni Myasipcbka) Ta HoMep 29
Ha ByA. JKoskiBcbkiit (runi Boraana XmeapHuIIbKOTO) .
Popnna PaiixeHmTaliHa MeIIKaAa 3a APYTOIO 3 LIUX
aapec, Ha po3i CraporaHpetHoi Ta JKoBkiBcbKoi, y
“eBperichKii” MiBHIYHIN AIABHUL .

Mapex ParixenmraiiH HaBdaBcs B ‘eTBepTiit
rivaasii y AsBosi'. Lle 6yaa “kaacuana’ rimMHasia
3 IOAbCPKOIO MOBOK HABYaHHA Ta 3 CyBOPUMHU
BMMOTaMM AO Y4HiB; BOHA AABaAa CBOIM BHITyCKHHMKaM
BUCOKMI1 piBeHb ocBiTi'. CBIAOLTBO PO CEPEAHIO
ocBiry Paitxenmraiin orpumas y 1894 poui’.

Toro > Taku 1894 poxy PaiixenmraiiH BCTYIHUB A0
AbBiBCBKOTO yHIBEpCHTETY: CaMe TOAL OyAO BIAKPUTO
MeArdHuH pakyabTeT. Bin cTaB opAHMM i3 mepmux foro
BUITYCKHHKIB, 3A00YBIIH CTYIiHb AOKTOPA MEAULIMHH
1904 poxky. Ille cTyaeHTOM mpaijoBaB y KAiHimi
ADbBIBCHKOTO YHIBEPCUTETY BiA 4acy ii 3acHyBaHHS B
1898 pomi, came TyT i IPOAOBKHB CBOIO MpodeciiHy
Kapepy ICAs 3aBepIIeHHS yHIiBepCHTETCHKOIO
HaByaHHA. Y Iled mepiop PaiixeHmTaiiH BHITAAKOBO
MOpaHuB cebe Ip YaC 3aHATTS 3 AHATOMIi; LbOMY
BUITAAKOBI CYAUAOCS 3rOAOM BIAITpaTH TparidHy poAb
y MOT0 XUTTi .

Y 1906 poni PaiixemmraiiHa IpH3HAYEHO
acucTeHTOM KAiHiku. Bin 6yB He Ammre AikapeM, are
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Sergey R. Kravtsov

Marek Reichenstein:
Collector and His Collection

Marek Reichenstein  (1876-1932) was an
outstanding physician, a scholar in the field of
hematology, a respected member of the Jewish com-
munity in Lviv, one of the most esteemed collectors
of Judaica in the city, and an art historian (Fig. 1).

1. Ap- Mapex Paitxermrraitn (poto Sinu Mexerproi). Axepeao:
Marek Reichenstein, Mikotaja Reja zwierciado

zroku 1567 (Lwdw, 1935). Abbibcbka HaLiOHaAbHa HayKoBa
bibaiorexa Yxpair iveri B. Credarka

Dr. Marek Reichenstein, photo by Janina Mierzecka. From: Marek
Reichenstein, Mikolaja Reja zwierciadlo z roku 1567 (Lviv, 1935).
The Lviv National Vasyl Stefanyk Scientific Library of Ukraine
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1 HayKOBIIEM-AOCAIAHMKOM: 3a Iepiop MOTo mpari B
KAiHIiI Ta micAd Hboro PaiixeHmTalH CTaB aBTOpOM
abo CHlBaBTOPOM HHU3KU (aXOBUX ITyOAiKaljiii y raysi
remaroaorii’. Moro comiaAbHuil cTarTyc 3pocTas, i
BiH [IOCEAMBCSI y OIABII IPECTIDKHOMY PafioHi, Ae Ine
Bip movarky XIX cTOAITTS MeIIKaAn HAaNBHUAATHIMI
i HAaM3aMOXHIII YAEHM €EBPEACHKOI TPOMaAHM, —
B 6yauHKy Homep 8 Ha ByA. Cukcrycokiit (Humi
Aopomenxa)’.

ITip wac Ilepmoi cBiToBoi BiltHM PaiixeHmTaitH
CAY>XUB BifICbKOBHM AikapeM B Apyriit Apmii ABcTpo-
Yropmuun. OpHMM i3 Micrb #oro cayx6u 6yB
THO3HUI mNuTaAb B 3oa0ueBi. Came TyT, Ha AyMKy
FIOrO KOA€r, BiH 3pOOMB OAHE 3 HAMBKAMBININX
BIAKPHUTTIB y rematoaorii Tudy".

IlosepuyBmmch A0 AbBOBa IicAs 3aKiHUeHH:
Ilepmoi cBiToBOI BiiiHH, AOKTOp PaiixeHmTaiin
IIOKHMHYB YHIBEpCUTETCHKY KAIHIKY M 3allOYaTKyBaB
BAACHy ~MEAMYHY TIpakTHKy. Bim xopucrascs
BHCOKOIO NOLIAHOIO i cepep CBOIX IAINEHTIB, i cepep
KoAer-aikapis. IIpodecifinmii ycmix aaBaB oMy
3MOTy NPHUCBAYIYBATU YaC i YaCTUHY CTATKiB CBOEMY
3aXOTAEHHIO — KOAEKI[iOHYBaHHIO TBOPiB MUCTEIITBA i
AOCAiAXKeHHIO icTopii MucrenTsa. ¥ 1932 pori xoaera
PaiixenmraitHa AokTOp DBenepmkr  3emiabchiuit

3rajpyBaB:

Ayx itoro He obmexuBcs [MeandHOI0]| Haykor. B Toit
9ac, KOAU ITepeCiyHOro Aikaps He 3BOPYIIYE Hi90Tro, KpiM
“IiKaBMX BHIIAAKIB , BiH 3aXOIAKOETHCS MUCTELITBOM —
MucTenTBOM, 1O CIPUAMAETHCS He SIK MAHis 30MpaHHA
IiKaBUHOK, IHBECTYBAaHHS KAITaAy 9YH CHOOI3M.
AAS HBOTO MUCTELTBO BHMKOHYBaAO QYHKIi, mo ix
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2. TuryabHa cTOpiHKa aAbGOMY
dororpadiit 36ipxu Ap. PaiixeHurariHa,
Teka “H” (1926 p.). Bibaiorexa
IncruTyTy HapoposHascrsa HAH
Yipainu, ine. N 10605

Title page of the album

of photographs and drawings

from the collection of Dr. Reichenstein,
File “H” (1926). Library of the Lviv
Ethnology Institute at the National
Academy of Sciences of Ukraine,
inv.no. 10605

Marek (Markus Eisig) Reichenstein was born in
April 1876 in Lviv, to Manis Mendel Reichenstein
and Ettel née Dorf." The family profited from real
estate investments. Together with his companions
and wife, Mendel Reichenstein owned houses at
#4 Starotandetna Street (today Muliarska) and #29
Zé6tkiewska Street (today Bohdana Khmelnytskoho).”
The family resided at the latter address, on the corner
of Starotandetna and Zolkiewska, in the “Jewish”
northern suburb.’

Marek Reichenstein studied at the Fourth Gym-
nasium in Lviv." This was a “classical” gymnasium
with Polish language instruction, a tough secondary
school offering a good level of education to its pupils.’
Reichenstein received his matriculation certificate in

1894.°

Reichenstein enrolled in the Lviv University in
1894, the same year the Medical Department opened,
and was among its first alumni. Reichenstein received
his Doctor of Medicine in 1904. As a student, he
worked at the Lviv University Clinic from the time it
was founded in 1898, and continued working there as
a professional after his graduation. At one point du-
ring this time, Reichenstein accidentally wounded
himself during an anatomy session. This event would
play a tragic role in his future life.”

In 1906, Reichenstein was appointed assistant of
the Clinic. He was not only a physician, but also a re-
searcher and scholar: during his work at the Clinic and
thereafter, Reichenstein authored and co-authored a
number of professional publications in the field of he-
matology.” His social status grew, and he moved to a

Sergey R. Kravtsov
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3. Cropinka 3 aab60oMy dpoTorpadii 36ipku Ap. Paiixenmraiina, Teka “H” (1926 p.), 3i s06paxermsnm kry6u 3 Moaeru (1771 p.), axa cooroasi
36epiraeTbc51 B koaekuii AHTM. Bi6aioreka IncruTyTy Hapososnascra HAH Yipainm, ins. N2 10605

Page from an album of photographs and drawings from the collection of Dr. Reichenstein, File “H” (1926), showing a ketubbah from Modena
(1771),located today in the LNAG. Library of the Lviv Ethnology Institute at the National Academy of Sciences of Ukraine, inv. no. 10605

MIOCTYAIOBAAM AQBHI TpEKH: BOHO OIACAMBAIOBAAO,
IIPOCBITAIOBAAO H OIIASIXeTHIOBAAO Horo. BiH nikaBuBcs
FOAOBHUM YMHOM Ipadikoro i Ha KiHellb CBOTO JKMTTs
CTaB OAHHM i3 HAUKPAIIUX €KCIIEPTIB y TaAy3i ITOAbCHKOL
rpadixu’ .

PajixeHmrTaiiHa BIlepIIe 3rapdHoO SIK KOAeKI[ioHepa
aume micas Ilepmoi cBirosoi BifHu. IlyTiBHHK
IOABCBKMMH ~ My3esiMM, apxiBamu, 0ibAioTexamu
Ta 36ipkamu y 1926 poui mictuB iHpopMauio mpo
“HOABCBKY Ta iHO3eMHY I'padiky, iAOCTpOBaHI KHUTH
XVIII-XIX croairy’, mo Hasexaau PaitxenmTaiinosi"”.
Koaekuist 36epirasacss y HOBOMy IIOMENIKAaHHI — B
6yauHKy HOMep 14 Ha ByA. KomepHuxa, 1o Hemopaaik
BiA IOTO AOBOEHHOTO JKHTAAQ.

Paiixenmraiin ~ 6yB He  AuIle IIPHBATHUM
koAeknionepom. OkpiM 1poro, y 1925 pomi Bin
3HAuYMBCA cepep 3acHOBHMKIB Kyparopil 3 omixu
Hap €BPEHCHKMMH IAMSITKAMHM IIPU  €BPEHCHKiit
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better neighborhood where the most prominent and
well-to-do members of the Jewish community eager-
ly settled beginning in the early nineteenth century.
Before the First World War, Reichenstein resided
at #8 Sykstuska Street (today Doroshenka).”

During the First World War, Reichenstein served
as a military doctor in the Second Army of Austro-
Hugary. One of his placements was at the typhus
hospital in Zolochiv, where, in the opinion of his
colleagues, he made his most valuable discoveries in

typhus hematology."”

On his return from the First World War, Doctor
Reichenstein abandoned the University Clinic and
started his private medical practice. He was highly
respected by his patients and in his field. This profes-
sional success allowed him to devote a portion of his
time and means to his hobby: collecting art, and con-
ducting research in art history. His colleague, Doctor
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peairiinifl rpomaai. 3aBpannsa Kyparopii moadraau y
AOKYMEHTYBaHHI €BPENChKUX [1aM SITOK, 3a0e3edeHHi
ix “parjioHaABHOI KOHCepBalil’, a TAKOX y “BIIAMBI Ha
CYCIIABCTBO 3 METOI0 IABHMIIEHHS PiBHSA XYAOXHBOI
KYABTYPH Ta BCTAHOBAEHHS 3B 513Ky (MOAbCbKMIl OpHU-
rinaA: nawiazanie zwigzku) 3 6araTon XyaoKHbOIO
tpaauuieo””’. Owoanaun Kyparopiro apxirexrop F0sed
Asin (1883-1942), aikap Mapex Paitxenmraiin, a
Takox pasuH [locTynosoi cunaroru Ap. Aesi Qpoitag,
(1877-1940). Y pesyabrari aisabHocti  Kowmicii
AOCAIAXEHO i 3aA0OKYMEHTOBaHO 292 mpeaMeTH, IO
HAAEXAAU AO CHHATOT, LIBUHTAPIB Ta 30ipOK PyXOMHX
apredaxris. Y pamkax niei xammanii 1926 poky 6yao
3pobaeno ¢ororpadii, Hadepku Ta ONIHCH TBOPIB
i3 mpuBatHOi Koaekuii Paiixemmraitna’ (Ia. 2, 3).
Qororpadito 0OAHOTO PUTYaABHOTO IIpeAMeTa 3 HOTo
30ipku — CpiOHOrO XaHYKAABHOTO CBITHABHHMKA —
BmimeHo y 3Biti Kowmicii Bip 1928 poxy; neit mpeamer
36epircs Ao choropni (1a. 4).

Y 1928 poni PaiixeHmTaitH B3SB y4acTb Y
AbBIBCPKIM ~ KHIDKKOBiM ~ BHCTaBIY, ITPUCBSYEHii
ITepmomy xoHrpecosi 6ibaiorexapis Ta Tperpomy
KOHI'PECOBi ITOABCHKHX 0i6Ai0(iAiB, MmO BiAOyBaAmcs
y AbpBoBi. Bucraska, Aky oprasisyBaau KoMiTeTu
nux KoHrpecis, TpuBaaa Bip TpaBHSI AO YepBHA
TOTO POKY B IPHMilleHHi AbBiBCbKOIO iCTOPHYHOIO
My3elo Ha nA. Punok, 4. PaiixenmrTaiiH HapaB AAS
BUCTaBKU BEAHKY KIABKICTb OPHIiHAABHHX IIPOEKTIiB
KHIDKKOBOTO ~AM3aflHy, eKCAIODHCIB Ta IIAQKariB.
KpiM mporo, y cmiBaBTOpCTBi 3 Ap. AHHOIO
€npxeitoBcpkoro, Pyaoappom MenxirnpkuM, Meun-
caaBoM OmaskoM, Ap. Kpucrmaoro Pemeposoro
Ta Anexcapopom CeMxoBiueM BiH yKAaB KaTaAor
BHCTaBKH .

OAHOYACHO 3 Ii€}0 Ta IHIIUMM BHCTaBKAMHU
YKPaiHCPKMX Ta BipMEHCBKMX KHWI i PYKOIMCIB
Kyparopis 3 omiku Hap €BpelCHKUMHU IaM TKaMU
opraisyBaaa B AoMi €BpelcbKOI TIpoMapu 3a
appecoro Bya. bBepumreitna, 12 (mmmi Illorom-
AjeiixeMa) eKCMO3MIIIO  ABBIiBCHKOI  €BpeiicbKoi
kaurd.  Ha  mift  BucraBuyi  6yam  mpeacraBaeHi
YHCAeHHI IiHHI KHIDKKH — IIepeBAXHO 3 0i0AioTeKH
€BPEMCHKOI TPOMAAH, @ TAKOXK YUMaAO poTorpadiit Ta
PUCYHKIB HAATPOOKIB, €BPENCHKUX LiepeMOHIAABHHUX
IIPEAMETIB, CHHArOraAbHMX CBITMABHHKIB i TKaHMH
3 Koaekiii Makcumiaistna Toapamrraiina. Koaekris
PaiixeHmTaifHa TakoX OyAa AOCTYIIHA AASL OTASIAY.

14

Benedykt Ziemilski would recall in 1932:

His spirit was not confined to [medical] science. In an
age when the average doctor is not moved by anything
besides “interesting cases,” he became fascinated with
art: Art understood not as a mania of collecting curiosa,
investing capital, or snobbishness. For him, it served as
postulated by the ancient Greeks: it made him happy,
it illuminated and ennobled him. He dealt mainly with
graphic art, and by the end of his life he became one of
the best experts in Polish graphics."

Reichenstein was mentioned as a collector only
after the First World War. A 1926 guidebook of
Polish museums, archives, libraries, and collections
mentioned that Reichenstein was in possession of
“Polish and foreign graphics, and illustrated books of
the eighteenth and nineteenth centuries” " His collec-
tion was located in a new apartment, at #14 Kopernika
Street, not far from his prewar residence.

Reichenstein was not only a private collector;
he was among the founders of the Commission
(Kuratorium) for the Care of Jewish Monuments in
the Jewish Religious Community in 1925. The goals
of the Commission were to document Jewish
monuments, to attend to their “rational conservation,”
and to “influence society in elevating artistic culture
and producing a bond with a rich artistic tradition.” "
The Commission was headed by architect Jozef Awin
(1883-1942), Doctor Marek Reichenstein, and the
rabbi of the Progressive Synagogue, Rabbi Dr. Lewi
Freund (1877-1940). As a result of the Commission’s
activities, 292 items from synagogues, cemeteries
and collections of movable artifacts were surveyed
and documented. Reichensteins private collection
was photographed, sketched, and described in the
framework of this campaign in 1926 (Figs. 2, 3)."
One photograph of a ritual object in his possession—
a silver Hanukkah lamp—was reproduced in the
Commission’s report in 1928. This object has survived
until the present day (Fig. 4).

In 1928, Reichenstein participated in the Lviv Book
Exhibition, which was dedicated to the First Congress
of Librarians and the Third Congress of Polish Bib-
liophiles, both held in Lviv. The Book Exhibition was
a two-month event from May to June, organized by
the committees of these congresses and held on the
premises of the Lviv Historical Museum, at #4 Rynok
Square. Reichenstein lent many original book design

Sergey R. Kravtsov
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4a. Cpi6uuit xanykaAbHuii cBiruabruk (Kntomup, 1858 p.) is
koaekiiii Mapexa Pafixenrraiia ((1)0To Mapeka Miowiia, 1926 p.).
Sprawozdanie Kuratorjum Opieki nad Zabytkami Sztuki Zydowskiej przy
Zydowskiej Gminie Wyznaniowej we Lwowie (Lwdw, 1928), 21

Silver Hanukkah lamp, Zhytomyr, 1858, from the Marek Reichen-
stein collection. Photo by Marek Mintz, 1926. Sprawozdanie Kura-
torjum Opieki nad Zabytkami Sztuki Zydowskiej przy Zydowskiej Gminie
Wyznaniowej we Lwowie (Lwow, 1928), p-21

Cepep 1mMo3HYeHHX y HbOTO IIPEAMETIiB GyAO AeKiAbKa
00’€KTiB CHHArOraABHOTO T IIOBCSKAEHHOTO BXHTKY:
6poH30BHIT pedaeKTOp', BXKe 3rapaHMil CpiOHMIT
AVTHH XaHYKAABHHI CBITHABHHK ‘13 POCIACHKAMU
xaeiivamn” (Ia. 4)", a TakoX TepramMeHTHa TabAMLS
mizpax”. Cepea KHHT 3 HOro KOAEKIIil GyA IiepeBaskHO
Asadom™, AaBHI Ta PiAKiCHI, a TaKOX QaKCHMIABHI It
Cy4acHi BHAAQHHS : IIEPEAPYK IIPa3bKOTO BHAAHHS
Tepmoma Koena 1526 poxy (Bepain, 1926); Arapa
1864 poxy 3 Tpiecry (iraaificbkuii mepexaap ABpaama
Xait Mopmypro 3 iaocrpanismu K. Kipxmaitpa);
AepeBoputH, HappykoBadi y Qropri 1762 poxy,
ckomifioBai 3i 3yabibacekoi Aragum 1726 poxky,

15

4b. Cpi6umuit xarykaabuuit cBitnabauk (OKuromup, 1858 p.)

i3 koaekutii Mapexa Paitxermraritsa. Choropi y AbiBcbkonmy Mysel
eTHOrpadii Ta xypoykHBOrO MpoMucay. Poto 3esa Pasosana, 1995 p,
LlenTp eBpericbkoro MUCTELTBA

Silver Hanukkah lamp, Zhytomyr, 1858, originating from the
Marek Reichenstein collection. Located today in the Lviv Museum
of Ethnography and Crafts. Photo by Zev Radovan, 1995. Center for
Jewish Art

projects, bookplates, and posters to the exhibition. He
also co-authored the exhibition catalog, together with
Dr. Anna Jedrzejowska, Rudolf Mekicki, Mieczystaw
Opalek, Dr. Krystyna Remerowa, and Aleksander
Semkowicz.”

Along with that exhibition and other exhibitions
of Ukrainian and Armenian books and manuscripts,
an “Exhibition of Lviv Hebrew Books” was organized
by the Commission for the Care of Jewish Monu-
ments and held in the Jewish Communal House,
located at #12 Bernsteina (today Sholom-Aleikhema)
Street. That exhibition consisted primarily of valuable
books, predominantly from the Jewish communal
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5. BucraBka AbBiBCBKOI €BpeiicbKol KHUIH, TpaseHb—uepsenb 1928 p. (poro Mapexa Mionia). Texa “T”. Wystawa ksigzki hebrajskiej i zabytkow
sztuki zydowskiej, Lwow, 1928. Bibaioreka Incruryry HapoaosHascrsa HAH Yipainy, ins. N 10608. Bropi npaopy« Brso kry6y 3 Moaeu

(1771 p‘), sIKa cboroAHi 36epiraernest B koaekuii AHTM, AiBopyd — xry6a 3 AHkoHn (1740 p.), CydacHe Micrie 30epiraHHs SKoi He BiAoMe

The Lviv Hebrew Book Exhibition, May-June, 1928. Photo by Marek Miintz. File “T” Wystawa ksiqzki hebrajskiej i zabytkdw sztuki zydowskiej
Lwow, 1928. Library of the Lviv Ethnology Institute at the National Academy of Sciences of Ukraine, no. 10608. A ketubbah from Modena (1771),

now in the LNAG collection, is visible on the right; the present location of the ketubbah on the left, from Ancona (1740), is unknown

SKa IPYHTYETbCS HA PAHININX 3pas3Kax, IO CATAIOTH
amcreppaMcpkoro  B3ipus 1695 poky; BiaeHCbKe
BUAAHHA 1804 pOKy, AXepeAoM SKOro IOCAYXKHAQ
amcTepaamcpka Asada; Arada 3 iaocrpanisvu Hosepa
byaxo (BiAeHb—BePAiH, 1921) i me opHa cydacHa
Arada 3 intocrpanismu Sxo6a ltaiturapara (Bepain,
1921)”. Cepep inmux BupaHb, mo ix PaiixeHmTaitn
IIPOAEMOHCTPYBaB Ha BHUCTaBLi, Oyam: Mawaiv 2a-
Kaomoni (Aasus mpurosiaka) (Bemenis, 1546)%
Cegep 2a-Minearim (Kuura 3puuais) (Amcreppam,
1775)*, HU3Ka THTYAbHUX CTOpIiHOK, iHiIliaAiB Ta
BiHDETOK .

Baptum yBarm i BOAHOYAC HE3BUYHUM AAS
ABBIBCHKOTO CEePEAOBHINA eKCIIOHATOM BUCTABKU OYAH
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library, but also included many photos and drawings
of tombstones, Jewish ceremonial objects, synagogue
fixtures, and textiles from Maksymilian Goldstein’s
collection.” Reichenstein’s collection was represented
there too, including several objects for synagogue
and Jewish home use: a bronze reflector,” the afore-
mentioned silver cast Hanukkah lamp “with Rus-
sian hallmarks” (Fig. 4)," and a parchment mizrah
plaque.” The books from his collection were mainly
Haggadot,” old and rare types together with facsimile
editions and modern works, namely:" a reprint from
the Gershom Kohen edition, Prague, 1526 (Berlin,
1926); a Haggadah from Trieste, 1864 (translated
into Italian by Abraham Hai Morpurgo, illustrated by

Sergey R. Kravtsov
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6. BucraBka AbBiBCbKOT €BpeiicbKOi KHUIH, TpaseHb—uepsenb 1928 p. (poro Mapexa Mionta). Texa “T”. Wystawa ksiqzki hebrajskicj i zabytkow

sztuki zydowskiej, Lwow, 1928. Bibaiorexa Incturyy naposossascrsa HAH Yipainwm, it Ne 10608. Bropi aisopyy suaHo kry6y 3 ITisu (1694/95 p.),
SIKQ CbOTOAHI 36epira€TbCH B koAekwit AHI'M, [PaBopyY — KyT6a 3 AHKOHM (1767 p.), Cy4acHe micrie 36epiraHH>1 SIKOI He BiaOMe

The Lviv Hebrew Book Exhibition, May—June, 1928. Photo by Marek Mintz. File “T." Wystawa ksigzki hebrajskiej i zabytkow sztuki zydowskiej,
Lwow, 1928. Library of the Lviv Ethnology Institute at the National Academy of Sciences of Ukraine, no. 10608. A ketubbah from Pisa (1694/95),

10/

now in the LNAG collection, s visible on the left; the present location of the ketubbah on the right, from Ancona (1767), is unknown.

OAMHAALISITDH KTy60T i3 xoaekiil Pamixenmraiina. Y
Karar0si 1928 poxy BOHH ONHCaHi B Takuil crioci6™:

301. Aitorpadisa Ha mepramenTi, AMcrepaam, 5453
(1693).

302. IlepramenT, ryam, AHKoHa, 5489 (1728)27.

303. IlepramenT, ryam, AakoHa, SS00 (1740).

304. IlepramenT, ryam, AakoHa, S527 (1767).

30S. ITeprament, ryam i MeTas, Mopena, $532 (1771 )28.

306. ITepramenr, ryam, AiBopHo, 5538 (1778).

307. ITepramenr, ryamr, Ciena, 5545 (1785).

308. ITepramenr, ryam, AxkoHa, 5550 (1790)”.

309. Ileprament, ryam, MoaeHa, 5582 (1822).

310. Tlepramenr, ryam, Pum, 5601 (1841).

311. [Tepramenr, ryam, Pum, 5612 (1852)™.
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C. Kirchmayr); woodcut illustrations printed in Fiirth
in 1762, copied from the Sulzbach Haggadah of 1726,
which is based on earlier examples going back to the
Amsterdam model of 1695; an 1804 Viennese edi-
tion inspired by the Amsterdam Haggadah; a Hagga-
dah illustrated by Jézef Budko (Vienna-Berlin, 1921)
and another modern Haggadah, illustrated by Jacob
Steinhardt (Berlin, 1921).” Other prints exhibited
by Reichenstein were: Mashal ha-Kadmoni (The Fable
of the Ancient) (Venice, 1546),” Sefer ha-Minhagim
(Book of Customs) (Amsterdam, 1775),” and several
title pages, initials, and vignettes.”

A noteworthy part of the exhibition, which was
fairly unusual for Lviv at that time, consisted of eleven
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7. Turyapha cropirka Bupanss Mapeka Paiixenurraiisa “ Caiuado”
Mikoaas Pes (1567 p.) 3 ixonoepagiuozo nozasdy (Avsis, 1935).
AbBiBCbKA HaL[lOHAABHA HayKOBa 6ibaioTeka YKpaIHI/I

imeni B. Credanmka

The title page of the book: Marek Reichenstein, Iconographic Aspects of
Mikolaj Rej’s ‘Speculum’” from 1567 (Lviv, 1935). The Lviv National Vasyl
Stefanyk Scientific Library of Ukraine

IT:0 BHCTaBKYy €BpeHCbKOI KHHTH 1 IIaM SITOK
€BPEHCHKOTO MUCTEIITBA 3aA0KyMeHTyBaAa Kyparopis
3 omiku Hap eBpeiicbkumu nam atkamu (1a. S, 6)™.

3acuyBanna Kyparopii Ta opranizanis Bucrasku
€BPENCbKOI KHUTH CTaAM BAXAMBHMHU BiXaMH Ha
LIASIXY AO 3aCHYBaHHs EBPeChKOTo My3ero y AbBOBI.
HactynmHuM KkpokoM y 1bOMy HampsiMKy 6yAO
3acHyBaHHS ToBapucTBa ApY3iB €BpeHCbKOrO My3ero
y AbBoBi 1931 poxy. Ilepmum rososoro Tosapucrsa
o6pano AokTopa Mapeka Parixenmraiina™.

Oxpim 3aljikaBA€HHS €BPEHCHKHM MHUCTEIITBOM,
PaiixeHmraiiH OyB aKTUBHAM i IIAHOBAHUM YAEHOM
TosapucrBa 6i0Ai0QiiB y AbBOBi, Ae 3aiiMaBCs
FOAOBHO IIOABCBKHM MHCTeLTBOM. BiH Takox Opas
Yy4acTb Y AISABHOCTI AKaAeMIYHOTO TOBApHCTBA:
y 1931-32 poxax miprorysaB pomosipb “Tpu
rpasiopu y Ceiuadi Muxoaast Pest, mo omybaikysas
Mareit Bipsx6'enta 1687 poxy” aast Bipaiay icTopii
MHUCTEITBA Ta KYABTYPU AKAAeMIiYHOTO TOBApPHMCTBA
y ApBoBi. OpHAK caM aBTOp He 3Mir BHCTYIHUTH 3
LIi€I0 AOMOBipAIO. 3amicts Hboro 21 ksita 1932
POKy B AKapeMiYHOMY TOBApUCTBi TEKCT BUTOAOCHUB
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ketubbot from Reichenstein’s collection, listed in the
catalog as follows:*

301. Lithograph on parchment, Amsterdam, 5453
(1693).
302. Parchment, gouache, Ancona, 5489 (1728).”
303. Parchment, gouache, Ancona, 5500 (1740).
304. Parchment, gouache, Ancona, 5527 (1767).
30S. Parchment, gouache and metal, Modena,
5532 (1771).*
306. Parchment, gouache, Livorno, 5538 (1778).
307. Parchment, gouache, Siena, 5545 (1785).
308. Parchment, gouache, Ancona, 5550 (1790).”
309. Parchment, gouache, Modena, 5582 (1822).
310. Parchment, gouache, Rome, 5601 (1841).
311. Parchment, gouache, Rome, 5612 (1852).”

This exhibition of Hebrew Books and Monuments
of Jewish Art was documented by the Commission
for the Care of Jewish Monuments (Figs. S, 6).”

The launching of the Commission for the Care of
Jewish Monuments and the Hebrew Book Exhibition
were significant steps towards the founding of
the Jewish Museum in Lviv. A further step in that
direction was the 1931 establishment of the Society
of Friends of the Jewish Museum in Lviv. Dr. Marek
Reichenstein was elected the Society’s first presi-
dent.”

Besides his interest in Jewish Art, Reichenstein was
an active and esteemed member of the Bibliophile
Society in Lviv, where he was engaged mainly with
Polish art. He was also active in the Academic
Society. In 1931-32, he prepared a paper, “Three
Woodcuts in Zwierciadlo [Spectaculum] by Mikolaj
Rej Published by Maciej Wirzbieta in 1687,” to be
delivered at the Department of Art History and
Culture at the Academic Society in Lviv. Reichenstein,
however, was not able to deliver this paper, and it was
presented by Professor Wiadystaw Podlacha on April
21, 1932 at the Academic Society, and published
in the Society’s proceedings.” The Lviv Society of
Bibliophiles posthumously published Reichensten’s
study in full in 1935 (Fig. 7)."

Marek Reichenstein infused his daughter, Dr. Olga
Reichenstein-Mehlerowa (1904-?, Fig. 8), with his
interest in art history.” She published a research paper
on the art of book illustration in 1929, and pre-
sented two papers at the Department of Art History
and Culture at The Academic Society in Lvivin 1932.”

Sergey R. Kravtsov

8. Poauna Paitxenmraituis, 6. 1910 p. Ap- Mapex Parixenmraiin cupuThb 3aiBa i obiitMae AonbKy OAbry; Oro ApyskiHa AAQ TPUMAE PyKy
Ha fioro naeyi. LlenTp BisyaabHoi pookymenTariii iv. beprapaa i Mipiam Ocrepin (TeAb—ABiB) i3 yo3BoAy Mapraait bam

Reichenstein family, ca. 1910. Dr. Marek Reichenstein, sitting on the left, embracing his daughter Olga. His wife Ada is placing her hand
on his shoulder. The Oster Visual Documentation Center, Beit Hatfutsot, Tel Aviv, courtesy of Margalit Bash

npodecop Baasucaas Ilopasixa; 3ropoM AOMOBIAD
HAAPYKOBaHO y 3amuckax Tosapucrsa”. AbBiBcbke
TOBApHCTBO 0i6AIOIAIB ITOCMEpPTHO OIIyOAiKyBaAO
NOBHUI TeKCT PaliXeHINTalfHOBOTO AOCAiAKeHHS y
1935 poui (1a. 7)™,

3anikaBAeHHS  icTopiero  mucrenTa  Mapek
PajixeHmraitH mepepaB cBOiM AOHbBIH — Ap. Oabsi
Paitxenmraita-Meaeposiit (1904-2, ia. 8)*. Boma
BUAAAA PO3BIAKY IIPO  MHCTENTBO  KHIDKKOBOI
iatoctpanii y 1929 poui®, BucTymmaa 3 ABOMa
AOIIOBIAAMH Y Bipaiai icTOpii MUCTENITBA i KYABTYpHU
Axapemivnoro tosapucrtsa y AbBoBi y 1932 poui’.
Caoro misHimy MoHOrpadito AOCAIAHHILS IPUCBATHAL
rpadili IMOABCPKOTO MHTIS, AiKaps I IMMCbMEHHHKA
Binnentu Cmoxoscbkoro (1797-1876, ia. 9)*. Oxpim
IIOABCBKOI KHIDKKOBOI rpadiku, Oabra ParixeHmTaitH
IiKaBUAACSl €BPEMCHKMM MUCTENTBOM, IHMCaAa IIpO
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She dedicated her later monograph to the graphics
of Polish artist, physician, and writer Wincenty
Smokowski (1797-1876, Fig. 9)." In addition to
Polish book graphics, Olga Reichenstein was also
interested in Jewish art, and wrote about sculptor
Henryk Glicenstein (1870-1942).” She also studied
artistic creativity in children.”

Dr. Reichenstein developed his own methodology
in art history research. His research principles and
his evolution as an art historian are described in the
memoir of Dr. Rudolf Kotula, his fellow bibliophile:

His approach to that field [cultural and art history],
was based on an absorptive and immersed mental state,
and transformed incredibly quickly from an innate aes-
thetic passion into a talent of independent conclusions.
This rapid penetration into a new but greatly beloved

field may be explained by his use of scholarly research
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ckyabniTopa Tenpuka [hinenmraiina (1870-1942),
BUBYAAQ AUTSYY XYAOXKHIO TBOPYICTH .

PaiixeHmTalH IIyKaB  BAACHOI ~ METOAOAOTII
MHCTeITBO3HABYHX AOCAiAKeHD. [Ipo fioro eBoAtonito
SK iICTOpPHKA MMCTEITBA Ta AOCAIAHMIIbKI MPHHIUAIN
MOXXEMO AOBIAATHCS 3i CIIOTaAiB KoAeru-6ibaiodisa
Ap- Pyaoabda Koryai:

Horo MAXiA AO L€l raaysi [iCTopi'l' MHCTeNTBa Ta

KYABTYPH], IO IPYHTYBaBCS Ha CIIOCTEpPeXKeHHi Ta

IHTeAEKTyaAbHOMY 3arAMOA€HHI, HAASBHYAIHO LIBUAKO

NepeTBOPUBCS i3 BPOAXKEHOI eCTeTHYHOI IPUCTPACTi

HAa TAAAHT AO HE3AAEKHHX BHCHOBKIB. l]efl mBHAKuUI

IIepexip Y HOBY, IPOTE BEAbMH YAIOOAEHY raAy3b MOXKHA

MOSICHUTH BUKOPHCTAHHSIM THX METOAIB HAyKOBOTO

AOCAIAXKEHHS, IO IX BiH paHillle ONaHyBaB y KAIHIYHUX

Aa60oparopisx. AOIOMOTAY TAaKOX i HOTO POHMKAUBHIL

Ta KPUTUIHUM PO3YM, HOTO K0M6iHaTopHi 3Ai6HOCTi4l.

OAHMM i3 AOCAIAHHIIBKUX MPHHIUIIB, SKOTO
AOTpHMyBaBcsi PaiixeHINTaiH, OyB BCEOXOMAOKOYMIL
MAXIA AO KHUTH:

Ao AOCAiA>KEHHS KHUTH BIIPOAOBXK ITAOTO il XKUTTS BiH
CTaBUBCS PIBHO HACTIABKH TAHOOKO, HACKIABKU IIBOTO
BUMaraaa TeMa. llounHarounm BiA BOASHOIO 3HAKY,
IIEPEXOASIU A0 IPYHTOBHHX 0ibAiorpadiiHuX 3HAHB
i PO3YMIHHS AiTePaTYPHHX S$BMIL, OIAaHYBaB yCi Ii
nuTaHHs | ... ]. Bin ramboko BuB4aB ictopito i Texuiky
ApyKapcTBa | ...], NpOHMKaB y TOHKOWmi mWpHTB i
FapMOHII0 MiXX PO3MIIIEHHAM TEKCTY i HOTO 3MiCTOM,
posymiB ii [0 TapMOHiIO] SK ecTeTHYHMIl XHCT
ApyKapsi a60 0COOAHBICTB Ti€l AOOH, B Ky APYKap SKHB.
Horo rjikaBuaa ICTOpis OIPABASIHHS KHHUT, 0c06AUBO B
TToabmii, MucTenpki HOPUMOMH, IO OPOCTEXYIOTbC Y
it Texuini Bip XV cToAiTTS i A0 choropni. Kommaexc
IMX [HUTaHb PO3TASAAB i3 TOYKM 30py KYABTYPHOI
icropii, 30kpema icropii MI/ICTeHTBa42.

Kpim Toro, PatixeHmrTaiiH HamaraBcsi HMOCTaBHTH
BUBYEHHS AepeBOopHTy B Iloabmi (u;[ TeMa IIiKaBHAQ
#10TO Hai1biAbIIIE) HA COAIAHY METOAOAOTIUHY OCHOBY.
3 nuM HaMipoM BiH 3ampOIOHYBAaB Ha PO3IASA
ToBapucTBa 6i0Ai0(iAiB POrpamMy CHCTEMATHYHOTO
300py, ¢ororpapysanHs i AOKyMeHTamil ycix
AEpPEeBOPHTIB, HAAPYKOBAaHUX Y IIOAbCHKUX BUAAHHSX,
3 METOI0 CTBOPEHHS IOKAXXIMKA AAS TIOPIBHAABHUX Ta
ikoHOrpadiYHUX AOCAIAXKEHD .

IxoHorpadis 6yaa OAHI€I0 3 AIASIHOK 3alikaBAeHHS
PaiixenmTarina 1 CKAQAHUKOM KOMIIAEKCHOI METOAO-
Aorii foro cTyaii. Bin mpaifoaB Hap ikoHOTpadiyHIM
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methods, which he had previously acquired in clinical
laboratories. His deeply perceptive and critical mind, as
well as his combinatory talent, capable of formulating
an apposite synthesis, were also helpful.”

One of Reichenstein’s research principles involved
taking a holistic approach to book study:

He treated the study of a book over the course of its
life as comprehensively as this object would demand.
Starting with the paper watermark, advancing to deep
bibliographical knowledge and the phenomena of
literature, he mastered all these aspects [ ... ]. He delved
into printing history and technique [ ... ], putting forth
questions of font design and the harmony between the
layout and the content of the text, and understanding
it [this harmony] as an aesthetical skill of the printer’s
workshop or his epoch. He was interested in the history
of book binding, especially in Poland, and in the artistic
features evident in its technique from the fifteenth
century until today. He considered the complex of
these matters from the standpoint of cultural history,
particularly of art history.”

Reichenstein was fascinated by the study of
woodcut in Poland more than anything, and he sought
to place it on a firm methodological foundation. With
this intention, he proposed a program to the So-
ciety of Bibliophiles, which included the systematic
collection, photographing, and documenting of all
woodcuts found in Polish publications, in order to
produce an index for comparative and iconographic
studies.” Iconography was one of Reichenstein’s fields
of interest, and a component of his comprehensive
methodology. He conducted iconographic research
on the illustrations to Don Quixote, and collected rich
material, but was unable to conclude this study due
to his illness. The aforementioned iconographic
research, dealing with illustrations to Zwierciadlo by
Polish Renaissance author Mikofaj Rej (1505-69),
was published posthumously. Reichenstein has shown
that three woodcuts in Zwierciadlo were thematic
adaptations based on copper engravings by German
artist Georg Pencz (ca. 1500-55), which he had made
as illustrations to Petrarchs poem “The Great
Triumphs.” *

It may be supposed that Reichenstein’s interests
in the holistic study of a book and in the iconography
of illustrations were inspired by the librarian and
scholar from Krakéw, Dr. Zofia Ameisenowa (1897-

Sergey R. Kravtsov

AOCAiIAXeHHSIM iafocTpaniit Ao “Aon Kixora” i 3i6pas
GaraTuil Marepiaa, OAHAK dYepe3 XBOpPoOy He 3Mir
3aBepIINTH PO3BIAKY. 3rapaHa poO3BiAKa, MPUCBAYEHA
iatoctpaniasm a0 Csivada Mukonras Pes (1505-
1569), IIOABCBKOTO  aBTOpa A00H BippopsxeHHs,
BHUMIIAQ APYKOM IOCMepTHO. PalixeHImITaliH AOBIB,
mo tpu Aepesopuru y Csiuadi OyAn TeMaTHIHMMU
apanTanisMu, Imo  6asyBaAMcs Ha  MiAepHTax
HimMerpkoro mutis leopra ITemya (ca. 1500-155S),
SKi CBOEI0 4eproro OyAM AIOCTpALisiMH A0 HOEMH
ITerpapku “Tpiympu”*.

MosHa NpUITYyCTHTH, IO CBOIM iHTEpPecoM Ao
KOMITAGKCHOTO BHMBYEHHS AABHbOI KHHIH Ta iKOHO-
rpadii iarocrpaniii PalixeHIITallH 3aBASYYBaB Ap.
Bodii Amaitzenosiit (1897-1967), 6ibaiorexapesi i
HaykoBlio 3 Kpakosa. CmpaBpi, Takoro maany
3aifikaBAeHHsS ~ Oyan  mpiopureTHuMM Yy i
AOCAIAHMITBKOMY TIAXOAL. Y paHHIX cTypaiax npo
€BpelicbKy iKoHOrpadito Amaii3eHOBa MOKAMKAAacs
Ha BipeHCbKy IIKOAY, BOHa AMCTyBaAacs 3 iHIIOXO
AOCAIAHHMITEIO Y il raaysi, Ap. Paxuaaro Bimmninep-
Bepumraitn (1885-1989), i Haaaroamaa KOHTaKTH
i3 6i6aioTexoro Bap6ypra B Tambypsi®. ¥ 1929 poui
AwmarizeHoBa  OIYOAIKyBaAa IIpaLlfo, IIPHCBSI4EHY
iAroMiHOBaHIll pyKomuCcHil eBpericpkiit Bibaii, mo
s6eperaacst B Kpaxosi®; ycaip 32 Hewo miproTyBasa
e OAHY iKOHOTrpadiuHy pO3BIAKY IIPO DPYKOIHCHY
eBpericbky bibairo, mo Ha TOil wac 3bepiraracs y
Bibaioreni IlaBaikoBchkux y AbBBOBi; pe3yAbraTH
6yan omy6aixosani 1933 poky”. Xoua Ha cboropHi
He BiAOMO aHi IIPO AUCTYBaHHA MK AMai3eHOBOIO Ta
PajixeHmTaitHOM, aHi PO B3a€EMHI MOCHAAHHS, IIPOTe
IIIAKOM MOXKAMBO, IO IIi HayKOBIi KOHTaKTYBaAHM i
CIIOHYKAaAM OAMH OAHOTO AO HAyKOBMX IIOLIYKiB'.
He menm sHasymum Oyao it Te, mo ikoHOrpadidHi
AOCAIAKEHHS MaAM MiLHY OCHOBY # y KpaKOBi, i
y AbBOBi, Ae PO3BiAKM TaKOro HANpsSMKy IIe Bip
80-x pokiB XIX CTOAITTS NpPOBaAMAM 3aCHOBHHKHU
BiATIOBiAHMX mKiA icTopii MucrenTBa Mapisn
Coxonoscpkmit (1839-1911) ta SIa Boaos AnToHEBIY
(1858-1922).

Jx yxe srapaHo, PaiixeHmTalH Ie CTyAGHTOM
NOPaHUBCA TiA 4Yac 3aHATTA 3 aHaTowmii. Imexirid,
IO CTaAa HACAIAKOM TpaBMM, 3aBAaBaAa CEPHO3HOI
IIIKOAU HOTO 3AOPOBI0 BIIPOAOBXK YCbOTO SKHTTSI; SIK
reMaToAor, PaiiXeHINTailH mepeA0adaB CMepTeAbHHUIL
HacAiAOK XxBOpo6u. ITicAsl TPHOXTIDKHEBOIO AOKAAD-
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9. TuryabHa cropinka Bupanms Oabru Paiixenmraits-Meaep,
Binyenmu Cmoxoscoxuii (Bapiiasa, 1936). AbiBcoka HatlioHaAbHa
HaykoBa bibaioTexa Yxpainu iveni B. Credarmxa

Olga Reichenstein-Mehlerowa, Wincenty Smokowski
(Warsaw, 1936), title page. The Lviv National Vasyl Stefanyk Scientific
Library of Ukraine

1967). Indeed, these interests were prominent
in Ameisenowa’s approach. In her early research on
Jewish iconography, Ameisenowa drew upon works
from scholars of the Vienna School, corresponded
with another scholar in the field, Dr. Rachel
Wischnitzer-Bernstein (1885-1989), and consulted
the Warburg Library in Hamburg” In 1929,
Ameisenowa published her work devoted to the
illuminated Hebrew Bible preserved in Krakéw.” She
proceeded with an iconographic study on another
Hebrew Bible, which was at that time kept in the
Pawlikowskis’ Library in Lviv, publishing her new
work in 1933."

Although there is no evidence at this point that
Ameisenowa and Reichenstein corresponded or
cross-referenced each other, it is possible that both
scholars contacted and mutually inspired each other.”
In any case, it is significant to observe that icono-
graphic studies were well based both in Krakéw and
Lviv, where the founders of their respective schools
of art history, Marian Sokolowski (1839-1911) and
Jan Botoz Antoniewicz (1858-1922), conducted such
studies beginning in the 1880s.
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HOro 3amaAeHHs, 23 awororo 1932 poky, #oro
onepyBaau Ap. Tapeym OcTpoBcbkuit Ta Ap. Board y
canaropii “Caatoc” (3a aapecoro Bya. Cenaropcbka, 3 —
nuni SIpocaasa Crenpka)”. HesBaxarouu Ha pesike
IIOKpAIIleHHs CTaHy, PafixeHITaiH moMep 27 AIOTOTO
1932 poxky™, a 29 arororo fioro noxosaso Ha Hosomy
€BpEeNCHbKOMY LiBUHTAPi y AbBOBi .

Mapex PaitxeHmTaits 6yB HaA3BUIAHO CKPOMHOI0
AIOAVIHOIO, 1 32 SKHTTSI HIOTO 3aCAyTM He IPUBEPTAAU
YBaru rpOMaAChKOCTI. Aullie B IOXOPOHHUX ITPOMOBAX,
HEKPOAOTax Ta CIOrapaX KOACTU FOBOPUAM IIPO HbOTO
SK PO BUAATHY OCOOHUCTICTD, TAAQHOBHUTOTO AiKaps,
HAyKOBILIsl, KOAEKIIIOHEPa i AOCAIAHMKA MHUCTELTBA.

Ha noxopon PajixeHmarisa npuiiiao aysxe 6arato
AIOAGH: YMCACHHI IPEACTABHUKHM iHTEAEKTYaAbHOI
eAiTH, YHIBepCHUTeTCbKi mpodecopu, Maibke BCs
MEAUYHA TIABAIS MiCTa, AIOAM BIABHHMX Ipodeciit
i IpesCTaBHMKM TIPOMAACBKMX opradisamii. Ha
nepeMoHii cAyxuan ABoe pasuHiB IlocTymosoi
cuHaroru — Ap. Aesi ®poitHp i Ap. Exeskiia Aesis,
AKi TAKOX BUTOAOCHAM IIPOMOBH Y IOXOPOHHOMY
AoMmi. Bip imeni ToBapucrBa B'Hait B'pit “Aeomoaic”,
ToBapucTBa Apy3iB €BPeHCHKOTO My3el0 i AbBiBCHKOI
$iaii ToBapucTBa OXOPOHH 3AOpPOB’SI €BPENCHKOTO
HAaCeACHHS (TOS) , 3 AKUMU ITOKIMHWI CITIBITPAIIIOBaB,
IPOMOBY BUT'OAOCHB KOAMIIHIN CEHATOp IIOAbCHKOTO
Ceiimy Ap. Mixaa Pinrear (1880-1941)". Sx

3a3HAYMB y CBOIH IiAHEeCeHiN IpoMoBi Ap. PiHreas,
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10.Tocri Ha inaBrypanii Mysero
€BPeNChKOi rpoMapn y AbBOBI,
17 rpaBus 1934 p.

Aoxepeno: Chwila, Dodatek
ilustrowany, 27 tpasus, 1934 p.
AbBIBCbKA HALIIOHAABHA HayKoBa
bibaioTexa YkpaiHu

imeni B. Credanmxa

Guests at the inauguration of
the Jewish Community
Museum in Lviv, May 17, 1934.
From: Chuwila, Dodatek ilustrowany,
May 27, 1934. The Lviv National
Vasyl Stefanyk Scientific

Library of Ukraine

As has already been mentioned, Reichenstein
wounded himself during an anatomy session in
his student years. The resulting infection seriously
endangered his health throughout his life, and as
a hematologist, he was able to predict the lethal
development of the disease. After three weeks of local
inflammation, he was operated on by Dr. Tadeusz
Ostrowski and Dr. Wolf in the “Salus” Sanatorium
at #3 Senatorska Street (today Yaroslava Stets’ka)
on February 23, 1932.” Despite initial improvement
in his condition, Reichenstein died on February 27,
1932, and was buried on February 29 in the New
Jewish Cemetery in Lviv.”

Marek Reichenstein was an exceptionally modest
person; his merits received no public attention during
his lifetime. It was only in the funerary speeches,
obituaries, and reminiscences that his colleagues
honored him as an outstanding person, doctor,
scholar, art collector and researcher.

His funeral was massively attended by the general
public as well as by many representatives of the intel-
lectual elite, including university professors, almost the
entire medical guild of the city, people of liberal pro-
fessions, and representatives of public organizations.
Two rabbis of the Progressive Synagogue—Dr. Lewi
Freund and Dr. Jechezkiel Lewin—ofhiciated during
the ceremony and delivered speeches at the funerary
house. The ex-senator of the Polish Sejm, Dr. Michal
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KUTTA PalixeHmTaliHa IMOEAHAAO B coOi AaBHBO-
TpelbKe KAAOC Karamoc — IIAAXeTHUM ipeaa
AOCKOHAAOI AIOACBKOI  OCOOMCTOCTI, rapMOHIMHOI
€AHOCTI po3yMmy # Tiaa — i3 BueHHAM [iaeas mpo
CKPOMHICTB i A0GOB A0 GAMKHBOTO™.

Y cBoiit mpoMoBi Ha MOXOPOHi BAOBa ParixeHmiTaii-
Ha, Ap. Apa Kaabmyc-Paitxenmraitn (1880-2)%
3aKAMKaAa HE€ BHTpadaTH TIpomled Ha KBiTH, a
3aMiCTb IIbOrO CKAACTH IIEAPi TOXXEPTBU Ha KOPUCTDb
€Bpeiicbkoro Myselo i AAS IHIMX 6GAArOAIfHHX
nounHaHb. BoHa TyT e IOXXepTBYBaAa Ha MaOYTHIl
myseit 300 3aotux (mpubamsno 90 TOrodacHMX
aoaapis)”. Taki moxepTBH “3aMicTb KBiTiB” pubyBasu
BIIPOAOBX Micsild mmicas cMepti PaiixenmTariHa, i
MiciieBa eBpeficbka rasera XeuAs IOAHA TOBIAOMASIAQ
PO HUX.

Ap- Aaa (Aaean) Kaabmyc-Paitxenmraitn ycmaa-
KyBaAa KOAEKIHIO CBOTO YOAOBiKa, 1 IIOAAABIIA
AoAst 30ipku 3aAexara Bip 1 BOAL (Ia. 8). Boma
byaa HemepeciuHolo ocobucrictio. Hapoapmaacs B
aucromaai 1880 poxy y Cranucaaposi (mumi Isano-
Opankiscpk) y poauni Hycina Moceas (Mocuda)
Kasbmyca 3 Mapiamnoas i Taybu (Amromii)
Topumraiin 3 KommumHuis®, 3akiHdmAa mKOAy y
AsvBoBi B 1898 poui. 3p06yaa ocBiTy y AbBiBChKOMY
yHiBepcuTeTi i 3axucTHAa AokTopar y 1902 poui;
il AOKTOpCbKAa AMcCepTanis Maaa HasBy Das mo-
derne “Mirchendrama” (CydacHa “kaskoBa ppama’).
ITncana AASL CyCHIABHMX IIePIOAMYHHUX, 30KpeMa
i OKIHOYMX, BHAAQHb, IIEPEKAAAAAA  TTOABCHKOIO
MOBOI0 HiMelbKy Oeaerpuctuky. Pasom 3 Emmoro
Ainien  (1867-1934) 6yaa sacuosuuuero Corosy
eppeiichkux xiHok (Zwigzek Kobiet Zydowskich),
OAHi€I0 i3 3acHOBHuI JKiHOWoi MikHapoaHOI
cionicrchkoi opramisanii (WIZO) i ouispHunero
¢iaii miei opramizanii B T. 3. CxipHift Maaomoabmi,
YACHKHHEIO 0araTboX iHIINX EBPENCHKUX OAATOAINHIX
Ta XiHOuMx oprauisauiit’. ¥ awmcromapi 1920 poky
Apy Paitxenmraitn obpano odiabHuIle0 ToBapucTBa
IIAHYBAABHUKIB €BpeICbKOro MHUCTelTBa y AbBOBI,
i 1922 poky BOHa 3aAMIIAAAcs Ha KePIiBHUX IOCApAX
y 1boMy ToBapHCTBi'. VIMOBIpHO, came 3aBASKH ii
BIAMBY Ap. Mapex PajixeHmTailH 4YacTKOBO IIpH-
cBATUB  cebe KOAEKI[IOHYBAaHHIO 1  BHBYEHHIO
MHUCTENTBA.

€Bpeticbkuil Myseil y AbBOBi cTaB OaxaHuUM i
yAIo6AeHHM AiTumeM eBperichkoi iHTeairenuii. ITicas
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Ringel (1880-1941)" spoke on behalf of the B'nai
B'rith “Leopolis” Society, the Society of Friends of the
Jewish Museum, and the Lviv section of TOZ (Towa-
rzystwo Ochrony Zdrowia Ludnosci Zydowskiej, i.e.,
the Society for Safeguarding the Health of the Jewish
Population), with which the deceased was affiliated. In
Ringel’s sublime words, Reichenstein’s life united the
ancient Greek kalos kagathos, (the chivalrous ideal of
the complete human personality, harmonious in mind
and body), with Hillel’s teaching of modesty and love
of one’s neighbor.”

In her funerary speech, Reichenstein’s widow
Dr. Ada Kalmus-Reichenstein (1880-?)" suggested
that people not waste money on flowers, but instead
donate generously to the future Jewish Museum and
other charities. She immediately donated 300 zloty
(worth $90 at that time) to the future museum.”
Contributions “in lieu of flowers” arrived for a month
after Reichenstein’s demise, and were reported each
day (apart from the Sabbath) in the local Jewish
newspaper Chwila.

Dr.Ada (Adelle) Kalmus-Reichensteininherited her
husband’s collection, and its future destiny depended
on her decisions (Fig. 8). Ada was an outstanding
personality in her own right. Born in November
1880 in Stanistawéw (today Ivano-Frankivs'k) to
Nusin Josel (Jézef) Kalmuss from Mariampil and
Taube (Antonia) Hornstein from Kopychyntsi,” she
graduated high school in Lviv in 1898. She attended
the Lviv University and received her PhD in 1902. Her
doctoral thesis was entitled Das moderne “Mdrchen-
drama” (‘The Modern Fairy Tale Drama). She wrote
for social and women’s periodicals, and translated
modern belles-lettres from German to Polish. She was,
together with Emma Lilien (1867-1934), a founder
of the Union of Jewish Women (Zwiazek Kobiet
Zydowskich), one of the founders of the Women’s
International Zionist Organization (WIZO) and
its leader in so-called Eastern Lesser Poland. She
was also a member of many other Jewish charities
and women’s organizations.” Ada Reichenstein was
elected president of the Society of Admirers of Jewish
Artin Lvivin November 1920, and as of 1922 she was
still among the governors of this society.™ Dr. Marek
Reichenstein’s interest in collecting and studying art
may well have been due to her influence.

The Jewish Museum in Lviv was a beloved pet
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AOBIOl IATOTOBYOIL Ipalli My3€eH HapellTi ypOYHCTO
BigkpuTo 17 Tpasua 1934 poxy (Ia. 10). Apa Kaas-
Myc-PaiixeHIITallH — HepepaAa  OiABIIy — YacTHHY
KOAEKINii I0AQIKM CBOrO IIOKIMHOTO YOAOBiKa Y
nocriitauit Aemosut mMy3seesi (Gopmasbro TosapucTsy
APY3iB €BpeChKOTO My3et0), i OAMH i3 3aAiB My3eto
6yao HasBaHo imeHeM Mapeka Paitxenmrariza”.

Y poauHHOMY apXiBi IIe 3aAMINAAACs BeAMKa
KOAEKIisl ecTaminB, sKy 3i0paB Paiixemmraitn. B
atoToMy 1937 poky OyB HappPyKOBAaHHIl KaTaAOT
“Kracuuna i cywacna mucmeyvka epagika 3 xorexyii
doxmopa Mapka Paiixenwumaiina”, Sxuil, 04eBUAHO,
MiArOTyBaAa HOTO AOHBKA, KyAU yBiitmao 373 TBopu
- “Mmana vacrmHa 3i cmapmuan’ . TBopu koaexuii
posaireHo Ha ABI rpymu. Ao “kaacuyHol rpadixu’
BXOAMAM MiAepUTH 1 aKBaQOPTU €BPOIEHCHKUX
maiictpis XVI — XIX croaits, cepep sikux 6Oyau
uinni rpasopu 6paris Kapauui, Kanaserro, XKaka
Kaaro, Biabsma Xorapra, Beanmka 36ipka TBOpiB
JKan-’Kaxa  Byacke. Tip 1mporo  Bipomoro
¢pannysskoro rpasepa XVIII croaitrss “Airy, mo
0aBASThCSI MUABHEME OyApbamkamu” Oyao 0OpaHO
as obkaapunku katasory (Ia. 11). He wmenm
MOBA)XHO BHUTASIAAAQ YACTHHA KOAEKII 31 Cy4acHOIO
rpadikoro mnoyaTky XX CTOAITTS: ABa BEAMKUX
AepeBoputu  YMmbepro DBowuoni, poboru Ppanca
Maszepeas, Kere KoabBill i 3HauHa KiAbKiCTb TBOpIB
€Bpeficbkux XyAOKHHKIB — Mapxka Illaraaa, fxob6a
IMrafinrapata, Ayi Mapxkycci, E¢paima-Moiices
Ainiena, €xu Mepkeas, Apama Xepma¢ra, bpyna
Ilyabia Ta in. MmoBipHo, 36ipka 6yaa BucTaBAeHa
Ha IIPOAQX, OCKIABKM B KaTaAO3i BKa3aHO I[iHHU
TBOpiB. BesdyMoBHO, Ile Oyaa opHa 3 HabaraTmmx
rpaQiuHUX KOAeKIii AbBOBAa, 1 3aAMIIAETHCA
cropiBaThcs, mo xo4a 6 oOxpeMi TBOpH, SKi He
IIOTPAIHAH A0 €BPEHCbKOro My3elo, BIiAIAK.

€Bpeiicbkuil My3ell 3aliMaB BepxHill IIOBepx
Aomy rpomapu Ha ByA. bepumraitna, 12, ae iomy
OyAO BiABeAeHO ITSITb 3aAiB 1 kopupop. Excrosumis
CKAAAAAACS 3 TIOCTIMIHOI KOAEKIlii 1 THUMYacOBHUX
AemosutiB i3 BaacHocti ToBapucTBa  Apy3iB
€BPEFIChKOro My3elo i MaiiHa camoro Mysero, T06TO
peairiiinoi rpomaan. Cepep eKcIOHariB OyAnm Taki
PUTYaAbHI IIPEeAMETH 3 AbBIBCHKHMX CHHAror sk Topa-
mHAbAY, Koporu Topw, 3aBicu i AaMbpeKeHH KOBUeriB
Topu; 6yAn Takox IpeAMeTH AOMAILIHBOTO BXHTKY:
xaHyKii, 6aAb3aMiHKH, amapom (03A06I/I MOAMTOBHOIL
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project of the Jewish intelligentsia, and after exten-
sive preparatory work, it was inaugurated on May 17,
1934 (Fig. 10). Ada Kalmus-Reichenstein lent most
ofher late husband’s Judaica collection to the museum
(formally, to the Society of Friends of the Jewish Mu-
seum) as a permanent lone. Subsequently, one of the
museum halls was named after Marek Reichenstein.”

A large set of prints collected by Reichenstein
remained in the family. A catalog of “Classical and
Modern Graphics from M. Reichenstein’s Collection”
representing “a small portion of his heritage” was
most likely prepared by his daughter, and published
in 1937." This collection was divided into two
sections. The “classical graphics” included copper
engravings and etchings by European artists from
the sixteenth to eighteenth centuries, such as prints
by Jaques Callot, Canaletto, Annibale and Agostino
Caracci, William Hogarth, and numerous works by
Jean-Jaques Boissieu. One work, “Children Blowing
Bubbles” by the latter eighteenth-century French
artist, was selected for the catalog cover (Fig. 11).
The section of “modern graphics” was no less valu-
able: two large woodcuts by Umberto Boccioni,
works by Kithe Kollwitz, Frans Masereel, and an
overwhelming number of Jewish artists, such as
Marc Chagall, Adam Herszaft, Ephraim Moses Lilien,
Louis Marcoussis, Jerzy Merkel, Bruno Schulz, Jacob
Steinhardt, and others. Evidently, the collection was
for sale, since the catalog provides prices. No doubt,
that was one of the most precious collections from
Lviv, and we can only hope that the works that did not
make it into the Jewish Museum survived.

The Jewish Museum was located on the upper
floor of the Communal House at #12 Bernsteina
Street where it occupied five rooms and a corridor.
The collection consisted of both permanent and
temporary deposits and possessions of the Friends of
the Jewish Museum, together with properties of the
Museum, owned by the religious community. The
exhibits included ritual objects from Lviv synagogues
such as Torah shields, crowns, ark curtains and
valances. There were also personal Hanukkah lamps,
spice-boxes, atarot (decorated neckbands for prayer
shawls), ritual pottery by Galician manufacturers,
secular ceramics designed and produced by Jewish
artists, a collection of printed fabrics by Jewish
craftsmen, the professional tools of these craftsmen,

Sergey R. Kravtsov

IaAi), puTyaAbHa KepamiKa TaAMIbKMX BUPOOHHKIB,
CBITCbKAa KepaMiKa y BUKOHAHHI €BPeHCHKHX MHTIIiB,
KOAEKI[isl HAOMBHMX TKAHHH Bip  €BPEHCHKUX
PEMiCHHKIB, IXHE podeciliHe 3HAPAAAS i €CKi3H AAL
CTIHOIIMCY CHHArOT.

Oxpemy kiMHaTy 3aiiMasa koAek1list Pafixenmraiina
M eKcroHaTH, o ix Apysi eBpelcbKoro Mys3ero
npupbaay, abu BippaTu maHy Horo mamsri. Cepes
HaNI[iKaBIIINX eAeMEHTIB KoAekuil Myselo Oyanm 25
kmy6om, paToBaHuX Bip 1694 a0 1885 poxis’.

Kpim mporo, B Mysei excronyBaaucst ¢pororpadii
IaM'ITOK apXIiTeKTYpH i HAAIPOOKIB, AOKYMEHTALIist
SKUX He NPUMHUHAAAcA Bip 1925 poxy. LlikaBum excrio-
HatoM OyB ¢parmeHT KoBdera Topu 3 SIBopiBcbkoi
CHHArory, siky Oyao 3HumeHo B poku Ilepuroi
CcBiTOBOI BiitHH. My3eil Takox 30HMpaB IpeAMeTH
HAPOAHOTO MMCTENTBA, 30KpeMa AMTSYi IIaIepoBi
Macku AAd cBsTa [lypuM, mamepoBi BUTHHAHKH AAS
TabAUIb mispax i ceara Ilasyot. Koaexiis mocrifiHo
30iABIIyBaAAcs, Telep y)Xe BOHA He OOMEXyBaAacs
AUWIIe TIpeAMeTaMM pUTyaAbHoOro mucrentsa XVII-
XIX croaiTh, il AOHOBHHAM TBOPH CYYacCHOIO
CBITCPKOTO MHCTeNTBa. Papa Mysero maaHyBaaa Horo
PO3LIMPEHHS i IIePeTBOPEHHs Ha €BPEMChKHMI My3ei
perioHaAbHOro 3HadeHHsS. ByAo 3pilicHeHO peTeApHY
inBenTapusanito koAekuii. Cramom Ha 1938 pik
3i6pauHs micTrAo 809 mpeameTiB: 196 mpeaMeTis, siki
OyAl y BAacHOCTI My3eto, 458 mpeaMeTiB, W0 Haae-
xaan  ToBapHCTBY Apy3iB  €BpeHCHKOTO My3ero
(cepep sxux 6yam it 25 kry6ot), 84 6e3cTpOKOBUX
AemosutiB i 71 Tumyacosumil Aemosut. Kpim mporo,
My3eeBi Haaexaan noHap 1 000 ¢ororpadiii cunaror,
HAATpOOKIB Ta IHmKMX maM'SITOK, mo Ix 3i6pasa
Kyparopis 3 omiku Hap €BpeiiCbKUMHU mam sITKaMu”.

PapsHcbkaBAapa 3akpraa My3e AbBIBChKOT peAiriii-
Hol rpoMapu 1939 poky; y 1940 poui npumimenns
My3€l0 HaIliOHAAI30BaHO, a KOAEKIlI0 pa3oM i3
IpeAMETaMH, [0 MOXOAMAM 3i 36ip1<n Patixenmraiina,
nepepano Myseesi xyaoxxHbOTrO mpoMucAy. Koaexuis
HEYIIKOAXKEHOI0 TepeXXHAA HAIMCTChKY OKYyTIALIiko,
aAe B IOBOEHHI poKM il OyAO po3piseHO: IeBHI
IPEAMETH, 3aA€KHO Bip IXHPOTO MaTepiaAy Ta
“npodisro’, mepepaHO ABBIBCHBKOMY iCTOPHYHOMY
My3e€Bi, HOro BippiAeHHIO — AbBBIBCBKOMY My3ee€Bi
icTopii  peairii (o 3roAOM CTaB  He3aAEKHOI
YCTaHOBOI0), 3 TaKOX /\bBIBCbKill KApTUHHil rasepei
(Temep — AbBiBCbKa HaLiOHAABHA raAepesk MUCTELTB).
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Classical and Modern Art Prints from Dr. Marek Reichensteins Collection

[Katalog] (Lviv, 1937), title plgc The Lviv National Vasyl Stefanyk

Scientific Library of Ukraine

and sketches for synagogue murals.

Reichenstein’s collection, and items purchased
by the Friends of the Jewish Museum to honor his
memory occupied a separate room. One of the most
interesting parts of the museum was an exhibit of 25
ketubbot dating from 1694 to 1885."

In addition, the museum displayed photographs of
architectural landmarks and tombstones, which were
continuously documented from 1925. One interesting
exhibit was a fragment of the Torah ark from the
Yavoriv Synagogue, destroyed during the First World
War. The museum also collected objects of folk art such
as children’s paper masks for Purim, and paper-cuts of
mizrah plates and plates for Shavuot. The collection
grew to include not only objects of ritual art from the
seventeenth to nineteenth century, but also modern
secular art. The board of the museum was planning
an expansion of the museum: its transformation into
a regional Jewish museum. As such, the museum’s
collection was thoroughly inventoried. In 1938, it
included 196 items belonging to the Museum, 458
items owned by the Society of Friends of the Jewish
Museum (including the 25 ketubbot), 84 permanent
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3HayHa KiAbKICTb IpeAMeTiB 3aammuaacs B Mysei
XYAOXXHbOTO TIPOMHUCAY, AKu# y 1951 pomui nepersope-
HO Ha Myseil eTHOrpadii Ta XyAOXKHBOTO IIPOMHCAY.
Cepep €BpelCbKUX KOAEKIIifl, IO 30eperAucst B Lux
My3esx, € IPEAMEeTH 3 KOAUIIHbOro My3ero AbBiBChKOI
peairiiinoi rpomaau. Kpim Toro, Tyt 3b6eperaucs
IHIII KOAEKITil F0AQIKH, SK-OT KOAeKiiss MakcuMiaiaHa
TOABAIITAMHA Ta TOBOEHHI HAAXOAJKEHHS. BiApmiicTp
00’eKTIB 0AQIKM 30epiracTbcs y CXOBHIIAX MY3€H0
i AwWme 3piAKa CTa€ €KCIOHAaTaMH THMYacOBHX
BHCTaBOK.

HemopaBro y AbBiBCbKill HalliOHaAbHIN rasepei
MICTELTB BUSIBAGHO KOAEKIH0 KTY0OT Ta IpeAMeTiB
r0AiKM (3araAOM — YOTMpAALATH), sKi 36eperawcs
TaM B OAHOMY CyBOi 3 BHCTaBKOBUMHM adillamMu
PaASHCBKOTO Yacy. JOTHpH 3 UMCAA 3HANACHUX ACB ATH
kry6or — 3 Ilisu (1694/95), Auxonu (1728/29 Ta
1790 poxis, Ia. 3) Ta Moaenu (1771 poky), a Takox
aMYAeT IIPH MOAOTaX — BIiAIIOBIAAIOTH THM, IO Oyan
cpororpadosani Kyparopiero 1926 poky. Kpim
TOTO, TPH KTYDOT 32 MiCIjeM Ta pOKOM BUT'OTOBACHHS
BIATIOBIAQIOTh THM, II[O BKa3aHi B KTAAO31 BUCTaBKHU
1928 poxy®.

MixBoenHa pokymeHnTanis Kypatopii 3 omiku Hap
€BPEHCHKIMH [TAM ITKAMH [IPU €BPEHCHKIll peAirifHiit
TpOMaAi AQ€ 3MOry iAeHTH(IKyBaTH III0 3HAXIAKY SK
JacTUHY KoAek1lii ParixenmraiiHa. Bci vorupHaauaTs
apTeaKTiB YAOCTYIIHEHO AASI AOCAIAHHKIB i HUPOKOMY
3araAoBi, IX 3apAOKYMEHTOBAaHO 1 IPOKOMEHTOBAHO
y 1bOMy KaTaro3i. AOAS THX KTY06OT 3 KOAKII
PaiixenmraiiTa, fKi He 3HalWAeHO Yy AbBiBCbKiit
HAI[IOHAABHIN raAepei, 3aAUIIAETHCSA HEBIAOMOIO.

26

deposits, and 71 temporary deposits, totaling 809
items in all. In addition, the museum possessed more
than 1,000 photographs of synagogues, tombstones,
and other monuments collected by the Commission
for the Care of Jewish Monuments.”

The Soviet authorities closed the Community Mu-
seum in 1939. In 1940 its building was nationalized,
and its collection, including objects originating from
Reichenstein’s possession, was transferred to the City
Museum of Artistic Crafts. The collection survived
the Nazi occupation, but in the postwar years it was
divided among several institutions. The objects, de-
pending on their media and “profile,” were transferred
either to the Lviv Historical Museum, to its branch,
the Lviv Museum of the History of Religion, which
later became an independent institution, or to the
Lviv National Art Gallery. A significant number of
objects remained in the Museum of Artistic Crafts,
which in 1951 was transformed into the Museum of
Ethnography and Crafts. The Jewish collections pre-
served in these museums include possessions of the
former Lviv Religious Community Museum. More-
over, they contain other Judaica collections, including
Maksymilian Goldstein’s collection, and other post-
war acquisitions. Most of the Jewish artifacts are held
in museum vaults, and are seldom shown on tempo-
rary exhibitions.

A collection of ketubbot and other objects of
Judaica (fourteen altogether) has recently been
discovered at the Lviv National Art Gallery, where they
were rolled together with Soviet period exhibition
posters. Among the nine ketubbot discovered,
four correspond to those photographed by the
Commission for the Care of Jewish Monuments in
1926: Pisa (1694/95), Ancona (1728/29 and 1790,
Fig. 3), and Modena (1771), as well as a childbirth
amulet. Beside these, three ketubbot correspond to
those mentioned in the exhibition catalog of 1928 by
date and place.”

Theinterwar documentationbythe Jewish Religious
Community’s Commission for the Care of Jewish
Monuments allows us to identify the new findings as
part of Reichensten’s collection. All fourteen artifacts
were made accessible to researchers and to the
general public, and are documented and annotated
in the present catalog. The destiny of those ketubbot
which were not found in the Lviv National Gallery
remains unknown.

Sergey R. Kravtsov

N

TIPUMITKI

! AbBIBCHKHII TTOABCHKHIT ACP)KaBHHH apXiB y FOAOBHOMy apXiBi AABHIX aKTiB
(Archiwum Glowne Aktéw Dawnych, Warszawa). Hapopkents 1876 p, ot
300, 3armc 46, cripaa 522.

? Skorowidz krélewskiego stofecznego miasta Lwowa (Lviv, 1889), 210, 240.

3 Ksigga adresowa krolewskiego stolecznego miasta Lwowa (Lviv, 1897), 92.

* Byaurok Uerseproi rivuasii, o BiuxoauTs Ha ByA. [Tpodecopcbky, choropti
HAAGKHTb YHIBEpCHTETOBI /AbBIBCHKA TOAITEXHIKA',

> Ao 3HaHKX BUITyCKHUKIB ‘-IeTBepTo'l' TIMHA3Il HAAEXKATh, 30KPEMA, ITOAbCBKH
MMChMeHHNK 1 Tiepexaapay Su [lapanaoscpbkuit (1895-1978), a Takox
yKpaiHcbkuit diroaor i nepekaapad Mocur Ko6is (1910-2001).

8 Wladyslaw Kucharski ed, Ksigga pamigtkowa 50-lecia Gimnazjum im. Jana
Dlugosza we Lwowie (Lviv, 1928), 93.

7 Benedykt Ziemilski, “Bl. p. dr. Marek Reichenstein’, Polska Gazeta Lekarska 12
(1932):231.

8 Marek Reichenstein, “Oznaczanie ilosci azotu i biatka w tresci zoladkowej w
celu rozpoznawania raka zoladka (t. zw. metoda Salomona)’, Przeglad lekarski
43 (1904): 525-27; Antoni Gluzinski i Marek Reichenstein, “T. zw. ‘myeloma’
i bialaczka limfatyczna’, Lwowski Tygodnik lekarski 6, 7 (1906), us npaus 6yra
omy6aikoBaHa TakoK HiMeLpKowo Mosow y Wiener klinische Wochenschrift 12
(1906); Wiadyslaw A. Gluzinski i Marek Reichenstein, “Myeloma i Leukaemia
lymphatica (plasmocellularis)’, Polskie Archiwum nauk biologicznych i lekarskich
3 (1907), a Takox BUFIIAQ TOTO CAMOTO poky okpemnm BrAarHsM; Marek
Reichenstein, ‘Glykozurya a ciaza’, Lwowski Tygodnik lekarski (1909); 1dem,
“Cukromocz i adrenalina’, Lwowski Tygodnik lekarski (1910); Jan Grek i Marek
Reichenstein, “Der Einfluss des Extractum filicis maris und des Infusum Sennae
comp. auf das Verhalten der weissen Blutkorperchen beim Menschen’, Wiener
medizinische Wochenschrift 13 (1913): 1236-41. Aus. Taxox Wiktor Hahn, Kro-
nika Uniwersytetu Lwowskiego, vol. 2 (1898/98-1909/10) (Lviv, 1912), 360,
361,363,365-67,442,447.

9Ksie;ga adresowa krdlewskiego stolecznego miasta Lwowa (Lviv, 1913), 348, 564
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16 Katalog wystawy ksigzki hwowskiej hebrajskiej i zabytkow sztuki zydowskiej: maj-
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NOTES

! Lviv Polish State Archives at the Central Archives of Historical Records (Archi-
wum Glowne Aktéw Dawnych, Warszawa). Births 1876, act 46, signature 522.
2 Skorowidz krdlewskiego stofecznego miasta Lwowa (Lviv, 1889), 210, 240.

3 Ksiega adresowa krdlewskiego stofecznego miasta Lwowa (Lviv, 1897), 92.

*The building of the Fourth Gymnasium, which faces Profesorska Street,
belongs today to the Lviv Polytechnic University.

3The Polish writer and translator Jan Parandowski (1895-1978) and Ukrainian
linguist and translator Yosyp Kobiv (1910-2001) are among renowned alumni
of the Fourth Gymnasium.

¢ Whdystaw Kucharski ed,, Ksigga pamigtkowa S0-lecia Gimnazjum im. Jana
Dlugosza we Lwowie (Lviv, 1928), 93.

" Benedykt Ziemilski, “BL. p. dr. Marek Reichenstein’, Polska Gazeta Lekarska 12
(1932):231.

8 Marek Reichenstein, ‘Oznaczanie ilosci azotu i biatka w tresci zoladkowej w
celu rozpoznawania raka zoladka (t. zw. metoda Salomona)’, Przeglad lekarski 43
(1904): 525-27; Antoni Gluziriski and Marek Reichenstein, “T. zw. ‘myeloma’
i bialaczka limfatyczna’, Lwowski Tygodnik lekarski 6, 7 (1906), the same was
published in German in Wiener klinische Wochenschrift 12 (1906); Wiadyslaw A.
Gluzinski and Marek Reichenstein, “Myeloma i Leukaemia lymphatica (plas-
mocellularis)’, Polskie Archiwum nauk biologicznych i lekarskich 3 (1907), also
published as a book the same year; Marek Reichenstein, “Glykozurya a ciaza’,
Lwowski Tygodnik lekarski (1909); Idem, “Cukromocz i adrenalina’, Lwowski
Tygodnik lekarski (1910); Jan Grek and Marek Reichenstein, “Der Einfluss des
Extractum filicis maris und des Infusum Sennae comp. auf das Verhalten der
weissen Blutkorperchen beim Menschen’, Wiener medizinische Wochenschrift 13
(1913): 1236-41. See also Wiktor Hahn, Kronika Uniwersytetu Lwowskiego,
vol.2 (1898/98-1909/10) (Lviv, 1912), 360, 361, 363, 365-67, 442, 447.

? Ksiega adresowa krdlewskiego stofecznego miasta Lwowa (Lviv, 1913), 348, 564.
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der kuk. 2. Armee 11 (1916); Idem, “Himatologie des Fleckfieber’, Felddrztiche
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Zydowskiej Gminie Wyznaniowej we Lwowie (Lviv, 1928), 4; Zofia Borzymiriska,
“Kuratorium opieki nad zabytkami sztuki zydowskiej przy Zydowskiej gminie
wyznaniowej we Lwowie’, Kwartalnik Historii Zydéw 214 (2005 ): 160.
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czerwiec 1928 (Lviv, 1928).

7 Katalog wystawy ksigzki hwowskiej hebrajskigj, 19.

1% Ibid, cat. no. 255.

191bid, cat. no. 300.

0 Haggadah (pl. Haggadot) is a Jewish text that sets forth the order of the
Passover Seder.

2! Information on many editions in the camlog of 1928 is inaccurate or corrupt,
based on current research in the field. The following information was verified by
Professor Shalom Sabar during his work on the present exhibition.

*2 Cf. Katalog wystawy ksigzki hwowskiej hebrajskiej, cat. nos. 312-18.

B1bid, cat. no. 319.

2 1bid, cat. no. 320.

%5 Tbid, cat. nos. 321-24, 335-38.
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erroneously gives year 1729, here corrected by Shalom Sabar.

28 See present catalog entry “4. Modena, 1771 The catalog of 1928 exhibition
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33 Olga Reichenstein-Mehlerowa, Wincenty Smokowski (Warsaw; 1936).
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# Zofia Ameisenowa, Bestiarius w Biblji hebrajskiej z XIII wieku: Studjum ikono-
graficzne (Warsaw, 1933).
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3aB’s13aTH BY30A: icTOpis Ta
03A00A€HHS €BPECHKOTO
IIAI0OHOTO AOTOBOPY

3HaueHHs IAI0OHOTO AOTOBOPY
Ta AGKOPOBaHi AOTOBOPH

Y cBiri eBpeiicbkoro Mmucrentsa i (OAbKAODY
ocobause Micne Harexutb kry6i (k[e])myba, ketub-
bah, vHOX. — k[e]my6om, ketubbot), a6o eBpeiicbkoMy
MAOHOMY AOTOBOpY. IcTOpis 1BOrO AOKyMeHTa
OXOIIAIOE TIOHAA ABA THUCSHOAITTS, IIPOTE 06 €EKTOM
BUBYEHHS CaMa KTy0a SK IpeAMeT MarepiaAbHOi
KYABTYPH, a TakKOX Il MIHCTelbke O03A00AeHHS,
CTAaAU AMIIe Yepe3 06araTo CTOAITb IiCAS 1i MOSIBH y
€BPEHChKOMy JKUTTi. XO4a IIPAKTHKA O03A00ACHHS
KTybu He OyAa MOIIMPEHOI B YCIX €BPEHCHKHX
rpoMapax (AmB. HIDKHE), 36epexeHi icTOpHYHI 3pasKu
AOHOCSATb CY4aCHOMY AOCAIAHMKOBi HAA3BUYANHO
barary iHpopMariifo, KOi He 3HAUTH B OYAb-SIKOMY
IHIIOMY €BpPEMCBKOMY AOKYMEHTI 4M MHUCTEIIbKOMY
tBOpi. TexcTn Ta 300paXkeHHS MOEAHYIOTBCS TYT
y HENOBTOPHHI CIOCi0, BIAKPHBAIOYM LIMPOKe
BIKHO, KPi3b sIKe IPOTASIAAETHCS €BpPENChKe MUHYAE i
HApOAHA XYAOXHS KYABTYPa 3 HOBUX i HECIIOAIBaHMX
pakypcis.

Texcr moBHicTIO 30epexxeHOl KTyOW Ha OAHIM
CTOpIHII MICTHTb AeTaAbHY iH$OpMalifo PO TOYHY
AATy § MicCIje CTBOPeHHSI AOKYMeHTa, iMeHa “Tepois’,
AA SKHMX HOro BUTOTOBAEHO, IIPO ixHe ¢iHaHCcOBe
CTAHOBHIIE i COIIIaABHUM CTaH (ui AeTaAi BIAOOpaxkeHi
TOAOBHUM YMHOM Y TIYHKTi PO TOCar), iMeHa BUAQT-
HUX ocobucrocTeit y ixmix rpomapax (3assuvai,
caMe BOHM IHAIMCYIOTb AOKYMEHT K CBIAKH),
IOpUAMYHI TMTaHHA i mA6HI Hopmu (Ha sKi
AOAATKOBO BKAa3y€ IIyHKT IIPO ‘OCOOAMBI YMOBH ',
IO € HEOAMIHHMM aTpuOyTOM 0ararbOX MOAIOHHX
AOTOBOpiB). B TekcTi mopano Takox indpopmarito mpo
THTyARTYpy (COljaAbHMIl CTaTyc), rpomoBHit obir,
BMIllEHO MOMyASPHi OAArOCAOBEHHS, IIO0AXKAHHS
IACTS 1 BeCIAbHY ITO€3i0 ('1'1' HABEAEHO Ha AEKOPaTHB-
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Shalom Sabar

Tying the Knot — The History
and Decoration of the Jewish
Marriage Contract

The Importance of the Ketubbah
and Illustrated Ketubbot

The ketubbah (pl. ketubbot), or the Jewish
marriage contract, holds a special place in the
world of Jewish art and folklore. The history of this
document spans over two millennia, but only
centuries after its initial emergence into Jewish life
was attention given to its physical appearance and
artistic decoration. Though the practice of decorating
the ketubbah was not followed by every Jewish
community (see below), historic examples provide
the modern observer with a wealth of information,
hardly found in any other Judaic object or artistic
document. Texts and images are joined together in
the ketubbot in a unique way, opening a wide window
into bygone scenes of Jewish life and visual folk
culture from a novel and unexpected angle.

The text of a fully preserved ketubbah includes
a wealth of detailed information on a single page:
the exact date and place where the document was
produced, the names of the “heroes” for whom it was
made, their financial status and social standing (as
reflected mainly in the dowry clause), the names of
leading personalities in their respective community
(usually signed as witnesses), legal issues and
marriage norms (implied in the “special conditions”
contained in many contracts), as well as information
relevant to nomenclature, currency issues, popular
blessings, good wishes and wedding poems (as
expressed in the decorative inscriptions surrounding
the main text). The attractive illustrations enhance
and complement the text, presenting designs and
motifs current among various Jewish communities,
their meaning and significance in the context of the
Jewish wedding and family, as well as the cultural and
artistic interrelationships with, and influence of

Shalom Sabar

\

HUX HalKCaX, MO OTOYYIOTb TOAOBHHII GAOK TEKCTY).
YypoBi iAroCTparlii AONOBHIOIOTb i IACHAIOIOTDH
TeKCT. B iX OCHOBI — Bi3epyHKM Ta OpHaMeHTAAbHi
MOTUBY, IOIIMPEHi B Pi3HUX €BPEMCHKUX I'POMAAAX,
SKi BIAOOP@XAIOTh 3HAYEHHS, BAXAUBICTH IIAOOY i
POAMHH AASL €BpEIB, a TAKOXK CBIAYATb IPO KYABTYPHI
/I MUCTElbKi B3Aa€MO3BSI3BKM Ta BIIAUB IIMPIIOrO
CYCIABCTBA, i HABiTh IPO MPUXOBAHI OaKaHHS
3AMOBHHKIB IIOXBAAHTHCS UIAIOOHUM AOKYMEHTOM
mepep IHIIUMH y 3BSI3KY 3 PapICHOIO MOAi€ro.

IcTopist Ta 0pOPMAEHHS TEKCTY KTYOH

PanHs icropis KTyOM AyXe IjikaBa, Xo4a IIpoO
TIOXOAXKEHHS Iji€l Tpapuiii BiaoMO 30BciM Maao. Y
bibail Hemae iHpopMmanil mpo IIAIOOHI KOHTPAKTH,
OAHAK 3TaAyeETbCA IHCBMOBUM  AOKYMEHT, SKHi
YKA2ARIOTb Y pasi  posayuenHs (BroposaxoHms
20). Biarak HayKoBII He AIMIIAM 3TOAM LOAO TOTO,
KOAM CaMe €Bpei BIIPOBAAMAM WIAIOOHI AOTOBOPH,
OCKIABKH Iisl TIPAaKTHKA OyAa BiAOMOIO B Oararbox
CTapoAaBHIX cycmiabcTBax bamspkoro Cxopay Ta
C€runty. HaiipaBHinl eBpefcbki 3paskM  TaKHX
KOHTPAKTiB 3HAMAEHO B €BPEHCHKIM BiMCHKOBIN
KOAOHII Ha erumeTcbkoMy ocTpoBi EaedanTuha,
AaTyIoTh iX V CT. A0 H. e. PisHi myHKTH AOKyMeHTa
fl 3araAOM TeKCT KTybu B ToMmy ¢opmari, sKwuit
BiaOMHIT HaM cboropHi, pasuau Mimuu i Taamyay
p03p06nAn AMIIe 3ropooM. [oA0oBHA MerTa, 1[0 ii AaBHI
PaBMHM HAMaraAMCs AOCSITH 3 AOINOMOTOK I[bOTO
AOKYMeHTa, — 3a0e3IeunTy 3aKOHHI IIPaBa XIHKU I
YCKAQAHWUTH TIPOLEC PO3AYIEHHS (OCKiAbKI/I Bibais
AO3BOASIE YOAOBIKOBI 0e3IIepeIKOAHO PO3AYIUTHCS
3i CBOEIO APYXHUHOI0). BiATIOBIAHO, paBHHU BUMaraam,
o6 3rigHo 3 HactaHoBamu Bibaii i Taamyay xry6a
nepeaidyBasa Ti GpiHAHCOBI I COIiaABHI 30008 I3aHHS
HAape4eHOTo [epeA HapeueHOIo, sKi BiH Oepe Ha cebe B
11Ax06i. 3BaXKar0UM Ha BAKAMBE 3HAYEHHS AOKYMEHTa,
PaBUHH IPOTOAOCHAH, IO “0e3 KTyOH 4OAOBIK He
MOXe JXUTH 3i CBOEI0 APYKMHOIO HaBiTb TOAMHY
(BT, Bava Kamma, 89a). Y Basuaonii possunyaacs
CTaHAApTHA apaMeficbka ¢opMa KTybOT, y TOH 4ac
sK B I3paiai Ta B €runti momupusacs Giabmr rayuKa
1 iHAMBiAyaAbHA TPAAHMIIA IX HAIlMCAaHHA — IO L
CBiAYaTh $parMeHTH KTYOOT, BiAHAMA€HI y BiaOMiit
Kaipcpxift  reuisi (CXOBI/IH.[i AQBHIX  AITYprifiHMX
AOKYMEHTIB, IO BUMIIAM 3 YXUTKY). 5K i y Bumaaky
3 baraTbMa iHIIMME TPAAMIIISIMH, HOPMOIO TIOCTYTIOBO
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the host society, and even the hidden aspirations of
the patrons who commissioned the contracts and

displayed them publicly at the joyous event.

History and Formulation

The early history of the ketubbah is very curious,
though very little is known of its origins. While the
Bible does not mention a bill of marriage, it
does mention a written bill in the case of divorce
(Deuteronomy 24:1). Accordingly, scholars are in
dispute over when Jews first started to use marriage
contracts, as this practice is known in many ancient
societies of the Near East and Egypt. The earliest
existing Jewish examples were discovered in the
Jewish military colony of Elephantine, Egypt, and
are dated to the fifth century BCE. The formulation
of the ketubbah and its various clauses as we know
them today were developed only later by the rabbis
of the Mishnah and the Talmud. The main goal of the
rabbis at that time was to ensure that this document
guaranteed the legal rights of the woman and made
divorce difficult (as the Bible permits the husband to
divorce his wife at will). Accordingly, they demanded
that the ketubbah lists, in accordance with Biblical
and Talmudic imperatives, the financial and social
obligations of the bridegroom towards his bride in the
consequence of their marriage. Due to its importance,
the rabbis actually declared that “a man is not
allowed to live with his wife, even for one single
hour, without a ketubbah” (BT, Bava Kamma, 89a).
A standard Aramaic formula was developed in
Babylonia, while in Eretz Israel and Egypt, a more
flexible and individualized tradition of ketubbah
writing was common - as discovered from the
ketubbah fragments found in the famous Cairo
Genizah. As with many other traditions, the
standardized Babylonian version gradually became
the norm, and with some curious variations, has been
in use in most Jewish communities, both Eastern and
Western.

Although the Eretz Israel-Egypt ketubbah tradi-
tion had largely fallen into disuse following the
destruction of the Jewish communities in the Holy
Land by the Crusaders, one important aspect of it
remains with us to this day — namely, the decoration
of the ketubbah. Because of the ceremonial showing
of the dowry, its public appraisal, and the listing of
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CTaAa CTAaHAAPTU30BaHA BAaBMAOHCHKA Bepcid. Came
1i, 9aCOM 3 AEIKMMH KypMOSHMMH BiAXMACHHSIMH,
3aCTOCOBYBAAM B OIABIIOCTi €BpeHCHKHX rpoMap i
Cxoay, i 3axoay.

Ilompu Te, mo TpaauLis i3paiAbChKO-ETUNETCHKOL
KTyOM 3HAYHOI0 MIpOI0 3aHeNaAd ICASl 3HMIIEHHS
eBpeiicbkux rpomMap y CpArTiit 3eMAi, OAUH BaXKAUBHI
ACIEKT L€l TPaAMIiL, a caMe MPAKTUKA NPUKPAIIAHH]
KTyOu, 30epiraerscs @ AoHuHI. llepemoHniaapHa
AEMOHCTpALjisi Iocary, Horo IyOAidHa OIiHKA i
mepeAix maparpadis KTy6u, sIKy 3a4MTyBAaAH BIOAOC
mepep yciMa TOCTAMH, 3YMOBAIOBAAM IIOTpeby
03A00A€HHS YPOUHCTOTO HIAIOOHOTO ~AOKYMEHTA.
Koan 1151 Tpapmiiia pifimaa oo €Bporny, ii AOIOBHUAK
HOBI MOTHBM Ta BidepyHku. Ilpuxpamena xryba
KOPHUCTYBaAaCsi OCOOAMBOIO IOITYASPHICTIO cCepea
€BpeIB cepeAHbOBIUHOI IcmaHil; OAMH aBTOpUTeTHHI
PaBMH HaBiTh PEKOMEHAYBAaB 3aIlOBHIOBATH IOAS
AOKYMeHTa Bi3epyHKaMH, I}00 3aII00irTH MOXAHBOMY
LIAXPANCTBY 3 TEKCTOM KTYOM MicAs 1i MIATMCAHHS.
Ilicas Burmamna (1492 p.) espei I6epiiicbkoro
MiBOCTPOBA PO3MOBCIOAMAM TPAAMINIO IAIOCTPOBAHOI
KTyOHM cepep Tak 3BaHOI ‘ceapACBKOI Alacropu’,
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Oparment kry6u 3 Ankorm, 1728 p.
Detail of Ketubbah, Ancona 1728

the items in the ketubbah, which was read aloud
before all guests, the festive marriage document was
decorated accordingly. When this tradition reached
Europe, new motifs and designs were added. The
decorated ketubbah was favored especially among the
Jews of medieval Spain. One rabbinical authority even
recommended filling the borders of the document
with designs, as a safeguard against possible fraudulent
additions to the text.

Following the Expulsion of the Jews from the
Iberian Peninsula (1492), the ketubbah illustration
tradition spread throughout the so-called “Sephardi
Diaspora,” and in fact, also prompted local commu-
nities to follow suit. Italy is most significant in this
regard. Despite the high achievement of Jewish
art during the Italian Renaissance, the Jews of Italy
did not widely adopt the practice of ketubbah
illustration until the arrival of the Sephardi exiles. In
fact, the earliest post-Expulsion collection of illustra-
ted ketubbot from Italy was produced among the
prominent Sephardi community of Venice in the
late sixteenth-early seventeenth century. Later, this
practice spread to the other Jewish communities of
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M y MICIAX CBOrO HOBOTO IIOCEACHHS (aKTUYHO
HAAMXHYAH €BPEHCBKi TIpOMapM HacAipyBatu IX.
Haitnoxa3oBimuM y 11boMy KOHTEKCTi € IPHKAAA ITaaii.
HesBaxxaroun Ha BHCOKI AOCATHEHHSI €BPENCHKOIO
MICTeLTBa y A0Oy iTaaificbkoro PenecaHcy, mpakTuka
iAfocTpyBaHHS KTy0OT He MaAa cepep eBpeiB ITaaii
3HAYHOTO ITOIIMPEHHS AO IIPHOYTTS CIOAHM BUTHAHIiB-
cepapais. DakTHUYHO, HaNpaHilIy IpyIy 36epexxeHnx
IAFOCTPOBAHMX KTYOOT ITAAifICBKOrO IIOXOAYKEHHS
nicast BUrHaHHA cTBOpeHO caMe y BeAUKii cedapachKin
rpomaai Berenii B kinmi XVI — Ha mowatky XVII
CTOAITb. 3TOAOM I TIPaKTHKA IIOMMpHUAACS i Ha
iHImi eBpeiichki rpoMaau ITaaii, Ae AOCSATHYAQ cBOro
HAMBUIIOTO PO3KBITY (AMB. HIKYE).

OpHak cepep amKeHa3iB Il MHCTEIbKA TPAAMIILS
He HAaOyAa IIOMYASIPHOCTi. 3a BHHATKOM €AMHOTO
TIpeKpacHo iArocTpoBaHoro 3paska 3 Kpemcy (Ascr-
pis, 1391/92), choroani He Bigomi Buiaiai kry6oT i3
LIbOTO CEPEAOBUINA. Hait6iapm iMOBipHe MOSCHeHHA
IBOTO MOBSI3aHE 3 HOBMMH YXBAaAaMU  IL[OAO
€BPEHChKUX mar06iB Y AIIKEHAa3iAChKOMY CEPEAOBHIIL,
30KpeMa 3a00POHOI0 PO3AYYATHUCS i3 KIHKOI MPOTH
il Boi, siky mpurnucytoth pasunosi [epmomy 6en FOai
(6A.960 - 6a. 1040). Lle 06MeXeHHS CYTTEBO 3BY3HAO
MTOYAaTKOBHMI HaMip TaAMyAMYHHX PaBHHIB y CIpaBi
BCTAHOBAEHHS 00OB'SI3Ky mipmucaHHs KTy6u. Kpim
1[bOTO, 32 TPAAUILIIEI0 AlKeHa3y, TeKCT KTy6u (30Kkpe-
Ma 060B’I3KOBHI1 ITYHKT, IO CTOCYBABCs rpoleit) 6ys
AOBOAI PaHO IIOBHICTIO CTaHAAPTH30BaHMM. Takum
YHHOM, AOKYMEHT BTPAaTHB CBill COLIiaAbHMI BIIAMB, a 3
HUM 3HHKAO 1 [IParHeHHS 3p00HTH KTy0y YHIKAABHOO
Ta OWATHO 03A06A€HOI0 (40rO  AOTpPUMYyBaAHMCH
cedapar). Y HACTYHHI CTOAITTS eBpei-amKeHasH,
AKI OKMAM JKMAM MaibKe y KOXHIM KpaiHi — Bip
Himeyuunu i [Toabmi oo Pocii, Yropmunu ta Pymynii,
He AOTPUMYBAAUCS 3BUYAI0 IAIOCTPYBAHHS KTYOH.
ITepeBaxkHo ixHi KTYOOT IHCAHI Ha HEBEAMKUX AHCT-
Kax marnepy (iHOai mepramenTy) 6e3 AeKOpaTUBHUX
BipmiB umM BisepyHKiB HaBkoAO TekcTy. OpHak
BHHATKOM CTaAM €Bpei-allkeHasu B ITaaii (3mami 51K
tedeschi, To6To “nimenpki eBpei”’), siki HacAiayBasu
NPHUKAAA HIINX MiCITeBUX €BpeChbKUX rpoMap B ITaaii
(AI/IB. AaAi). Tak camo mip BIAMBOM cedapAiB HH3KA
3pa3KiB 03A00A€HHX AIIKEHA3bKUX KTYOOT 3 SBHAACS
y Cnoayyennx Illtarax Hampuxiami XIX croaiTTs.
CnpaBxHe BIApDOAXKEHHS Tpapuiii  iArocTpoBaHOI
kTy6u modaaocs y CIIIA (a BipTax i B inmux KpaiHax
3aony) Bip kiHng 60-ux pokiB XX cTOAiTTS,
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Italy, who carried this art form to its highest degree
(see below).

In Ashkenazi communities, however, this artistic
tradition did not gain popularity and save for a
single, beautifully illustrated example from Krems
(Austria), 1391-92, no other examples survived.
This is possibly due to new enactments regulating
Jewish marriages in the Ashkenazi world, particularly
the prohibition on divorcing a woman against her
will, attributed to Rabbi Gershom ben Judah
(ca. 960 - ca. 1040), which significantly reduced
the initial intention of the Talmudic rabbis behind
the very foundation of the ketubbah. In addition,
in Ashkenazi communities, the ketubbah’s text was
fully standardized early on, including a standard
monetary clause, so that the document lost its social
impact along with the urge to make it special and
attractive, as was the case among the Sephardim. In
subsequent centuries, Ashkenazi Jews living in nearly
every country, from Germany and Poland to Russia,
Hungary and Rumania, did not follow the custom
of illustrating the ketubbah. By and large, their
ketubbot were inscribed on small sheets of paper
(at times parchment) with no decorative verses or
designs surrounding the text. A notable exception
was the Ashkenazi Jews of Italy (known as tedeschi —
namely “German Jews”), who followed the other
local Italian Jewish communities (see below).
Likewise, under Sephardi influence, some examples
of decorated Ashkenazi ketubbot of the late nine-
teenth century appear in the United States. However,
the true revival of the illustrated ketubbah took place
in the US (and subsequently other countries in the
West) from the late 1960’s on, when young American
Jews of Ashkenazi ancestry adopted this Judaic
tradition as part of a search for roots, and a revival of
Jewish art in modern times.

The Italian Ketubbah from the Seventeenth
to the Nineteenth Centuries

Once the tradition of illustrating the ketubbah
reached Italy, this Judaic art form reached new and
unprecedented artistic heights. In the course of the
seventeenth century and until the early decades of
the nineteenth centuries, Italy became the uncrowned
queen and foremost artistic center of ketubbah
illustration worldwide. In fact, the Italian models
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KOAM MOAOAI aMepHKAHCBKi €Bpel alKeHa3bKOro
MIOXOAXKEHHS BiADOAMAM III0 €BPEHCbKY TPAAMIIIIO,
ITYKAIO4X BAACHe KOPIiHHA i PO3BHUBAIOYM €BpEMCBKE
MUCTELITBO B CyJacHy AOOY.

Itaaiiiceki kTy60T XVII-XIX croaits

Koan Tpapumist iArocTpyBati KTY0OT Aifimiaa A0
Itaaii, s dopma €BpeNCHKOTO MHUCTEITBA CATHYAQA
HOBUX, HeOaueHMX paHime BHCOT. Ympopomx XVII
CTOAITTS i ax Ao mepmux AecsaTHAITh XIX croaiTTs
Itanis 3aAmmrasacs “HEKOPOHOBAHOK KOPOAEBOIO,
HaMBaXXAUBIIIUM MUCTEI[bKIM IIEHTPOM AGKOPOBaHUX
KTY0OT y cBiti. ITaAifichki 3pasku cAyryBaAu pxepe-
AOM HATXHEHHS y O03AO0AeHHI KTY06OT AdAeko 3a
MeXaMH 1ji€l KpaiHu i OKAAAM ITOYATOK “ITaAifIChKO-
My CTHAIO, OCOOAMBO y CeapACBKUX IPOMAAAX BiA
Awmcreppama i Aybposruka po Tamxkepa it AicaboHa.
IarocTpoBaHa KTyba CTaAd HACTIABKH IOIYASPHOIO
B ITaail, mo 3aMOXXHi iTaAilicbKi €BpeHChbKi poAMHU
3MaraAucs MDK co00K0 3a Te, 4ms Kryba Oyae
rapHilo i IpHBepTaTUMe OiAbllle yBAard B MOMEHT
YPOUHUCTOI AEMOHCTpALil KOHTPAKTY Ha BECIAAAX, IO
iX MUIIHO ¥ BUTPAaTHO CBATKYBAaAHM B IIEPeOBHEHHX
rerro Biap Benenii po Pumy. Biatak crBOpeHH:
POSKIIMHUX 3pa3KiB 3 SACKPaBUMH IAIOCTpALlisIMU
AOPYYaAU HaMKpAIIMM MiCLEBUM HAPOAHMM MUTIISIM,
iHOAl TakoX i HeeBpesaM. biabmie Toro, 3i 3pocTaHHAM
KIABKOCTI 3aMOBHHKIB, TOTOBHX IIAQTHUTH A€AAAL
3HAYHIII CyMH 32 03A00AEHHS KTYDOT CBOIX AiTei,
Yy HH3LI1 3apOKYMEHTOBAHUX BHIIAAKIB DaBMHU M
OYIABHUKM TpoMap OyAH 3MylIeHi BCTAaHOBUTH
OOMEXeHHS Ha CyMH, SIKi MOXHA OYAO BHTPATHTH Ha
CTBOPEHHSI IIAIOOHOTO AOTOBODY.

Y pisHEX IleHTpax iTaAiliCbKOro €BpeiCTBa,
ocobauBo y Benenii, Mautyi, ®eppapi, Paopenuii,
AiBopHo, AHKOHI Ta Pumi, possuHyAmcs BAacHi
MicreBi ocobauBOCTi B 3MicTi Ta B 0QopMAeHH]
TEKCTYy AOTOBODPY, HOTO AEKOPAaTHUBHOI IIPOTpaMH
Ta MOTHBIB iAlocTpaniil. BopHOYac, ocHOBHI pucu €
CITIABHUMH AASL GIABINOCTI Ta iHOAI HaBiTh AASL BCiX
IMX TpOMap, IMO AJ€ INACTaBU TOBOPHMTH IO
“iTaaificbky kTy0y”. ITaaificeki KTy06OT IepeBaskKHO
BMKOHYBAaAM Ha BEAHKHMX QapKyIlaX IepraMeHTy,
BUT'OTOBAEHOTO 3 GiABIIOI YACTUHM IIKYPH TBAPUHH.
Mice mmi 9acTO AEKOPATHBHO OOTHHAAM I
BUKOPUCTOBYBAAU AAS 3BUHAHHA nepramenty. Ilicas
TOrO, SIK KTy0y IIPOYMTAAM i IIPOAEMOHCTPYBAAH
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influenced the art of the ketubbah far beyond Italy,
prompting the “Italian style” especially among Sephar-
di communities from Amsterdam and Dubrovnik to
Tangier and Lisbon. The illustrated ketubbah became
so popular in Italy that well-to-do Italian-Jewish
families vied with each other over whose ketubbah
was more attractive and drew more attention when
proudly displayed during wedding ceremonies, which
were celebrated in the crowded ghettos from Venice
to Rome with pomp and circumstance. The best local
folk artists — sometimes non-Jewish as well — were
therefore commissioned to create exquisite specimens
with colorful illustrations. In fact, according to several
documented cases, as patrons were willing to spend
higher and higher sums for the beautification of their
offspring’s ketubbot, rabbinic authorities and leaders
of the communities were forced to place limits on the
cost of the production of the marriage contract.

Distinctive local styles developed in the various
centers of Italian Jewry, especially Venice, Mantua,
Ferrara, Florence, Livorno, Ancona and Rome. These
styles concerned the contents and formulation of
the ketubbah’s text, as well as its decorative program
and selection of pictorial motifs. At the same time,
there were many features common to most or even
all communities, allowing us to generalize about
the characteristics of the “Italian ketubbah” By and
large, Italian ketubbot were written on large pieces
of parchment, prepared from the better part of an
animal’s skin. The animal’s neck area was often
trimmed decoratively and used for rolling the
parchment. Thus, after the ketubbah was read aloud
and displayed in the ceremony, it was rolled in the
form of a scroll from bottom to top (in Rome it was
rolled from top to bottom), and the shaped upper or
lower border was used accordingly to tie the rolled
parchment with ribbon.

The text of the Italian ketubbah was generally
inscribed by an experienced and proficient sofer
(scribe), who commonly used elegant square Hebrew
letters. In the ketubbot of most towns, a single text
column appears - this is the ketubbah text proper.
In some towns, where Sephardi Jews resided (e.g.,
Venice, Livorno and Pisa), two columns of text
appear — on the right was the ketubbah proper, while
on the left were the tenaim or “special conditions”.
The conditions text was longer and more detailed,
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NPHUCYTHIM MiA Yac IepeMoHii, il sropraan y ¢popmi
cysoto 3Hu3y Aoropu (B Pumi sropu aommsy), a
¢irypHi BepxHi Kpai BiATaK 3aCTOCOBYBAAUCS AASI TOTO,
1100 3aB’sI3aTH 3TOPHYTHIA CYBill CTPIKOIO.

3a3BUYall TeKCT iTaAificbkol KTybW mHCaB AO-
CBiAYeHwMil i BrpaBHMI cofep (mHcap), K MPaBHAO,
€ACTAHTHHMHU KBAADATHUMH  TIeOpeiChbKUMH  Al-
TepaMu. Y OIABIIOCTI MIiCT YCTAaAHAACS MPaKTHKA
IHCATH TEKCT KTYOH B OAHY KOAOHKY — Iie OyB BAacHe
TEKCT AOTOBOPY. Y AeSKMX MiCTaX, Ae MeIKaAH
espei-cepapau (mamp., Bewenis, Aisopro Ta Iliza),
TPaNAS€ETbCA PO3MIILIEHHS Y ABI KOAOHKHM: IIPaBOPYY —
TEKCT CAaMOTO AOTOBOPY, AiBOpyd — mHaim abo
“ocobauBi ymosu”. TekcT yMOB OyB AOBIIMM i 6iAbII
A€TaAi30BaHMM, B HbOMY MICTHAACS BEAMKA KiABKiCTb
inpopMariii Ipo COIiAABHHUI CTAaTyC MApH, a TaKOX
PO POAUHH i TPOMaAH, 3 SKUX MOXOAMAU HapedeHi.
3 1iel MpUYMHM AAA IX HANMCAHHA, SK IIPABHAO,
3aCTOCOBYBAAM  ApIOHIIIMII ~KypCHBHHH  IIPUPT.
OxpiM TekcTy KTybHM, mucap AOAABaB AEKOPATHBHi
TeKCTH-HAmuCcK: 6ibAifHI Bipimi Ipo macTs y mao6i
i foro mepesaru; kopotki (a6o i AOBri) mA6HI
BipiI — iHKOAM CTBOPEHi CHEIiaAbHO AAS MOAOAOI
[apy; TONYASpHI  OAAarOCAOBEHHS — MOAOASTAM
iBpuTOM Ta apaMelichkoio MOBOK (AyXke 3pipka —
iTasificbkor0); To6aKaHHA macTs # A06poi  AOAi
tomo. OcobAMBHM  pIi3HOBUAOM  €BPEHCBKOTO
03p00AeHHS OyAa Mmikpozpais — CTBOpEHHs Bise-
PYHKIB 3 AOIIOMOTOX KPHXITHHUX AiTep iBpHTY.
Iraaiiicpki MalicTpH-€Bpel 4acTO BAABAAMCA AO LIbOTO
TUIy AEKOPYBAaHHS, BIATAK YMCAEHHI iTaAiMCBKi
KTyOOT  BUPI3HAIOTBCS ~ YYAOBUMH  3Pa3KaMu
mikporpagii. ®PakTHyHO, B TaKMH CrOCi6 Aeski
KTy0OT yMilllyBaAu B COOi CYLIiABHI TEKCTH OKPEMHUX
HEBEAMKHMX 3a 06carom 6i6AiftHuX kHMT, SKk-0T IlicHi
ITicens (sx HalBUIOrO 3paska AGOBHOI Moesii) a6o
Kuuru Ectepm.

ITaaificpki KTy60T AEMOHCTPYIOTb Cy4aCHOMY IAfI-
AadeBi 3aXOIAUBE TIOEAHAHHS MOTHBIB, 3alIO3MYEHUX
3 ITaAIFICPKOTO AEKOPaTHBHOIO MHCTELTBA Ti€l A0OH
(a0 cTBOpeHUX Mip HOTO BIAMBOM), i3 €BpefCHKUMU
iaesiMH Ta IKOHOTpaiUHMMH TEMaMH, WO TAHOOKO
KOPIHATBCS y 610AIfHIN Ta pABUHCHKIN TPAAUIII.
HadinmommpeHimum eAeMeHTOM, SKUH IIPUKpaIIaE
Kpai 6aratbox KTybOT, € apXiTeKTypHe OOpaMAeHH:
AOBKOAa TeKcTy. Lli OOpaMAeHHS CKAQAQIOTBCS 3
nopraaiB, 6paMm, apok, Ppo3ipBaHHX (POHTOHIB,
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Oparment kry6u 3 Arkorm, 1790 p.
Detail of Ketubbah, Ancona 1790

providing plentiful information on the social
background of the couple, the families, and the
community, and therefore was often inscribed in
smaller, cursive script. In addition to the ketubbah
text, the scribe would insert decorative inscriptions:
biblical verses concerning the joy of the wedding and
its merits; short (orlong) wedding poems — sometimes
written especially for the particular couple; popular
blessings for the couple in Hebrew and Aramaic (and
in rare cases, in Italian); wishes for good luck and
good fortune, etc.

A unique type of Jewish decoration is micro-
graphy — namely, making designs with tiny Hebrew
letters. Italian-Jewish craftsmen made ample use of
this type of decoration, and many Italian ketubbot
contain attractive designs in micrography. Some
ketubbot, in fact, contain the entire text of selected
short biblical books in micrography - in particular
the ultimate love poetry of the Song of Songs, as
well as the Book of Esther.

The imagery of the Italian ketubbot presents the
modern observer with a fascinating combination
of motifs taken from, or influenced by, the general
Italian decorative arts of the time, with Jewish ideas
and iconographic themes deeply rooted in the
biblical and rabbinic tradition. The most common
design decorating the borders of many ketubbot was
an architectural framework surrounding the text.
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KOAOH i KamiTeAeH, IO OYE€BMAHO HaraAyXTb 6y,A,iBAi
iraaificokoro Bapoko abo x 3o006paxeHHs nux 6Oy-
AlBEeADb Y AGKOPATHBHHUX i MAAMX MHCTEIbKUX GopMax
(ByAudHi QOHTAHH, KaMiHH, PaMH A3€PKaA i KapTHH,
Tabaumi 3 MaﬁOAiKH). besnocepeaniM MucrerpkuMm
OPIEHTUPOM AAS HAPOAHHX MAHCTpiB KTy60T CTaAH
iAfocTpoBaHi ApyKOBaHi KHHIM, OCOOAMBO IxHi
TUTYAbHI CTOPIiHKH, AKi B Iiedl IIepiop BUPI3HAAMCA
(aHTa3IHUMK  apXiTEKTypHUMH  OOpaMAeHHSIMU
3 BUKODHCTAaHHAM IHIIMX AEKOPaTUBHUX MOTHBIB.
€Bpeficbki  TBOPIH KTy60T PaA0 TpUAHAAU IO
KOMITO3HIIfIHY MOAEAb apXiTeKTYpHOI THTYABHOI
CTOpiHKM™ 1 HAAIAMAM 1 TAUOMHHHMH €BPeHCHKUMHU
YSABACHHSIMH PO IIAKOO Ta MOAPYSKHE SKUTTL. BisTax
HAMAAbOBaHWI IOPTAA MII CHMBOAI3YBaTH “Opamy
npasepannx” (i3 Bipma: “Ocp Tocmopni Bopora,
TpaBeAHUKU HUMH BBifiayTs — Ilcaamm 118:20),
ab0 CHMBOAIYHMII Ilepexip AO ‘CBATOrO” SKHTTS
(Tepmin “sapyuunnu” B nepexaaai 3 ispury (kiddushin)
o3Havae “‘ocpstuenns”). Ha 6iabn BucOKOMy piBHi
iaest OMileHHSI IMAIOOHOTO AOTOBOPY B apXiTeKTyp-
He OOpaMAEHHS CHMBOAI3yBaAa HaMipu ‘TIOOYAOBH
AoMmy B I3paiai”, TO6TO CTBOpEHHS €BPENCHKOI CiM], i3
BiACHAQHHSM AO OTMCY Beciaas y kumsi Pytu (4:11).
Ao TOro X, SIK CBIAYMTD TOM CaMMIl Bipin (HaﬁqaCTime
LMTOBAaHMI BipIll B iTAAIACHKUX KTy60T) , A6 PyTu
i3 BoosoMm BipOyBcs 6iast BOpiT MicTa.

Y AeKOpaTHBHY paMKy BOYAOBAHO KOAbOPOBI Bise-
PYHKH — Bip KBITKOBUX Ta I€OMETPHUYHMX MOTHUBIB
AO CKAAAHMX IrypaTHBHHX CILeH. 300pakeHe y
SICKpaBUX KOABOPaX KBITKOBE TAO IAKPECAIOBAAO
PaAicHUM  AyX IHAIo6y, TOAL SK 1HIN eAeMeHTHU
PETEABHO AOOUPAAUCSI AASL TOTO, abU IOCHAMTH
3HAYYLIiCTh, IACOAOTiIO Ta €BpEUCBKi ipeaan, a
TAKOX TEPEXUBAHHSI N CTPAx, MOBSI3aHi i3 LUM
o0psiaom  mepexopy. Hampukaap, 3Haku 30piaky,
SIKi TIPUKPAIIAIOTh YHUCAEHHI KTY0OT, 300pakasn 3a
IepeKOHAHHAM, IO BiATIOBiAHE PO3TallyBaHHA 3ipOK
TapaHTYE MOAOAIM Hapi A06py Aoaro. Kpim 1poro,
A€Hb IIAIOOY 3aBXAM IpUIapaB Ha mepmni 15 aHIB
MiCAIld €BPEHCHKOrO MiCAYHOIO KaAEHAAPs, aAXKe,
32 HapOAHHMM HOBip’ﬂM, MOAOAUM MICSIb € A06PI/IM
3HAKOM POAIOYOCTI Ta 3aXUCTY. [HKOAM 3HAKM 30AiaKy
ACOINIOBAAM 3i CHMBOAAMM ABAHAAIISITHOX IAEMeH
Ispaiaro. Brepme Take OTOTOXXHEHHS 3adikCOBaHO
BAACHe y BeHenificbkux Kry0oT. Cepep iHmmx
CUMBOAIB 3 AABHbOI MHHYBIIMHHM TPaIASIOTHCA
Taki MOTHBH, K CBsIeHHA yTBap E€pycaAnMCbKOro
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Comprised of designs such as portals, gateways,
arches, broken gables, columns and capitals, the
architectural elements are clearly reminiscent
of Italian Baroque structures, or the renderings
thereof, in the decorative and minor arts (e.g,
street fountains, fireplaces, mirror and picture
frames, majolica plates). An immediate resource
that served the folk craftsmen was the illustrated
printed book - in particular the title page of the
book - which displayed fanciful architectural
frameworks embedded with other decorative motifs.
The Jewish makers of the ketubbot readily adopted
this compositional scheme of the “architectural
title page” and imbued it with deep Jewish concepts
related to the wedding and married life. The painted
portal could thus symbolize the “gateway of the
righteous” (based on the verse: “This is the gate of the
Lord, the righteous shall enter through it” - Psalms
118:20), or a symbolic passageway to the “sacred” way
of life (the term for “betrothal” in Hebrew, kiddushin,
literally translates to “sanctification”). On a higher
level, the idea of presenting an architectural design
as the frame to the marital agreement symbolized
the idea of “building a house in Israel” namely,
establishing a Jewish family, based on a reference
taken from the description of the wedding of Ruth
and Boaz in the Book of Ruth (4:11), which took place
at the city gate. This verse, which often surrounds the
architectural design, is one of the most frequently
quoted decorative verses in Italian ketubbot.

Embedded in the decorative framework were
colorful designs ranging from floral and geometric
motifs to elaborate figurative scenes. Painted in bright
colors, the floral background added to the jovial
spirit of the wedding, while the other elements were
carefully selected to enhance its meaning, ideology,
and Jewish ideals, as well as worries and fears at this
rite of transition. For example, the zodiac signs that
decorated many contracts were added in the belief
that the right constellation of stars is important in
bringing good luck to the wedded couple. Further,
the wedding day was always set for the first 1S days of
the Hebrew month (which is lunar), based on the folk
belief that the increase of the moon is a good sign of
fertility and protection. The signs of the zodiac were
at times associated with the symbols of the twelve
tribes of Israel, the first full appearance of which in
Jewish art is, in fact, on Venetian ketubbot. Other

Shalom Sabar

\

Xpamy, 3oxpema cemupameHHa Menopa, Cria
xAi6HOT skepTBH, 3oroTHit BiBrap Tompo. YsBHmIt
obpas camoro XpaMy - iHKOAM IIOMillleHHII B
ymMoBHOMYy €pycaaumi um papme “HebecHomy
Epycaanmi” — IPUCYTHIH B 3paskax KTy6oT Bip Pumy
Ao Benenii. O6pas Casiroro Micra 9acTo IomimaroThb
Ha BepIIMHI apKW, B TakKHil CIoci6 AOCAIBHO
iatoctpyroun Bipmi: “fkmo Tebe, E€pycaaume, s
3a0yay, Hexail  3abypeTbcsi  MOSL  AecHHI!
Hexait npuaumse sA3ux Mil A0 mipHeOiHHs,
KOAM Tebe s He 3rapaio, Koaum €pycaauMm s He
TOCTABAI0 TIOHAA HaiiBumy Mowo paaicts” (Ilcaamm
137: 5-6). Oxpim Toro, €pycasum Ocrannix AHiB
CAYT'YE iA€aAPHMM MicClleM, B $KOMY, BIiATIOBiAHO
AO MeCiaHCPKMX BipyBaHb €Bpe€iB, IIparHe >XHTHU
HOAPYAOKA.

OQiryparushi 306pa>KEHHH TAaKOXX BiA3HAYAAUCS
pisHOMaHiTHicTIO. Ha Aeskux 3 HuX mnpeacraBaeHi
CLIeHH CaMOrO BeCiAAs, HapeyeHa 3 HapevYeHUM,
nomyaspui  Miosoriumi mocrari  (Kymigom Ta
Benepa), a Takox aseropuusi o6pasu (ocobauso B
Pumi) 3 aArosisMu Ha izeaAu mArO6Y B iTaaifichkomy
Ta eBpeiichkoMy cycrmiabcrBax (mampukaap Concor-
dia maritale — “cimeiina 3aaropa”). OpHAK HaitbiAbITe
3aXONAIOIOTh OiOAIfiHI em30AH, YaCTO PpeTEABHO
niAi6paHi, apke IXHi repoi MaroTh Ti caMi iMeHa, 1o
i Moropa mapa. Tax, sikmo iM’st HapedeHoro Icaak,
kryba pempesentye cueny JKeprBompuHeceHHs
Icaaka; Ha wecrp imeni Ectep 306paxaan cueny, B
saxiit ap Kcepke xoponye Ecrepy. Aas iarocTpanii,
OTKe, 06HpaAH MOMEHTH HaMBHINOI CAAaBH IIUX
6i6aiitaux mocrareil. OAHAK UM He HalBaXKAMBIIIMM
AEKODaTHBHUM €AeMEHTOM OCOOUCTOro XapakTepy
6yan 300paxkeHHS Tep0OiB IMOEAHAHHMX IIAIOOOM
pOAMH, fAKi BMINIyBaAM Yy A€TAABHO BHUMAaAIOBaHMI
KapTylll, PO3TAIIOBAHMWM, SK IIPABHAO, B TOPIlIHIA
YacTHHI AOKYMEHTa, HEMOB CBO€EPIAHHMI BiHellb.
Xo4 iTaAificbkuM €BpesM OQIlifiHO He HaAaBaAU
IIASIXETCHKMX THUTYAIB, 3aMOXXHI POAMHM OOMpasu
POAHMHHI CHMBOAM I IPUKpAIIaAM HHUMH OCOOHCTI
IpeAMeTH II00YyTOBOIO Ta PEAIrifiHOIO BXKUTKY,
TUM CaMHUM HACAIAYIOUHM iTaAiMCPKMX HYBOPHIIIB
i masxry. Tax iarocTpoBaHi KTy6OT iTaAifichKHX
€BpEIB 3aCBIAYYBAAU iXHIO IHTETpallil0 B CYCIIAbCTBO
M KyAbTYpy TOrodacHoi ITaaii Ta BopAHOYAc MiATpH-
MyBaAM 1  IIAKpeCAIOBaAM  IXHIO  €BPEHCHKY
1AEHTHYHICTb.
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symbols from the ancient past include such venerated
motifs as the implements of the Temple of Jerusalem,
including the seven-branched Menorah, the Table
of the Showbread, the Golden Altar, and so on. A
fanciful image of the Temple itself appears in examples
of ketubbot from Rome to Venice, at times set in the
middle of images of Jerusalem, or rather “Heavenly
Jerusalem”. The image of the Holy City is commonly
set at the top of the archway, literally illustrating the
verses: “If I forget you, O Jerusalem, let my right hand
wither! Let my tongue cling to the roof of my mouth
if I do not remember you, if I do not set Jerusalem
above my highest joy” (Psalms 137: 5-6). According
to Jewish messianic beliefs, the Jerusalem of the end
of days was the ideal place for the new couple to live.

Figurative representations ranged widely as well.
Some depict contemporary scenes, the wedding
and the image of the bride and bridegroom, popular
mythological figures such as Cupid and Venus, as well
as allegorical figures (especially popular in Rome)
alluding to the ideals of marriage in Italian and
Jewish societies (e.g, Concordia maritale - “Marital
harmony”). Most captivating though, are biblical
episodes, often carefully selected because their
heroes bear the same names as the bridal couple.
Thus, if the bridegroom’s name was Isaac, the
scene of the Sacrifice of Isaac would appear, while
Esther would be honored by a scene showing King
Ahasuerus crowning her - that is, the biblical heroes
at their finest moments. Perhaps the most significant
personal design though, is the coats of arms of the
wedded families, which were inserted in an elaborate
cartouche, commonly at top center, crowning
the document. Though the Jews of Italy were not
officially granted titles of nobility, the wealthy families
adapted fictitious insignia and embedded them in
their personal Judaic objets d'art, imitating the Italian
nouveau riche and nobility. In this manner, the
illustrated ketubbot of Italian Jews expressed their
integration into contemporary Italian culture and
society, all the while keeping and emphasizing their
Jewish identity.



Aodamox

TexcT THIIOBOTO A OHOTO AOTOBODY.
Ilepexaap 3 apamericpkoi Ta iBputy Illaroma

ITa6apa.

Kry6a, Mopena, 1771

AbBiBCbKa HaIliOHAAbHA TaAepest MUCTENTB, iHB. N¢ P-68

Padicnuii ma seceauti 20min,
Cnisu m0400020 il MOAOOOT
[Epewmii 33:11]

YeTBepTOro AHS THXKHS, BOCBMOTO AHS MiCAIS
XelIBaHA POKY IT'SITh THCSY IT ITCOT TPUALISITH APYTOTO
Bia Corsopenns Csiry [=16 xoBras 1771 p.], sx
MU YHCAMMO TYT y MoaeHi, mo AeXuTb Ha pikax
Cexkxis i [TaHapo i1 Bopax AxepeA, KOXaHHM i MEAHI
MOAOAMM YOAOBIK [HapequHﬁ] Moiiceir Xaim, Hexait
BiH 1O6AYMTh CBOIX HAIAAKIB i XKUTHME AOBIO, CMH
IpeKpacHOro, MaHOBAHOIO ¥ MOBAXKHOIO IIOYECHOTO
PaBuna Amepa QaHo, Hexait obepirae ftoro I'ocmoas,
CKa3aB YeCHil i CKpOMHIM MOAOAM iHLi [HapedeHii]
IlepHi, AOHDIII BEABMUIIAHOBHOTO IIOYeCHOTo PaBuHa
I?Iocp@a Xait Haxmana, Hexait obepirae iioro Tocmops:
“Byab Mo€I0 ApyXHHOIO 3a 3akoHaMu MoticeeBuMu

Appendix

Text of a typical ketubbah.

Translated from the Aramaic and Hebrew by
Shalom Sabar.

Ketubbah, Modena, 1771

The National Art Gallery of Lviv, inv. no. P-68

The sound of joy and the sound of gladness
The voice of bridegroom and the voice of bride
[ Jeremiah 33:11]

On the fourth day of the week, the eighth day of
the month of Heshvan, in the year five thousand
five hundred thirty two since the Creation of the
World [October 16, 1771], as we reckon time here in
Modena, which is situated on the rivers Secchia and
Panaro and wells” waters, the beloved and pleasant
young man [bridegroom] Moses Hayyim, may he
see his descendants and live a long life, son of the
magnificent, respected and esteemed and honored
Rabbi Asher Fano, may the Lord protect him, said
to the honored and modest young woman [bride],
Perna, daughter of the exalted and esteemed, the
honored Rabbi Joseph Chai Nachman, may the Lord

i Ispaiato. A s 3 pomoMororw Hebec IpaIfOBATUMY,
IIAHYBaTHMy, TOAYBaTHMY, MATpPHUMYyBaTUMy
OASITaTHMY Tebe 3 3BUYAEM €BPEHChKUX YOAOBIKIB, SIKi
BipHO IIpaIIOIOTh, IIAHYIOTh, FOAYIOTD, MATPHMYIOTD
i opsraioTs cBOIX ApyxuH. I s aam T06i 200 3y3im
[TaAMyAMYHA YekaHKa| SK TOCAr 3a TBOK ILHOTY,
SIKUI HAaAeXUTbCS TOO1 32 3akoHOM Topm; a Takox
Ky, OASIT, OTPeOH i CIBXUTTSL, SIK BeAeTbCS Y CBiTi "
I 11 MoAOAQ He3aliMaHa HapeyeHa IlepHa moropmaacs
CTaTH APY>XHHOIO pocToitHoro Motices Xaima, Hexait
obepirae ioro Tocmops. I ocy mocar, sixuit BoHa
IpuHecAa 3 6arbkoBOro Aomy: 20 Aimpin duCTOrO
cpibaa [cTaHAAPTHA CyMa; PEINTY CTaTKiB HAPEYeHOT —
TOTiBKOIX), IOBEAIDHMMH  IPHUKPacaMH, OASTOM,
MeOASIMH 9M IIOCTIAAK0 — IPOIKCAAM B OKPEMOMY
AOKYMeHTi]. Morvicest XaiM, HapeyeHHi, HeXai
bepesxxe #oro Bor, moropuscs Ha 10 cymy i A0AaB
AO Hel 3 BAACHOro MaitHa cymy 20 Aimpix 49ucToro
cpibaa. Bipraxk moBHa cyma, 3asHadeHa B Liil KTYOi,
mocar i [AOGPOBiAbHHﬁ] AOAATOK, CKAapaioTh 40
Aimpin 9UCTOTO Cpibaa, a Takox 200 3y3im, sIKi € CYTTIO
kry6u [3a Taamysom]. Toai ckasaB Ham [cBipkaMm]
Aocroiinuit HapedeHuit Moriceit Xaim, Hexait obepirae
vioro Bor: “30608’s13aHHs Lji€l KTyOH, LIbOTO HOCATY
i [A06poBiAbHOIO] AOAATKY s mpmitmaro Ha cebe Ta
MOIX CITAAKOEMIIiB, i MAIO CIIAQTHMTH IX 3 HAHKpaIoi
YaCTHHU BCHOTO MAIHA, III0 HUM S BOAOAIIO, IH MOXY
3roAOM HabyTH, Ae 6 me He Oyao mip Hebowm, i 3i
3060B’I3aHHAMY [CTIpaBXHiMU 41 ocobucTiMu] a6o
6e3 Hux. Bip cbOropHi AAS criaaTu L€l KTy6H, nocary
1 AOAATKOBOI CyMH 6yAe 3aKAaAeHe BCe MOE MAMHO,
HAaBiTh MOS COPOYKA, 49X 32 MOIO JKMTTS, 49U IICAS
cMepTi’. 30008 s13aHHS i€l KTYOH, IbOTo II0Cary i Ijiel
AOAATKOBOI CyMM ITPUIHAB BUIIE3TAAAHUI AOCTOMHHI
Hapeuenuit Moiiceit Xaim, Hexait obepirae itoro Bor,

protect him: “Be my wife according to the statutes of
Moses and Israel. And I, with the help of heaven, will
work for, esteem, feed, support and clothe you as is
the custom of Jewish husbands who work for, esteem,
feed, support and clothe their wives faithfully. And I
will give you 200 zuzim [ Talmudic coinage] as dowry
for your chastity, which is due to you under the law
of the Torah as well as food, clothing, needs, and
cohabitation according to the way of the world.” And
this young virgin bride, Perna, agreed to become the
wife of the honorable Moses Hayyim, may the Lord
protect him. And this is the dowry which she brought
from her father’s house 20 litrin of pure silver [standard
sum; the real amounts in cash coinage, jewelry,
clothing, furnishings or bedding, etc. - would be listed
in a separate document]. Moses Hayyim, the groom,
may God protect him, consented to this amount and
added to it from his own assets the sum of 20 litrin of
pure silver. Thus the whole amount of this ketubbah,
the dowry and the [voluntary] additional sum, is 40
litrin of pure silver, exclusive of the 200 zuzim, which
are the very essence of the ketubbah [according to
the Talmud]. Then said unto us [the witnesses] the
honorable bridegroom Moses Hayyim, may God
protect him: “The obligation of this ketubbah, this
dowry and the [voluntary] additional sum I accept
upon myself and my heirs after me, to be paid from
all the best part of all my property that I now possess
or may hereafter acquire, wherever it be under the
heavens, and with or without obligations [real or
personal]. From this day forward, all my property,
even the shirt on my back, shall be mortgaged and
liened for the payment of this ketubbah, dowry
and additional sum, whether during my lifetime or

thereafter” The obligation of this ketubbah, this



3 CyBOPUM AOTPHMAHHSM KTyOOT Ta AOAAQTKOBHMH
CyMaMH, 3BUYHMMU AASL AOHBOK I3paiAto, BipmioBipHO
AO HACTaHOB HaIMX OAa’keHHOI IaM STi MYApeLliB.
LTro xTyby He caip crpuiMaTd sSK pOPMAABHICTD UM
HOBEepPXHEeBUI IOPUAUYHUI AOKYMeHT. My, cBiakH, sKi
MMATIMCAAUCS HIDKYE, 3aCBIAUMAH, IO IeH AOCTOMHUMI
HapeueHuit, Moriceit Xaim, Hexait o6epirae itoro Bor,
IIPUIMAE Ha KOPHUCTD LIiEI MOAOAOL [Hap eyeHoi | Ilepnu,
6AarocAOBeHHOI cepep JXIHOK HPUCYTHIX y wIaTpi,
yce, IO BUllle MPOMUCAHO M YTOYHEHO BiAIIOBIAHOIO
crartero. | BigTak yce [TyT mpommcane] € 4uHHEM,
TIOTOAYKEHHM i 060B S3KOBHM | AO BUKOHAHHS .

1) AaBHA, CHH HAIIOTO IIAHOBAHOTO BYHTEAS i
paBuHa, mokiitHOro Aspaama Icaaxa ra-Koena, Hexait
FI0ro ITaM SITh )KHBe Y IIPUHAACIIHbOMY CBiTi [Caipox].
2) Hocudp, cMH HAmOro IMIAHOBAHOTO BYMTEAS i
paBuHa, mnokiitHoro Iamameas Iaaiki 6aaxeHHOL
mam siti [ CBipok].
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dowry and this additional sum, was accepted by the
said honorable bridegroom, Moses Hayyim, may
God protect him, with the strictness established for
ketubbot and additional sums customary for the
daughters of Israel, in accordance with the decrees
by our sages of blessed memory. This ketubbah is
not to be regarded as a formality or as a perfunctory
legal form. And we, the undersigned witnesses,
have established the acceptance on the part of this
honorable bridegroom, Moses Hayyim, may God
protect him, in favor of this young [bride] Perna,
blessed of all the women in the tent, of everything
that is stated and specified above, with an article fit for
that purpose. And everythingis now valid, agreed and
binding.

1) David, son of our honored teacher and rabbi, the
late Abraham Isaac Ha-Cohen, May his memory live
in the world to come. [Witness]

2) Joseph, son of our honored teacher and rabbi, the
late Hananel Gallichi of blessed memory. [Witness]

Karaaor / Catalog



1. ITiza, 1694

IleprameHT, akBapeAb, YOPHHUAO;

84.2x51cm

Ha 3BopoTi BHU3Y AiBOpYY HaIUC YOPHUM YOPHHUAOM:
R.21

IuB. N2 P-66

Aarta maw6y: cepeaa, 4 Teera 5455 (= 22 rpyaHs
1694 poxy)

Hapeuennii: ABpaam, cun AaBupaa Menpeca Teaseca.

Hapeuena: pconbs PeBexa, poonbka Icaaka Hyneca
Opanko

ITocar: pazom 2 100 icrrancpkux Piezas de Ocho
Reales, 3 sxux 1 600 Piezas rorikoro, 150 cpibrmm
nocyaoM i 350 pyxoMuM MafiHOM Ta OCTIAbHOXO
6ianzHO0. A0OpOBiAbHUIT AOAaTOK — 1 050 Piezas
(To6To moaoBuHa mocary). 3araabHa cyma

30608’ s13anHs — 3 150 Piezas

Csipkn: 1) Hepo36ipauBoO

2) Cawmyia Kocra.

Hapeuennit mipmvicas nmepumm aarununero: To Abram
Telles afermo... (“SI, ABpaam Teaaec, miaTBepAXyIO
[HaBeaeHi Bume moAoxkenHs|”)

Llsa xryba € AOKYMeHTOM IpO WIAIG y cedapa-
cpkifi rpomapi Ilism. Tpaaumis mnpukpamasss
IAIOOHOTO ~ AOTOBOPY  OyAa  IIONIMPEHOI0  Ha
I6epificbkomy miBocTpoBi Bxke B CepepHbOBiudi, i
micast BurHanus 3 Icmanii (1492) espei npumecan i
i3 cobo0 A0 THX KpaiH, B AKUX OCEAMAHMCS, IJOHaM-
nepme — Ao Iraail. HeBeauxa eBpeficbka rpomapa
xwuaa B Ilisi Bxxe B CepeAHbOBiUYi, OAHAK KiABKiCTH
1i YAEHIB, a TAKOX il ABTOPUTET 3HAYHO 3POCAH ITiCAL
ykasy Beaumkoro Iepmora Tockancekoro Kosumo
Mepanyi, sxuii y 1593 poni 3anpocuB iHO3eMHHX
KyTLi{B, 0COOAMBO Mapanoc (BUMyIIEHHX BUXPECTiB-
cedapais) ceautrcs y Aisopro Ta B Ilisi B 06MiH
Ha [puBaOAMBI AAS HHX TIIpaBa # IpuBiAel
ITporosomeHHs IbOro yKady HPHBAOMAO 3HAUHY

KIABKiCTD ~ KymIiB-ceapaiB i3  poauMHaMu, 1o
IPH3BEAO AO 3POCTaHHA MiCTa SK BEAHMKOTO
ITAAIICPKOTO ~ TIOPTY 1  BaXAMBOTO  OCEPEAKY

€BPEMCHKOTO KUTTA.

42

1. Pisa, 1694

Parchment, watercolor, ink;

84.2x 51 cm

On the reverse, bottom left a handwritten inscription:
R.21

Inv. no. P-66

Date of Wedding: Wednesday, 4th Tevet, 5455 AM
(December 22, 1694)

Bridegroom: Abraham, son of David Mendes Telles

Bride: Dona Rebecca, daughter of Isaac Nunes
Franco

Dowry: Total of 2 100 Piezas de Ocho Reales

of Spain - of which amount 1 600 Piezas are in cash
money, 150 in silver utensils, and 350 in moveable
goods and bed linen. Voluntary increment:

1 050 Piezas (namely, half of the dowry).

Total obligation: 3 150 Piezas

Witnesses: 1) Unclear
2) Samuel Costa

Groom signed first in Latin letters: Io Abram Telles
afermo... (“I, Abraham Telles, confirm [the above
stipulations]”)

This ketubbah commemorates a wedding in
the Sephardi community of Pisa. The tradition
of decorating the marriage contract was already
flourishing in the Iberian Peninsula in the Middle
Ages. After the Expulsion from Spain (1492), the
exiled Jews carried this tradition with them to the new
countries where they settled - Italy, chief among them.
A small Jewish community already resided in Pisa in
the early Middle Ages, but it increased significantly
and became strong and influential following the
1593 edict issued by Cosimo de Medici, the Grand
Duke of Tuscany, which invited foreign merchants,
in particular Marranos (Sephardi forced converts) to
settle in Livorno and Pisa in exchange for favorable
rights and privileges. The promulgation of this
edict attracted many Sephardi merchants and their
families, leading to the development of the city as a
major Italian port and an important center of Jewish

life.




Sk i barato cedpapAcpKuX KTyOOT, 1jeffl KOHTPAKT
PO3AIA€HO Ha ABi YaCTHHH, IIOMIIlleHi Y AGKOPaTUBHY
MOABilHY apky. Bropi Hap Helo Hammc BeAMKHMHU
Aitepamm:  “Is A0OpUM 3HAMEHHSM Ta BEAHKHM
macrsav’. Ilpasuit 6ik AOKyMeHTa MiCTHTb TeKCT
BAACHE KTYOM, AiBUIl — OCOOAMBI IIAIOOHI yMOBH,
IO IX Y3rOAMAH 06HUABI poaunu. I mepmry, i Apyry
YaCTHHM CIHMCAHO THIOBUM CedapAChKO-EBPEHCHKIM
KyPCHBOM, AMIIIE TOYaTKOBI CAOBA ACAKHX Iaparpadis
BUAIAEHO KBappaTHMM MaiockyaoM. Ilepeaik ymos €
THIOBMM AASl €BPOMNENCHKUX CePapACHKHX IPOMap,
30KpeMa, IPOMMCAHO MOXAMBICTD CMEPTi OAHOIO
3 HOADYTIB e 3a XWTTS iHIIOTO 6e3 HApOAKEHHS
AUTHHM 1 Te, SIK Ile BIAMHE Ha DO3IOAIA CIAAKY.
OckiAbku cepapAll He IpHiMaAu 3a00pOHH Ha
noairamuicts (i  npummcyloTh  amKeHazbKOMY
pasunoBi Iepmomy 6en FOai, mo sxuB y X cr., i BOHa
BBA)XAETHCSI 00OB'I3KOBOIO AASL BCIX €BpeiB-allIKeHa3],
are He AAS cedapAiB), L0 yMOBY YacTO BHCYBAaAH
OKPEMHM IIOAOXEHHSM y 0ararbox ceapAChKUX
kry6ot. Tyt il mpomucaHo B MepIIOMY ITYHKTI, KU
3a00pOHSIE HApeYeHOMy OpaTH ApPYTy ApYXHHY
ab0 HAAOXKHHMIIO 0e3 3rop HapedyeHOl, a B pasi
IOpylleHHs 3a00pOHM BHMAra€ Bip HAPeUYEHOro
3AKOHHOTO PO3ipBaHHS WIAIOOY i CIIAATH HapedeHii
IOBHOI ‘CyMH 3000B'SI3aHHS, SIKy IepepbadeHO B
KTYOl.

IToaBiitHy apKy 03A00A€HO KOABOPOBUM KBITKOBHM
OPHAMEHTOM, IO MMIAKPECAIOE PAAICTD MOADYXKHIX
CBATKyBaHb. BepxHill 1leHTpaAbHUI KapTyII MiCTUTD
0i0AifiHe OAArOCAOBEHHS, INO CTOCYETHCS WIAIOOY
PeBexu, 6i0aifiHoi Te3ku Hapedenoi: ‘Ilpu Tomy
6aarocaoBran BoHH PeBeky i mpomosmam: Oit TH,
CecTpulle Hamla, CTaHb ThbMOI TUCAY: Hexait TBO€
MOTOMCTBO 3aiive Bopora cBoix Boporis!” (Byrrsa
24:60).
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As is common with many Sephardi ketubbot, the
contract contains the blessing “With a good omen
and great fortune” written in large letters. The text is
divided into two sections, set in a decorative double
archway - the right side contains the ketubbah text
proper, while the left includes the special nuptial
conditions agreed upon by the two families. Both
sections are inscribed in typical cursive Sephardi-
Hebrew script, and only selected initial words appear
in square capital letters. The set of conditions is typical
of the European Sephardi communities, dealing, for
example, with the eventuality that either the bride or
the bridegroom dies within the lifetime of the other
spouse without leaving a child and how this would
affect the distribution of their inheritance. As the
Sephardim did not accept the ban against polygamy
(attributed to the tenth century Ashkenazi Rabbi
Gershom ben Judah, and considered binding on all of
Ashkenazi Jewry, but not on the Sephardim), a special
condition to this affect is included in many Sephardi
ketubbot. Here it appears as the first one, stipulating
that the bridegroom may not take a second wife or a
concubine without the consent of the bride, or else he
shall divorce her legally, paying her the entire “total
obligation” specified in the ketubbah.

The double arch is comprised of and surrounded
by colorful floral designs, adding to the joy of the
wedding festivities. The upper central cartouche
contains a biblical blessing related to the wedding
of Rebecca, the namesake of the bride: “And they
gave Rebecca their blessing in these words: “May
you, sister, become the mother of millions! May your
descendants conquer the cities of their enemies!”
(Genesis 24:60).

Shalom Sabar




2. Aukona, 1728

IleprameHT, akBapeAb, YOPHUAO;
69,3x47,7 cm
IuB. Ne P-61

Aara maro6y: cepeaa, 29 xicaesa 5489 (= 1 rpyans
1728 poky)

Hapeuenmit: [1Iaymiia, cun mokiftroro Momrya i
[Macigixo (12°D7¥XDN), Hexail CIOYMBAE 3 MUPOM
(Aoca. “B paro”)

Hapeuena: B’sinkina, poonpka Moiicest Haxmana

ITocar: 1 700 scudi, 10 paoli da scudo, 3 sixux 1 200
roTiBKoo, 150 30A0TOM, KOIITOBHOCTSIMH i IIepAaMH,
a Takox 350 scudi'y BUTASIAL BOBHH, AbHSIHOT TKAaHUHH,
LIOBKY i OCTIABHOI 6iAM3HU. AOOPOBIABHIMIT

roAaTok — 340 scudi (20% nocary). 3araapHa cyma
306008 s13anHs — 2 040 scudi BkazaHoi BapTOCTi

Csiaxu: 1) Camcon, cun Monrya Moticest

Mopmnypro
2) Mamnaiax, cun Moiices [a-Koena

Micro AHKOHA, BaXXAMBHI iTaAIICBKMI MOPCBKHI
nopt Ha AppiatnuHoMy y36epesoki (paiton Mapke
B LeHTpaAbHit Iraaii), 6yB opHuM i3 wiAbHHX
OCepeAKiB iTaAilicbkoro eBpeficTBa. €IIMBH, paBUHU
Ta BYEHi LIbOTO MiCTa NMEPEeTBOPHAU MOTO HA OCIAOK
eBpericbkol Hayku. Ilonmpu HeNmpHXMABHY MOAITHKY
TAIICHKOTO ypsiay (AHKOHA B Toit 9ac 6yAa 4acTHHOIO
“Tlarchkux BOAOAIHD”), POMaA MPOIBiTaAR, i MicTO
IPUBAOAIOBAAO OAraTbOX €BpeiB IYAOBHMH IOPTAMH,
SKHAWKpamle MOPUCTOCOBAHUMHU AASL  3aMOPCBHKOI
TOpriBAl. €Bpeficbki Kymii AHKOHM IepeBasKHO
TOPIyBaAM Ha MaTEPHKY, aAe TaKOX i 3 OCTpOBaMH
(oco6amBo 3 Kopdy B Ipenii) Ta Aesantom. Kyasrypri
AOCSITHEHHSI TPOMAAU 3HAMIIAU CBOE BiAOOpaXKeHHs
y BHIIYKaHHX CpiOHHX BHpPO0AaxX, pOBKIIIHHX
CHMHArOraX, IAIOMiHOBAaHMX €BPEHMCBHKUX PYKOMHCAX
Ta IAIOCTPOBAHHX KTY0OT. AHKOHA CTaAd OCHOBHUM
IIeHTPOM Ijboro MucTenTBa. Came TYT 3aMOXHi eBpei
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2. Ancona, 1728

Parchment, watercolor, ink;
69.3x47.7 cm
Inv. no. P-61

Date of Wedding: Wednesday, 29th Kislev, 5489 AM
(December 1, 1728)

Bridegroom: Shlumiel, son of the late Joshua Di
Pacifico (12°9°¥X91n), may he rest in peace (literally
“in paradise”)

Bride: Bianchina, daughter of Moses Nachman

Dowry: 1 700 scudi, 10 paoli the scudo — of which
amount 1 200 in cash money, 150 in gold, jewelry
and pearls, and 350 scudi in clothing items of wool,
flax and silk, and bed linen. Voluntary increment:
340 scudi (20% of the dowry). Total obligation:

2 040 scudi of the said value

Witnesses: 1) Samson, son of Joshua Moses
Morpurgo
2) Mazliach, son of Moses Ha-Cohen

The city of Ancona, an important Italian seaport
on the Adriatic coast (region of Marche, central Italy),
was one of the leading centers of Italian Jewry. The
yeshivot, rabbis, and scholars of the town made it a
center of Jewish learning. Despite the unfavorable
policy of the papal government (Ancona was part of
the “Papal States” at the time), the community
managed to prosper. Many Jews were attracted to
the town, which offered them excellent harbor
facilities for overseas commerce. The Jewish
merchants of Ancona not only conducted business
inland, but also with the islands (especially Corfu in
Greece) and the Levant. The cultural achievements
of the community are likewise reflected in the attrac-
tive silver objects produced locally, the beautiful
synagogues, the illuminated Hebrew manuscripts,
and illustrated ketubbot. In fact, Ancona has
become an important center of this art form. It was
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BUTPAYaAU HACTIABKH 6araro rpoiueil Ha 03A00AeHHS
KTy60T AAsL CBOIX HAIIJAAKIB, IO OYiABHMKH IPOMaAU
OyAn 3MylIeHi OTOAOCUTH OOMEXeHHS Ha CyMy, SIKY
AO3BOASIAOCS] BUTPATUTHU Ha BUTOTOBAEHHS KTYOU.

O3p00A€HHA ~ IIBOTO  KOHTPAKTy  BHKOHAB
TAAQHOBUTHH HAapPOAHMM MHUTeNb i3 YBOKHUM AO
AeTaAeii OKOM. Y rOpilllHiZl YaCTHHI apKyIlI IIepraMeHTy
03A00A€HO KIAEBHAHOIO aPKOI0, SIKY IAKPECACHO
AekopaTuBHMM  KoHTypoM.  Illmpoxa  pama,
3AIIOBHEHA PEAAICTHYHO 300paKEHUMH TEHAITHUMHU
KBiTaMU — TBO3AMKAMH i TPOSHAAMH, SIKi OTOYYIOTh
IIoMapaH4yeBUI KOHTYp BHYTpilIHbOI apku. Bepxisky
paMu yBiHYye KBITYaCTMH BiHOK, Hap SKHM AiTae
MeTeAHK. YCepeAuHi BiHKA BIHCaHe OAAaroCAOBEHHS:
“3 AOOpHM 3HAMeHHSIM i IOOAKAHHAMH BEAHKOTO
IIACTS HapeyeHOMY 3 HapeyeHoIo i BcboMy I3paiaesi.
Awminb! Hexait 6yae Tak” (ocTanHio $pasy HaBepeHO
B abpesiarypi). O3A06A€HHS TAaKOTO CaMOIO THILY
BIAOMi 3 HU3KH {HIIMX AaHKOHCBKUX KTYDOT, OAHY 3
sxux (1723 pix, Huni 36epiraeTncs B Mysei Ckep6oa
y Aoc AHA)KeAeCi), 04YeBUAHO, BUKOHAB TOM CaMHH
MHUTELb.

ToAOBHHMIT TeKCT y TrOpIlIHINA YacTHHI KTyOH
HAIMCAHO KAAirpadiyHMM KBAaAPaTHUM €BPENCHKUM
mpHPTOM, a HIDKHIO YaCTHHY, KA MIiCTUTDH IHepeAik
CIIeIAAbHHX YMOB, BHKOHAHO APIiOHHM KypCHBOM.
TunoBuM AAs AHKOHH € Te, IO Cepep YMOB KOHTPAKTY
€ ocobamBuil maparpad — 6par HapedeHoro, lepaais
Macipiko, 3060B’si3yBaBcsi BUKOHATH xdAiyy. Lle
O3HAYAE, MO B Pasi, AKIO HAPEICHUH IIOMPE 33 XUTTS
CBOEI APY>KUHH i 3aAMIINTS T 6e3AITHOIO, BAOBA i OpaT
ii YOAOBiKa BUKOHAIOTh LIEPEMOHIIO, IO 3BIABHMTD Ii
Bip 6i6AiiTHOrO 060B'13Ky OApY>)UTHCS 3 HUM. O6HABA
cBiAkM OyAn AoOpe 3HAHMMM paBUHAMM B AHKOHI,
a pasun Camcon Mopmypro (1681-1740) 6ys
BHAATHHM AiKapeM, AiITEpaTOPOM Ta AITYPTriCTOM.

Iarom Labap

48

in this town that wealthy Jews spent so much money
on decorating the ketubbot of their offspring that the
leaders of the community were forced to announce a

limit on the amount one is allowed to spend on the
making of a ketubbah.

A talented folk artist with a keen eye to details ex-
ecuted the decoration of this contract. The parchment
sheet was trimmed atop with an ogee arch, which is
enhanced by the decorative border. A wide frame filled
with delicate, life-like flowers, such as carnations and
roses, surrounds an inner orange linear arch. A floral
wreath, over which hovers a butterfly, crowns the top.
The wreath contains the following blessing: “With a
good omen and great fortune to the bridegroom and
bride and all of Israel, Amen! So let it be” (the last
phrase is abbreviated). The same type of decoration
is known from several other Ancona ketubbot - one of
which, dated 1723 and preserved at the Skirball Mu-
seum in Los Angeles, was obviously executed by the
same artist.

While the main text in the upper section is
inscribed in calligraphic square Hebrew script, the
bottom section with the special conditions is in
tiny cursive script. As was typical in Ancona, the
contract conditions include a very special clause - the
brother of the bridegroom, Gedaliah Pacifico, takes
upon himself to perform a halitzah - namely, should
the bridegroom die in the bride’s lifetime without
a child, the widow and her husband’s brother would
perform a ceremony that would release her from the
biblical duty to marry him. Both signatories are well
known rabbis of Ancona. Rabbi Samson Morpurgo
(1681-1740) was a noted physician, author and
liturgist.

Shalom Sabar




3. AiBopHo, 1735

ITepramenT, akBapeas, 30A0Ta pap6a, YOPHHAO;
81x54 cm
IuB. N° P-67

Aara maro6y: cepeaa, 14 nicana 5495 (= 6 xsirHs
1735 poxky)

Hapeuennii: Ananis Mazaab Tos, cun Icaaka bonai

Hapeuena: coubs Masaab ToB, AOHbKa HOKiFHOTO
Harana Enpixeca, xat ciounBae 3 MEpoM

Iocar: 680 icnancekux Piezas de Ocho Reales, 3
sxux 480 roriskoro i 200 mocTiAbHOI 6iAM3HO0

i korroBHOCTSIME. AOOPOBiABHMIT AOAATOK — 340
Piezas (50%). 3araapna cyma 30608 sa3anms — 1 020
Piezas i3 Ha3BaHOI I1iHK

Ciakn: 1) Emanyia (2) Xait, cun ABpaama
2) Moticeit, cur Coromona dpanko

€spericbka rpoMapa AiBopHo 6Oyaa 3acHOBaHA
nopisHsaHo misHo. Y 1593 poni Beamxumit Kusasp
Tockancekmit  PeppuHanp I mporoaocus  craryT,
Bisomuit sIK “AiBOpHiHA, B SIKOMy 3aIpOIIyBaB
‘Atopeit 3 ycix Hapoais” oceasTucs y AiBopHO Ta B
[Tisi (AmB. cTaTTIO KaTaAOI'y, MPUCBSYEHY KTy6i 3
Ilisn). CraTyT rapaHTyBaB BUMyIIEHUM BUXPECTaM-
eBpesM (MapaHOC) IPaBO IMOBEPHYTHCS B IOAQI3M,
IIOBHY CBOOOAY BIpOBHM3HAHHS i HaBiThb MOXAMBICTD
OTPHMATH TOCKAaHCbKe I'POMAASHCTBO. 32 KOPOTKHI
NpOMDKOK — 4acy  cepapp  AiBOPHO  AOCATAM
IpOLBiTaHHS, 0O NPOBAAMAM BEAMKY TOPTiBAIO i
CleliaAi3yBaAMCsS Ha HM3LI BaXAMBHX TIaAy3el,
AAS TIPMKAAAy, Ha IMIOpPTI KOpaAiB, a TakoX Ha
BUPOOHULTBI MUAQ ¥ Tarepy. AOIOMOTIAY IM y LibOMy
i MiLHi ceCTPHUHCDKI 3B'SI3KH 3 IHIIMMU CePapACHKUMU
rPOMAajaMH Y  BEAMKHX TOPTiBEABHHX IOpTax
Cepepsemuomop’s.  Eaita  AiBOpHCBKOI  IrpoMapu
diHaHCyBaAa BHIOTOBAGHHS IIMIIHO O03A00AEHHX
KTy0OT, BIATAK MICTO CTAAO BaKAHBUM OCEPEAKOM
IIbOTO Pi3HOBUAY EBPEFCHKOTO MUCTELTBA.

3. Livorno, 1735

Parchment, watercolor, gold paint, ink;
81x54 cm
Inv. no. P-67

Date of Wedding: Wednesday, 14th Nisan, 5495 AM
(April 6, 1735)

Bridegroom: Hananiah Mazal Tov, son of Isaac
Bondi

Bride: Dona Mazal Tov, daughter of the late Nathan
Enriques, may he rest in peace

Dowry: 680 Piezas de Ocho Reales of Spain — of
which amount 480 in cash money and 200 in bed
linen and items of jewelry. Voluntary increment:
340 Piezas (50%). Total obligation: 1 020 Piezas
of the said value

Witnesses: 1) Emanuel (2) Hai, son of Abraham
2) Moses, son of Solomon Franco

The Jewish community of Livorno was founded
relatively late. In 1593, Grand Duke Ferdinand I of
Tuscany issued a charter called the Livornina, inviting
“people of every nation” to settle in Livorno and
Pisa (see the Pisa entry). The charter guaranteed the
forced convert Jews (Marranos) the right to return to
Judaism, full religious liberty, and even the possibility
to receive Tuscan citizenship. Within a short period
the Sephardim of Livorno flourished, conducting
large-scale business, specializing in several important
industries such as the import of corals, and the
manufacture of soap and paper, also enabled by their
strong brotherly connections with other Sephardi
communities in the major commercial ports of the
Mediterranean. The elite of the Livorno community
sponsored the production of richly illustrated
ketubbot, making the city a leading center of this
Jewish art form.

This large Livorno ketubbah was apparently larger
in the past; a narrow strip of its exterior border
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MosxArBO, B MHHYAOMYy I BeAMKa KTyba 3
AiBOpHO Maaa mie 6iAbIIi pO3MipH; BY3bKY CMYXKY 3
1i 30BHINIHBOTO NEPHUMETPY 3TOAOM 3 HE3PO3YMIAUX
npuduH 00TsTO. TeKCT 0OpPaMAIOIOTH WIICTh KOAOH,
IOBUTHX 30AOTUMHU CTPIYKaMH, i3 AEKOpaTUBHUMHU
yepBOHUMU 6Oasamu i Kamiteasmu. Hap xoroHamu
HAIIIC apaMefichkoio: “3 AOOpHMM 3HAMEHHSMH i
o6KaHHAME BeAnkoro macts.” Sk i Ha kTy6oT, mo
noxoparh i3 Ilism Ta iHmMX cedapACbKHX rpoMap,
TEKCT PO3AIAGHO Ha ABI YaCTHHM: CaM AOTOBIp —
IIPaBOPYY, a 0COOAMBI YMOBH — AiBOpyd. BiabmiicTs
IYHKTiB HOBTOPIOIOTh YMOBH Ii3aHCHKOTO AOTOBOPY
(aus. Bume). OpHA 3 AOAQTKOBHX yMOB Iepepbadac
TaKe: AKIIO HAPEYEHUI IePeA HAPOAKEHHAM AMTHHH
CepHO3HO 3axBOPIE, “BIAIIOBIAHO AO AlarHO3y HOTO
Aikaps,” TO OyAe 3000B'S3aHMII HAAATH HapedeHilt
3aKOHHMI AOKYMEHT IIPO PO3AyYeHHs, IO 3BiAbHMTD
il BiA 00OB'I3Ky OApYXyBaTHcs 3i CBOIM AiBepoM
(srigHo 3 6i6aiitHuM 3aK0HOM — AMB. BroposakoHHs

25:5).

TopimHa 4acTHHA KOHTPAKTy 3alOBHEHA KBiTaMu,
3aBUTKAaMH Ta Ba3aMu. Y KBIiTKOBe TAO BIIMCAaHA
Iapa JKOBTUX A€BiB, IO TPHUMAKOTh KapTyml i3
BIIMCAHOK Imapadpasoro Bipma: ‘60 M HpUALAK
B penb cBarkosuit” (1 Camyira 25:8). Uucaose
3HaueHHs AiTep Aae B cymi Ao 490 (Beamka 6yksa
6eT, meHo, mo3Hayae 200), 1o, MOXAHBO, € HATAKOM
Ha eBpeiicbkuit pik [S] 490 (=1730), xoua ue Ha
I'STb POKIiB paHime ¢QakTmuHOi AaTh. Hap aeBamu
300paXeHO IApy OrOAEHHMX TepPAAbAMYHHX ITYTTi 3
TpybaMH, a Hap IXHIME FOAOBaMHU pO3MiljeHa BEAUKA
KopoHa. HIDKHIO IOAOBHMHY I1bOrO 300pakeHHs
3aMAABOBAHO IpyOuM mapoM $apbu, mo 3aKpHUBaE
NOYaTKOBI MAAIHKHM i3 NApol0 NTaXiB Ta iHIIMMH
MOTHBaMU (1x BAAETbCS  iAeHTHIKyBaTH, AKIIO
AVIBUTHCS. Ha IIEPraMeHT IPOTH SCKPABOIO CBITAQ).
IJi maAroHKH BiAOMi HaM 3 IHIIMX AiBOpPHIMCHKHX
kry60T 30-50-1x pokiB XVIII cToAiTTs, AesiKi 3 HUX,
BOYEBUADb, CTBOPIOBaB TOHM cammil Maiicrep. OpHak
3aAMIIAETHCS 3aTAAKOI0, 3 AKMX MPUYMH IO AIASHKY
IlepraMeHTy 3aMaAroBaB (apOor aBrop KTybm abo
XTOCh iHIIMI HEBAOB3I MiCAS il BUTOTOBAEHHS.
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was trimmed for a reason unclear. Six pillars with
ornamental gilt stripes, decorative reddish bases and
capitals frame the text. A blessing in Aramaic appears
above the pillars: “With a good omen and great
fortune.” Asin the ketubbot of Pisa and other Sephardi
communities, the text is divided into two sections - the
ketubbah proper at right and the special conditions
at left. Most of the conditions repeat those listed in
the Pisa contract (see above). One of the additional
conditions stipulates that should the bridegroom,
prior to having a child, contract a serious illness, “in
accordance with his physicians’ diagnose” - he must
provide her with a legal bill of divorce that will release
her from the obligation to marry her brother-in-law
(in accordance with biblical law - see Deuteronomy

25:5).

The upper section of the contract is filled with
flowers, tendrils, and urns. Embedded in the floral
background is a pair of yellowish lions supporting a
cartouche inscribed with a paraphrase of the verse
“since we come at a festive time” (1 Samuel 25:8).
The numerical value of the letters cited amounts to
490 (the large letter bet apparently implies 200),
which possibly alludes to the Hebrew year of [5]490
(=1730), though it is short five years of the actual
date. Above the cartouche appears a pair of nude
heraldic putti blowing trumpets with a large crown
hovering over their heads. The lower part of this
section is painted with a heavylayer of colors, covering
the original designs featuring pairs of birds and other
motifs, which, though they can barely be identified
when the parchment is held against bright light,
are known from parallel Livornese ketubbot of the
1730’s-1750’s, some of which apparently are drawn
by the same hand. It remains a mystery, however, why
this area was covered either by the original artist or by
another hand that followed him shortly thereafter.

Shalom Sabar
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4. Moaena, 1771

ITeprameHT, BUTHHAHHS, AKBapeAb, YOPHHUAO;
78,5x57 cm
Ius. Ne P-68

Aata mar0y: cepeaa, 8 xemsana 5532 (=16 sxoBTHA
1771 poky)

Hapeuennii: Moiiceir XaiM, cua Amepa Qano
Hapeuena: Ilepna, coonbka Mocuda Xait Haxmana

ITocar: 20 litrin uucroro cpibaa; A0OOpOBiAbHMI
Aoaatok — 20 litrin. 3araapbHa cyma 30608 si3anHs — 40
litrin qucroro cpibaa

Caiaku: 1) AaBup, CHH IOKifHOTO Aspaama Icaaka
la-Koena
2) Uocud, cun nokiiinoro Xananeas [aaaixi

Ile naftormaTHimwi i HAUIIHHIIINE 3 MECTELIBKOTO
IOTASIAY IIAIOOHMI KOHTpakT 36ipxu. Buxonasers
uiei xTybW, mo3a CyMmHiBOM, OyB TAaAQHOBUTHM
PEMiCHHKOM, IO BOAOAIB BUHSATKOBHMH 3AIOHOCTAME
BUPIi3aTH HOXKEM Ta HOXHISAMH ACAIKaTHI Bi3epyHKHU
i kpuxiTHi ¢irypatuBHi cueHku. MiucTenTso
IANepPOBUX BHUTMHAHOK IIOMMPHAOCA Y  HH3LI
€BPENCHKUX TIpPOMap, IIEPEBAKHO — Y  CXiAHIR
€Bpormi, ase BIiAOMi TakoX BHTOHYEHi 3pasKu i3
cedapacbkoro cBiTy, 3okpema 3 Iraaii. Ha Bipaminy
Bip cxipHOI €Bp01’II/I, A€ TOAOBHMM MaTepiaAOM
AAS BUTHHAHOK OyB mamip, €BpercbKi peMiCHHKH
ITaaii xopucTyBaAMcs LYIKIIUM IIepraMeHTOM i
NEePEeBaXHO BHIOTOBASAM 3 HBOTO ABa  THIIH
AiTypriitaux npeameris: cyBoi Ecrepu (A cBaTa
Ilypim) i maro6Hi kouTpaxtu. CyBoi i KOHTpaKTH 3
eAeMEeHTaMM BUTHHAHOK BUTOTOBASIAM Y MaKCTEPHAX,
IO 0COOAMBO IPOLBITAAU B APYTift moaoBuHi XVIII
CTOAITTS Y TPbOX iTaAilichbKkuX MicTax — AHKOHI, AyTo
Ta MoaeHi.

Kaairpadiynuit TeKCT B 0OAHY KOAOHKY IOMIIIIeHO B
IIeHTpi NPSIMOKYTHUKA Ha IIePraMeHTi 3 XBUASCTUMHU
pameHamu i 1ubyaenopibHIM BepmkoM. BHyTpimmHs
paMKa CKAQAAETBCS 3 AXYPHOTO IO30A0YEHOTO

4, Modena, 1771

Parchment, cutout designs, watercolor, ink;
78.5x57 cm
Inv. no. P-68

Date of Wedding: Wednesday, 8th Heshvan, 5532
AM (October 16, 1771)

Bridegroom: Moses Hayyim, son of Asher Fano
Bride: Perna, daughter of Joseph Chai Nachman

Dowry: 20 litrin of pure silver; voluntary increment:
20 litrin. Total obligation: 40 litrin of pure silver

Witnesses: 1) David, son of the late Abraham Isaac
Ha-Cohen
2) Joseph, son of the late Hananel Gallichi

This is the most luxurious and artistically attractive
marriage contract in the collection. The maker of
this contract was obviously a gifted craftsman, with
exceptional skills to create delicate cutout designs
and even tiny figurative episodes by means of knife
and scissors. The art of papercut flourished in several
Jewish communities, chiefly in Eastern Europe, but
sophisticated examples are known from the Sephardi
world as well - Italy in particular. Unlike in Eastern
Europe where paper was the main medium for this
craft, Italian-Jewish craftsmen used the more stable
parchment and created two main types of liturgical
objects with it: Esther scrolls (for the Purim holiday)
and marriage contracts. The cutout scrolls and
contracts were produced in workshops that flourished
especially in the second half of the eighteenth century
in three Italian towns: Ancona, Lugo and Modena.

The calligraphic single text column is set in the
center of a rectangular piece of parchment with
undulating shoulders and a bulbous top. The inner
frame is comprised of a cutout gilt Hebrew blessing
for the bridal couple and the entire Jewish community.
The display inscription is engulfed by cutout floral
designs, and in the four corners, allegories of the four
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HAIHUCY: 6AATOCAOBEHHS MOAOAIi mapi Ta IHAIA
eBpeiicokiit rpomapi (iBpurom). Hammc ortoueno
BUTATMMU KBITKOBUMHU OpHAMEHTaMH, B YOTHUPbOX
KyTax 300paxkeHi aAeropmui ¢irypx YOTHPHOX
mp pPOKy BIATIOBIAHO AO TPAAHMINHM iTaAifICBKOTO
AEKOpAaTHBHOTO MMCTeLiTBA TOro dacy: Becma -
KiHKa, mo 36umpae KBiTH (TOpimHiNl mpaBuil KyT);
AiTO — TTOCTaTH, 10 JKHE MIIEHHII0 (ropimniﬁ AiBmZ) ;
3uMa — YOAOBIK, IO CHAUTb y Kpicai i rpie pyku
6irs Beauxoro Boramma (AoAinmHii Aisuir); Ociap —
YOAOBIK, IO IPAIFOE Ha BHHOTPaAHUKY. ITo obupBa
6oxu Bia 11i€l BHYTpIIIHBOI paMKH PO3MIIEHO By3bKi
CMYTH 3 ABAaHAAIISITHOMA 3HAKaMU 30AiaKy — IIO IIcTb
3 KOXXHOTO 00KY. AeAiKaTHO BUPi3aHi 3HAKH YKAAACHO
He 32 PIYHMM IL[MKAOM, a 3a IIAPAAEASMH, BIATIOBIAHO
Ao crienuiky 3HaKy: Aesa (3ropu crpasa) moMimeHo
napmporu OBHa (3ropu 3AiBa), OCKiAbKM BOHH
060€ ccasui. Bopnouac, Tepesu 3 mpasoro 6oxy
IpOTUCTOSITH Pr6am 3 AiBOrO, OCKIABKH 0OHMABA 3HAKH
300paXKYIOTh IIAPHHIT €AEMEHT.

3OBHINIHS pama, sIKa HACAIAye OOpHC IepraMeHTy,
barato 03p00AeHA OIOAIMHHME eIi30AAMH, TePaAb-
AMMHMMM 3HAKaMM, HalucaMH i (QAOPUCTUYHMMHU
MotuBamMu. CKpaiiHs 30BHIIHA paMa MiCTUTD LUTATy
3 Dibaii, BmucaHy sCKpaBO-YEPBOHHMHU AiTEpPaMH.
Le - Bipmi 3 kauru Pytu (4:11-12), mo nepeaatots
0AarocAOBEHHS POAIOYOCTI B iM'st MaTepiB Ispaiato,
sike 6yAo mporoAoureHo Ha Beciaai Pyru Ta Boosa.
Ile 6AarocAOBeHHs OTOYye BHYTPIIHIO pamy i3
KOAbOPOBHMMH 3aBUTKAMH i KBiTaMU, Ky IIEPEPUBAKOTH
¢iAirpaHHO BUTATI KapTymli 3i CLeHAMHM 3 SKMTTS
Aasupa ta Cosomona. Crpasa mocepepuHi 6adnmo
emizop mepeMorn AaBuUAQ Hap AeBOM, SIKHMI BiH
nepenoBipaB napesi Cayay. 300paxkeHHiT y BUIASAL
ImacTyxa 3i cBOIM crapoM, AaBup BOOPIOE AeBa, a Haa
CLIeHOM0 BIHMCaHO tuTary “S xamas #oro [aeBa] 3a fioro
rpusy” (1 Camyira 17:35). Ilapaneabnuit kaprym
3AiBa 300paxkae ABi CLjeHH — Bropi 6a41Mo, IMOBIpHO,
MOAOAOTO AABHAQ, IO CTOITh Iepep Hapem Cayaom
(BiH CHAUTD 3 KOPOHOIO HATOAOB | OXOPOHIIEM TTO3aAY ).
LTap 36mpaerncs BipicaaTn AaBuaa Ha 6iit 3 [oaiadpom.
Ha poaimubomy 306paskeHHI AaBUA OCTAE yiKe MICAS
Toro, sik nmepemir [oaiada: BiH TpuMae HOro roAosy,
a 00e3roaoBAeHe TiAO AexuTh 3AiBa. CympoBipHuMi
Bipm xaxe: “Bim [AaBup] ... BiaTAB flomy roaosy”
(1 Camyiaa 17:51). 3uusy B yeHTpi posmimeHa me
OAHA CIIeHa, PeTEeAbHO BUOYAOBAHA i BUPi3aHa, IO He
AO3BOASIE KOMITO3MINii po3mapaTHcs Ha pparmenTy. Ha
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seasons appear, as was common in Italian decorative
arts at that time: Spring — a woman picking flowers
(upper right); Summer - a figure reaping grain (upper
left); Winter —aman seated in an armchair warming his
hands at a large fire (lower left); Fall - a man working
in a vineyard (lower right). This inner frame is flanked
on both the right and left by a narrow strip depicting
the twelve signs of the zodiac - six on each side. The
delicate cutout signs are not arranged according to the
year cycle but in parallels according to the theme of
the sign - for example Leo (top right) is set against
Aries (top left) — as both are mammal animals, while
Libra at right parallels Pisces at left — for both signs
depict a twin element.

The exterior frame, following the outline of the
parchment, is rich with biblical episodes, heraldic
insignia, inscriptions, and floral motifs. The outermost
frame bears a quote from the Bible in red display
letters. These are the verses from the Book of Ruth
(4:11-12), relating the blessing of fertility in the name
of the Matriarchs, given at the wedding of Ruth and
Boaz. This blessing surrounds an inner frame with
colorful tendrils and flowers, interrupted by delicately
cut out cartouches containing narrative episodes
from the lives of David and Solomon. At center right
is the victory of David over the lion, as he narrates it
to King Saul in 1 Samuel. David is shown a shepherd
with his flock as he slays the lion, and over the scene
appears the quote “I seized it [the lion] by its hair” (1
Samuel 17:35). The parallel cartouche at left depicts
two scenes — atop is possibly young David standing
in front of the crowned seated King Saul, behind
whom stands a soldier. The king is apparently about
to send David to the battle against Goliath. Indeed,
the bottom episode shows David after he beheaded
Goliath - holding his head while his headless body is at
left. The accompanying verse is “He [David] cut offhis
head” ("1 Samuel 17:51). At bottom center appears a
carefully constructed episode so that the cutout scene
does not fall apart. It depicts the story of the Judgment
of Solomon (1 Kings 3:16-28), with the King seated at
right with one armed soldier behind him, and another
in front holding the baby upside down, while the two
women claiming to be the mothers stand at left.

Finally, in the bulbous top center, set in a delicate
cutout floral frame, appears a cartouche with a pair
of coats of arms. At right, the emblem consists of
a dove approaching a hanging lamp resembling an

e®,

.y e




Hiit 306pakena icropis npucyay Coaomona (1 Llapis
3:16-28): Llap cuauTh paBopy, 3a HAM CTOITb OAMH
030pO€HUiT BOIH, a IIOIepeAy iHINMI BOIH TPHMA€E
AUTHHY AOTOPHM HOTaMHM, a ABi XKiHKH, KO)KHa 3 SKHX
HA3HUBa€e cebe MaTip’10 AUTHHH, CTOSITb AIBOPYY.

Hapemri, y nenrpi nubyascroro Bepmika, OTO-
YEHOTO AEAIKATHO BHPIi3aHOI0 KBiTKOBOIO PaMKOIO,
pPO3MIIIEHO  KapTym i3 ABOMAa TIepaAbAUYHUMH
muramu. Ha muti mpasopyu 3o6paxkeHa roay6ka,
oo IAAeTiAA A0 TIABICHOI AaMITapW; Ha IUTI
AiBOpyY 6auuMo Tpu 30pi Ha 3AuOAeHHM AeBoM. LIi
repbu, MMOBIpHO, pempeseHTyOTh popunn daxo
(mapeuenoro) Ta Haxman (HapeueHoi) BiaTIOBipHO,
OAHAK TaKe IIOEAHAHHS eAeMEHTIB Ha 0OMABOX repbax
He TPAaNASETbCA B IHIIMX iTAaAIMCHKO-EBPEMCHKUX
3paskax. [Tocrae cyMHiB, 4u 1ji 300pakeHHs ePBiCHO
IPU3HAYAAUCS CAMe AASI LIHX POAHH. AO TOTO )X, 00paHi
0i6AifiHI emizopn 0e3mocepeAHBO He BIACHAAIOTDH
AO HapedeHOro, iM'st sikoro He AaBup i He COAOMOH.
Ay>ke IMOBIPHO, IO Lje MUCTeL[bKe 0OpaMAeHHS OyAO
CIIOYATKY CTBOPEHE AAS APYTOI ITAPH, A TOTIM AKUMOCh
YUHOM (Ao CBATKYBAaHHS BECIAAS i 3 AOAABaHHAM
BIATIOBIAHOTO TeKCTy) 6yA0 HPI/IA6aHe i BUKOpHCTaHe
IHIIMMK pOAMHAMM.

BpemrTi-pemr, 1 npekpacHMNl iAIOCTPOBaHHUH
€BPENICbKUI IIAIOOHHI KOHTPAKT, IO AEMOHCTPYE

PO3KBIT 1ji€i popMu MHUCTeNTBa cepep e€BpeiB ITaaii y
XVIII croaiTTi.

IIarom Labap

Italian eternal lamp, and at left are three stars above
a rampant lion. The arms are supposed to represent,
respectively, the Fano (bridegroom’s) and Nachman
(bride’s) families — but this particular composition
of the elements in both emblems is not known from
other Italian-Jewish examples. Thus, it is uncertain
whether these depictions were originally intended for
the present families. Similarly, the biblical episodes do
not refer to the present bridegroom, whose first name
is neither David nor Solomon. It is highly plausible,
therefore, that this artistic border was initially created
for another couple, and somehow before the wedding
was celebrated and the appropriate text added, was
acquired and used by other families.

All in all, this is a magnificent illustrated Jewish
marriage contact, exhibiting the height of this craft
among the Jews of Italy in the eighteenth century.

Shalom Sabar
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S.Bepona, 1773

IleprameHT, akBapeAb, JOPHHAO;
72x52 cm
Ius. Ne P-64

Aata maw6y: wsaThuns, 6 Tesera, 5533 (= 1 ciuma
1773 poky)

Hapeuennii: Iaag Menaxem, cUH ITOKINTHOTO
AsBpaama, cuHa 6AaxeHHO] rTam siti MeHxeMa
Komnciariio

Hapeuena: Paxuap, AooHbKa nokiiiHoro Muxaiaa
Hopca (6aasxenHoi mam’siTi) 3i cBATOT rpoMasm
Mantyi

ITocar: 1 300 ducati, 6 troni i 4 marchetti Bip ducato,
3BUYHE AAs TOrOYacHOI Beporu kapOyBaHHs. Aeraai
OnucaHi B OKpeMoMy axTi. AOOPOBIABHMUIT AOAATOK —
100 ducati. 3araapre 30608 s13anus — 1 400 ducati

Csipku: 1) Moppexait, cun nokiitnoro Cumona
Xaima Hopeda

2) Iaas Camyia, cun nokiitHoro Padaira Harana
ITinkepeae

3) €sexis Camyia, cun Ben Ciona Xaima Aesi
Moprtapa, nucaps cBATOI rpoMasu

ITiprc HapeYeHOTO — 3AiBa, TAKOX AOAQHO TEKCT:
“TTiATBEpPAXXYIO i AOTPHMYIO BUIe3a3HAYEHOTO

€Bpeiicbka rpomMaza Beponm ckaaparacsa mepe-
BaxcHo i3 Tedeschi (HiMenpKkux €BpeiB, To6TO €BpeiB-
alllKeHa3i) 3 HE3HAYHOIO KIAbKIiCTIO cedapaip (3HaHMX
K Ponentini) I 3 AEKIABKOX POAMH iTaAiFCBKOIO
noxopxenns (Italiani). Tpomapa Memkaaa y reTTo,
3acHOBaHOMY y 1604 porii; Ha 4ac CTBOpeHHs KTyou y
Beponi 6yao 6au3bk0 900 eBpeis. ITicast Ppparifyspkol
okymanii y 1797 poui Bopora rerro 6yao 36ypeHo
i cmaaeHo Ha MaiipaHi. Xo4a B OCHOBHIM Maci eBpei
Beponu 6yAu amkeHasi, BOHH AOTPHMYBAAU 3BHYAIO
3aMOBASITU IAIOCTPOBaHI KTyOOT AAsl BecCiAb CBOIX
AlTEN — TaK camo, sK Iie pon Miciesi cepapau Ta
Italiani.
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S. Verona, 1773

Parchment, watercolor, ink;
72x52 cm
Inv. no. P-64

Date of Wedding: Friday, 6th Tevet, 5533 AM
(January 1, 1773)

Bridegroom: Elijah Menachem, son of the late Abra-
ham, son of Menachem Consiglio of blessed memory

Bride: Rachel, daughter of the late Michael Norsa
of blessed memory, from the Holy Community of
Mantua

Dowry: 1 300 ducati, 6 troni and 4 marchetti

the ducato, the coinage current here in Verona.

The details appear in a separate deed. Voluntary
increment: 100 ducati. Total obligation: 1 400 ducati

Witnesses: 1) Mordechai, son of the late Shimon
Hayyim Zoref

2) Elijah Samuel, son of the late Raphael Nathan
Pincherele

3) Hezekiah Samuel, son of Ben Zion Hayyim Levi
Mortara, scribe of the Holy Community

Groom signed at left, adding: “I confirm and main-
tain the above”

The Jewish community of Verona was comprised
primarily of Tedeschi (German or Ashkenazi Jews)
with some Sephardi (called Ponentini) and some
families of Italian descent (Italiani). The community
resided in a ghetto, which was established in 1604,
and around the time the ketubbah was produced,
there were about 900 Jews in Verona. The gates of
the ghetto were torn down and burned in the public
square following the French occupation in 1797.
Though predominantly Ashkenazi, the Jews of Verona
followed the custom of commissioning illustrated
ketubbot for the weddings of their offspring, just like
the local Sephardim and Italiani.

3
hM erbers e prsen e oplbm e g ot e e e P e
T b et i e e 3 v ST 2 am i o 73 e [
e 'v-,v-l'rr‘.pwmi Sorsgrnmer o aaed < v s by o e 2 e g e s
TIN5 BT RO [EVE [N [0 10 s sy ey e e e
Lanmag v vyt s S rewee ook i’.._.,,,, SR s o e e s
aten s e b gy e vkt o el i e e e e e e

T2 T T A B s AT bl b - i writhop,
e ] mrumm'mqn‘u'hw‘;twm#‘—w w‘*qmp;:;n g u-:':
g ;ﬁ,u:n‘x'rl o W"'#:-p'nw- ww‘m Pt pear T e
— =z e Son e e e Lty b e s o rama e

[ et b v iz e st T e s Sz ook e s
HTRNION N ST T D P e i gy s (v e
QI D L SN R n&ﬁpﬁﬂpwﬁm%nw ]
st G o s Fﬂ*ihi-mﬂhw:wwfhﬁgp P —
. ot webn m"“"""‘i'""‘"?-’rqﬁ'"'""‘“‘? T T
g T ;m"ﬂmrr;w;'vn'lﬁﬂﬂﬂmhgwﬁﬁwrmmﬁ o
'rllﬂ'ﬂ';w%;nwmh*m:mw“bﬂlﬂ‘rmm%hrhwhrg
= e ey umlwﬁuty‘bwwmiuﬁpmmhw&w

e ey ks




Ila KTy6a HACAiAy€ THIIOBI AEKOpPaTMBHI B3iplii,
nomupeHi cepep eBpeiB Beponum mporo mepioay.
BaoBa-Hapeuena 3 BigsoMoi posunn Hopca, mpubyaa
i3 Manryi, MabyTp, AASL TOTO, OO BUITH 3aMDK y
Beponi. Hap 1eHTpasbHO pO3TalmOBaHMM TEKCTOM
0a4iMMO BHMKOHAHe BEAHKHMH AiTepaMu IBpUTOM
0AArOCAOBEHHS i3 MOO@KAHHAM MOAOAIM  Mapi
CHPMATAMBOTO PO3TANIyBaHHS 3ipOK. 32 BEPOHCHKUM
3BUYAEM, IHCAp, IO HANHCAB TeKCT, MiAIMCAB CBOE
iM's, a TMOpy4 3 HHUM IIOCTABHMB IEYATKYy TIPOMAAH.
Ha mevarni 300paxeHO CKAemiHYacTHIl 0asAaxiH,
AOBKOAQ SIKOTO BUITHCAHO abpesiaTypy: “Bce B pykax
Bora - cBsita eBpeiicbka rpomapa Beponu”

Bupopxenuii apkym nepraMeHTy i3 AeKOPaTUBHO
BUPI3aHUM BEPXHIM KpPaeM O3A00A€HO BHIIYKAHOIO
PaMoI0, CTBOPEHOI0 BUTKMM IIAETUBOM 3 AMCTsl, KBIiTiB
Ta TOHKHX TlAOYOK 3 KpHXiTHUMH IAOAAMHU. OCHOBHI
KOAbOPH PaMU — 3€AC€HMI, )XOBTHH, Y€PBOHMMI Ta OXpa.
KapTrym 3 xopoHOI0O B IleHTpi ropimHboi 4acTHHU
KTyOU IOEAHY€E repOy POAMH HApEYeHHX: TPH YOPHI
TOAOBH 31 3aB'S3aHAMM OYMMa — eMOAeMa POAMHU
Hopsa 3 Manryi (mpaBopy4); pubusa mia 30A0T0H0
KopoHoto — repb popuxn Konciabito. Kopona Hag
embaemoro cumBoaisye “Kopony Aobporo Imeni” —
3 yBarW Ha YsBAGHHS IIPO Te, IO Aobpe iMs €
Oa)XaHOI0 1 BHUCOKOIO O3HAKOIO, SIKA 3TaAyETBCS Y
Mimsi (ITosuanna Omuyis 4, 13).

Iarom Labap
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The present ketubbah follows the typical decorative
designs common among the Jews of Verona at this
period. The widow bride, a member of the renowned
Norsa family of Mantua, probably came to Verona to
get married. The centrally located text is topped by
a blessing in large Hebrew letters, wishing the bridal
couple a good sign and fortunate constellation of the
stars. As was common in Verona, the scribe of the text
signed his name and next to it stamped the seal of the
community, showing a vaulted canopy surrounded by
an abbreviated inscription: “Everything is in the hands
of God - The Holy Jewish Community of Verona”

The elongated parchment sheet with a decoratively
trimmed upper border, is adorned with a delicate
scrolling foliage frame with tendrils, flowers and tiny
fruits, predominately colored in green, yellow, red
and ochre. The crowned cartouche at top center bears
the wedded families’ coats of arms: three blindfolded
black heads — the emblem of the Mantuan Norsa
family (right); and a fish beneath a gilt crown -
Consiglio family. The crown over the emblem is the
symbol of the “Crown of Good Name” - based on
the idea that a “good name” ranks as a much-desired
and highly regarded quality, as is mentioned in the
Mishnah (Pirkei Avot 4, 13).

Shalom Sabar




6. Auxona, 1790

IleprameHT, akBapeAb, YOPHHUAO;
81.6x57.5cm
Ius. N2 P-71

Aarta maw6y: cepeaa, 13 cisana, S550 (= 26 Tpasus
1790 poxy)

Hapeuenmit: Sxip Xaim, cun nokiitnoro Mocuda
FOau Moprypro (6aaxeHHol mam’aTi)

Hapeuena: Benrypina, oonbka Aasupa Mopmypro.

ITocar: 20 litrin uucroro cpibaa; AOOpOBiAbHMI
AopaTok — 20 litrin. 3araapHe 30608 a3anss: 40 litrin
gucroro cpibaa (Aeraai mocary it KOHKpeTHi cymu
PO3’SICHEHO Y LIUBIABHOMY AOKYMEHT], IAIIMCAHOMY
CTOpOHaMH)

Caipkm: 1) CoromoH, cun Aasrpaa XaccaHa
2) Mopaexait Padaia CaMcOH, cuH nokiftHoro
Camyiaa Birep6o.

ApyTy aHKOHCBKY KTyDy 3i 30ipKuM BHKOHAHO
Ha BEAMKOMY IPSAMOKYTHOMY apKylli IHepraMeHTy,
FOpPIllIHA YaCTHHA SKOr0 MAa€ POPMY KiAeBHAHOI apKH.
Kpuxirni orBopu B 3arocTpeHiil BepIIMHI BKa3yIOTh
HA MiCIle 3B'SI3yBaHHS CTpIUKM; CaM IepraMeHT OyB
CKPYYEHHI 3TOPH AOAOAY, i TMip Yac I€pPeMOHii HOro
BpYYMAM HapedeHill. TeKCTOBY KOAOHKy IIOMiljeHO
Yy PO3MaAbOBaHIM apIli, AOBKOAQ SKOI 30AOTHMHU
OykBaMH BUIIECaHe 0AAaroCAOBeHHs: ‘I3 A0OpuM
3HAMEHHAM Ta BEAMKUM INACTSAM AAS HapeYyeHOro
7 HapedeHoi, i ycporo I3paiaro. Aminp. Hipkue,
miA OCHOBHUM TEKCTOM, HAIIMCAaHUM €AeTaHTHHMH
KBAADAaTHUMH AiTepaMHM, PO3MillleHUH MepeAik yMOB,
BUIMCAHUI APIOHIM KyPCHUBOM, QHAAOTTIHHIT AO TOTO,
0 MiCTHTD KTy6a 3 Anxonu 1728 p. (AI/IB. Bmue).
BaraTo 03p00AeHAa pama, IO OTOYYE ILiEHTPAABHY
apKy, HaraAy€ OpHaMEHTAABHI PaMKH, SKi € TUIIOBUMHU
AAS AEKOPaTHUBHOTO MHCTELTBA TOrOYacHOl ITaail
(Hampukaap, pamu Asepkas). Hapopsuit MuTenp, mo
BUIOTOBHMB Ijefl MIAIOOHMI KOHTPAKT, BUKOPHCTaB
BEAHKY KIABKICTh 30A0TOI papOu, mo6u MAKPECAUTH
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6. Ancona, 1790

Parchment, watercolor, ink;
81.6x57.5cm
Inv. no. P-71

Date of Wedding: Wednesday, 13th Sivan, 5550 AM
(May 26, 1790)

Bridegroom: Jacob Hayyim, son of the late Joseph
Judah Morpurgo of blessed memory

Bride: Venturina, daughter of David Morpurgo

Dowry: 20 litrin of pure silver; voluntary increment:
20 litrin. Total obligation: 40 litrin of pure silver (the
itemization of the dowry and actual amounts will be
explained in a civil document drawn between the
parties)

Witnesses: 1) Solomon, son of David Hassan
2) Mordechai Raphael Samson, son of the late
Samuel Viterbo

The second Ancona ketubbah in the collection is
inscribed on a large rectangular sheet of parchment,
the upper section of which is shaped in the form of
an ogee arch. Tiny holes in the pointed top indicate
where a ribbon was used to tie the parchment that
was rolled from bottom to top and then handed to
the bride during the ceremony. The text column
is set in a colored arch inscribed with a blessing in
gilt letters: “With a good omen and great fortune
for the bridegroom and bride and all of Israel,
Amen.” Beneath the main text, written in elegant
square letters, appears a set of conditions, similar
to those inscribed in the Ancona 1728 ketubbah
(see above), and likewise, in tiny cursive letters. The
richly decorated frame surrounding the central arch
is reminiscent of the ornamental frames appearing
in the Italian decorative arts of the time, such as
mirror frames. The folk artist of the contract used
copious amounts of gold paint to enhance and
emphasize the decorative designs, and carefully laid
them in a symmetrical order.
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I TOCHAUTH ADallAUBO BUMaAIOBaHi AEKOpaTUBHI
B3OpH.

KBiTKkOBi Ta OpHaMeHTaAbHI Bi3epYHKH B3AOBXK
BEPXHDOT0, HIDKHBOTO Ta GOKOBHX KpaiB 36araueHo
MOTHBAMH, IO MAIOTh OCOOAMBY Bary B KOHTEKCTi
A0y i€l mapu Ta IXHBOI 0COOUCTOI KTYOH. Yropi,
B [IeHTPi Hap repOoM, 300paxkeHa 30A0Ta KOpoHa. Sk i
B [IOTIEPEeAHIlT KTy 61 (Bep0Ha, 1773), BOHa, O4EBHAHO,
cumBoaisye “Kopory Aobporo Imeni” (3 Iosuanns
Omuyis 4:13 — aus. Bnme). Hixge y 3oroTomy
muTi 306paxkeHo 6ibaiiHuit emizop: mpopox Moma
BUXOAMTH i3 uepesa pubu (Momm 2:11). Cuena B
IIbOMY BHIIAAKY € eMbAeMOI0 poarHH Mopirypro, Ky
3a CiMefHMMU TiepeKasamu B MHHyAOMY, K i Homy,
B uyAecHHIT croci6 BpsTysa Bcesmmmiit. Ha xry6i
GaunMO AMIIe OAMH repb, OCKIABKM i HapedeHwd, i
HapeueHa HaAeXaAu A0 poprHu Moprrypro — Bigomoi
Ta BIIAMBOBOI POAMHU B €BPENChKifl rpoMaAi AHKOHH.

Ycepeauni ABOX OOKOBHX GOpAIOpIB 300paxeHi
CUMBOAIYHI QirypaTHBHi CIleHM B AEGKOPAaTUBHHX
30A0THX pamax. 3aiBa so6paxeno Con Skosa (Byrrsa
28:10-22): marpiapx y 4epBOHill MaHTii CIuMTb Ha
ropi KaMiHH#, a B TOM YaC TPO€E aHTeAIB MAHOCATDCA i
CXOASITH I[A0EASIMI APAOHHH, 1O BHCOYHTD HAA HOTO
TOAOBOK); YeTBEPTUH aHIeA CTOITb II03aAy HBOTO.
Cuena cripaBa He € 6i0AilHOIO, apKe iM’s1 HapedeHOl
He € aHi 0ibAiitHuM, aHi eBpeiicbkuM. Ha Hiit 306pa-
JKEHO MOAOAY JKiHKY, IO CTOITb OAHI€I0 HOTOK Ha
KOAECI, B OAHIM PYyIli BOHA TPUMA€E BIiHOK, a B iHIIIM —
pir aocrarky. Lle aaeropis QopryHu, ockiabku iM'st
HapeyeHoi — BenTypiHa, mo B mepexaaai 3 iTaAificbkoi
O3HaYa€ “macts,” ‘GpopryHa.”

Iarom Labap

! AoBoeHHHIT Ty TiBHUK €Bpel71CbKMM MY3EEM MICTHTh in)opMauiJo npo e
cioker B 03506renni krybn. Aup.: Ludwik Lille, Muzeum Lwowskiej Gminy
Wyznaniowej (Lviv, 1937), p. 6.
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The floral and ornamental designs in the upper,
lower and side borders are enriched by motifs that bear
special significance in the context of the bridal couple
and their personal ketubbbah. At top center appears a
gilt crown over their coat of arms. As in the previous
ketubbah (Verona 1773), this is obviously the symbol
of the “Crown of Good Name” (based on Pirkei Avot
4:13 - see above). The elaborate gilt shield beneath
contains a biblical episode depicting the prophet
Jonah emerging from the whale (Jonah 2:11). This
scene is actually the emblem of the Morpurgo family,
who in former times, according to their tradition,
was miraculously saved by God, like Jonah, and thus
adopted his story as their insignia. Only one emblem
appears, as both the bridegroom and bride are of the
Morpurgo family — a prominent and leading Jewish
family of Ancona.

In the center of each of the side borders appears a
decorative gilt frame with a symbolic figural scene. At
left is the Dream of Jacob (Genesis 28:10-22) — the
patriarch is shown dressed in a red mantle, sleeping on
a pile of stones, while three angels go up and down
the rungs of the ladder over his head, and a fourth one
stands behind him. The scene at right is not biblical,
for the bride’s name is neither biblical nor in Hebrew.
The scene depicts a young woman standing with one
foot on a wheel, while she holds a wreath in one hand
and a cornucopia in the other. This is the allegory
of Fortuna, as the bride’s name, Venturina, means
“fortune” in Italian.'

Shalom Sabar

"'The prewar Jewish Museum guide discusses this subject in ketubbah
decoration: Lille Ludwik, Muzeum Lwowskiej Gminy Wyznaniowej (Lviv, 1937),
p.6.




7. Oropenuis, 1841

[lepramenT, akBapeAb, CMY>KKH II030A0YEHOTO
Tamnepy, Y0pHUAO; 62 x 44.3 cm
IuB. N° P-63

Aata mar06y: Hepias, 9 xemBana, 5602 (=21 sxoBTHA
1841 poxy)

Hapeuennii: Padaia, cun nokiitaoro Xaima Copia
Hapeuena: Mipiam, Aoonbka ABpaama MonTediope

ITocar: 1 700 cpibrux pezzi da otto reali, 3 sixux

1 500 pezzi rotiBkoto i 200 pezzi pedamu 3 corredo
(mocarosoi CKpI/IHi) i mpukpacamu. AoOpoBiAbHMI
AoaaTok — 170 pezzi (10%). 3arasbHe 30608 13aHHS —
1 870 pezzi BKazaHMMU CyMaMu

Caiaxn: 1) Coromon Epipest KacteabHOBO
2) ABpaam Manaxis [aaniki

Il rapHo HammcaHa (AOpeHTiNiCbKa KTyba
ckaenucTol popmu — mepmmit mpuxaap krybu XIX
CT. y KOAEKIil; B Hifl BiA06pasmnc1> 3MiHHM # IpoLeC
MOAepHi3alil iraaificbkoro eBpeficTBa. EBperichKa
rpomapa aopemnii, ska icHyBaaa 6araTo CTOAITb,
CATHYAQ BePIIHH CBOTO KYABTYPHOT'O PO3KBITY B €II0XY
Penecancy. B meit mepiop BupaTHI pAOpeHTiHCBKI
€Bpel  NATPUMYBaAM KOHTAKTHM 3  BiAOMHMH
TyMaHiCTaMM iTaailicbkoro BippoaxeHHs & papo
IIPUCTABAAU AO BUBYEHHS HOBITHIX HayK i KyABTYPHHUX
Teduill cBoro yacy. B HacTymHi cToAiTTS, Yy mepiop,
sHammit sk “Bik rerro” (1571-1799), rpomapa
3HAYHOI0 MipOI0 3aHeNaAa, a YMOBU XKUTTS B
IleperOBHEHOMY IeTTo OyAn BakkuMu. Emaxcumanis
NpUAIAA A0 (QAOPEHTIMCPKMX €BpeiB pasoM 3
HAITOACOHIBCPKMMHU BilChKaMH, SIKi OKYIIyBaAU MiCTO,
aAe TIOBHI T'POMAASHCBKI ITpaBa BOHHU OTPHMaAM
TIABKH Yepe3 IIiCTb AeCATHAITD, y 1861 pori. Poskimmxy
Beanky cumarory ®aopenuii (Tempio Maggiore)
nmobypoBano Mix 1874 Ta 1882 poxamm. Bomna
3AAMIIAETHCS AIOYOI0 AO HAIIMX AHIB i mpuBabAtoe
6araThOX TYpPHCTIB.

CrBopena y 1841 poui KkTy6a Bxe MiCTUTb y cO0i
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7. Florence, 1841

Parchment, watercolor, gilt strips of paper, ink;
62x44.3 cm
Inv. no. P-63

Date of Wedding: Sunday, 9th Heshvan, 5602 AM
(October 21, 1841)

Bridegroom: Raphael, son of the late Hayyim Soria
Bride: Miriam, daughter of Abraham Montefiore

Dowry: 1700 pezzi da otto reali of silver — of which
1 500 pezzi in cash money, and 200 pezzi in items of
the corredo (dowry chest) and jewelry. Voluntary
increment: 170 pezzi (10%). Total obligation: 1 870
pezzi of the said amount

Witnesses: 1) Solomon Jedidiah Castelnovo
2) Abraham Malachi Gallichi

This beautifully inscribed, domed shaped,
Florentine ketubbah is the first nineteenth century
example in the collection, and reflects the changes
and the process of modernization of Italian Jewry.
The centuries-old Jewish community of Florence
reached the height of its cultural efflorescence during
the Renaissance. During this period, prominent
Florentine Jews mingled with the important
humanists of the Italian Renaissance, and readily
engaged themselves in the new sciences and cultural
trends of the time. In subsequent centuries, generally
referred to as the “age of the ghetto” (1571-1799),
the community declined and the conditions of life
in the crowded ghetto were harsh. Emancipation
came to the Jews of Florence from Napoleonic forces
who occupied the city, though only six decades later,
in 1861, were the Jews given full citizenship. The
magnificent Great Synagogue of Florence (Tempio
Maggiore), a tourist attraction in use to this day, was
built between 1874 and 1882.

Produced in 1841, the present ketubbah
demonstrates new trends, despite the fact that only
in 1848 were the Jews of Florence granted partial
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CBiAYEHHS HOBMX TEHAEHIIIH, X04a CUCTEMY IeTTO 6on
ckacoBaHO, i eBpei QaopeHIii OTpUMAAM YACTKOBI
IPOMaASHCBKI paBa Aumie y 1848 pomi. Ilo-mepre,
TPAAMIIMHI AASL ITAAIFICBKHX (Ta iHIHHX) €BpeIB AHI
mAOY — cepeAy Ta IUSTHHLIO — 3aMiHIOE HeAIAS,
OiAbII 3BHYHHI AEHb AAS BECIAAS Yy CYCITABCTBI,
XpUCTHAHCbKOMY 30kpeMa. Kpim 1poro, xoda Texcr
KTyOM HAINCAHUI IBPUTOM, HapeyeHWi, BOYEBUAD,
He HAATO AOOpe HHM BOAOAIB, 60 cBoe iM's BuBIB
iraaiiicekoro: Io Raffaelo di Vita Soria Sposo Mano
Propria (“S, Pagaia, cun Bitu (= Xaima) Copia,
HApedeHWil, BAACHOK pykow [mipmucascs)” Ille
OAHUM HOBITHIM €A€MEHTOM Y BHMKOHAHHI I(Ty6I/I
€ BeAHKa KaAirpagiuHa AaTHMHCbKA MOHOTpaMa,
BUITMCAHA Ha TAOAMYII Bropi 1o LjeHTpy i obpamaeHa
AEKOPaTUBHUMH BY3bKHMH CMY>KKaMH [I030A0YEHOTO
manepy. Yortupu airepu momorpamu, RSMM,
NO3HAYal0Th iMeHa Moaopaoi mapu — Padaia Copia
ta Mipiam MonTtepiope. OueBHAHO, HANHCAHHS
MOHOTPaMH AATHHOIO, a He iBpUTOM — TaKOX 3HAK
vacy. Hapemri, Hap TabAM4YKOI0 3 MOHOIpPaMoOIO
6aunMO OpAQ, IO, MOXKAHBO, BIACHAQE AO HALIOACOHIB-
CbKOTO OpAd, CHMBOAY, SKHUH AOAQAM AO IIpamopa
Iraaificpkoro Kopoaiscrsa B 1805 poi.

Iarom Labap
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civil rights and the ghetto system abolished. First of
all, the traditional wedding days of Wednesday and
Friday for Italian Jews (and other Jewish communi-
ties) are replaced here by Sunday - the common day
for weddings in the general and Christian society. In
addition, though written in Hebrew by the scribe,
the bridegroom was apparently not well-versed in
Hebrew, and therefore signed his name in Italian: Io
Raffaelo di Vita Soria Sposo Mano Propria (“I Raphael,
son of Vita [=Hayyim] Soria, the bridegroom [signed
by my] own hand”). Another contemporary element
is the large calligraphic Latin monogram inscribed on
the plaque atop center, which is framed by decorative
narrow gilt strips of gold paper. The four letters of the
monogram, RSMM, stand for the names of the bridal
couple, Raphael Soria and Miriam Montefiore. The
selection of a Latin rather than Hebrew monogram
is clearly a sign of the times as well. Finally, over the
inscribed plaque appears a majestic eagle — possibly
recalling the Napoleonic eagle, added to the flag of the
Kingdom of Italy in 1805.

Shalom Sabar




8. Cewniraaaig, 1843

IleprameHT, akBapeAb, YOPHHUAO;
71x48.8 cm
IuB. Ne P-62

Aara mar0y: cepeaa, 8 xemsana, 5604
(=1 aucromapa 1843 poxky)

Hapeuennii: fIxis, cun Appaama OBaaii IllabeTTas
Al Kamepini (°171708pn)

Hapeuena: AnHa, pooHbKa SIkoBa AeBi

ITocar: 20 litrin uucroro cpibaa; AOOpOBiAbHHUI
Aoparok — 20 litrin. 3arasbHa cyma 30608 I3aHHS —
40 litrin wucroro cpibaa (aeTaai nocary i BaacTusi
CYMH PO3'SICHEHO Y LIUBIABHOMY AOKYMEHTI, IIjO HOTO
TiATIUCAAM CTOPOHY AOTOBOPY)

Ciakn: 1) FOaa, cun Aspaama (?)
2) SIxiB Xaim Mockato

Posramosane Ha AppiaTmaHOMYy y30epexcoki B
perioni Mapke micto CeHiraaais, mo numaaocs cBoim
IIOPTOM 1 BUTIAHMMH MOXXAMBOCTSAMHU AAsS TOPTiBAi,
pano mpuBabuao espei. Ha nmouarox XIV croairTs
OaHKIiBCbKO-KpeAUTHUMH  cripaBamMu B CeHiraaaii
3aliMaAacs HM3KA €BPENChKUX POAMH. YMOBH iXHBOTO
XHTTSA Pi3KO MOTiPIIMAMCS, KOAU MICTO IIOTPAITHAO
miA TAnchKy BAapy, iy 1634 poui 6yao 3acHOBaHe
By3bKe rerTo. Hanpukinni XVIII cToAiTTS, koA BAAAY
y MiCTi epeiHIAN PPAHITY3H, TAM MEIIKAAO OAU3BKO
600 eBpeis. Ha yac crBopeHHs KTyOu IXHS KIABKICTD
3MEHIINAACS MalKe BABIUi, OCKIABKH YMMAAO 3 HHX
CKOPHUCTAAKCS BIAHOCHOO CBOOOAOIO 1 TTepeceAnAncs
A0  GiapImIMX  MicT, 30KpeMa A0  CYCIAHBOIO
noOepesKHOro MicTa AHKOHH, Ae MeIIKaAd Habararo
0iAbIa i BIAMBOBIIIA €BPeHChKA FPOMAAQ.

He auBHO, mo 03p00AeHHs kTy60T y CeHiraaaii
AyKe OAM3bKE AO THIIB i CTHAIB, IO PO3BUHYAUCS Y
AHKOHCBKi rpoMapi. e cmocrepiraemo i B 03500A€H-
Hi AOCAIAXYBaHOI KTybuW, SKa Harapye IIAIOOHI
AOTOBOpH, IO OYAM CTBOpEHi y CyCIAHIN rpomaai
AEKiAbKa ITOKOAIHD paHilIe (AI/IB., HAITPHKAAA, KTy0y 3
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8. Senigallia, 1843

Parchment, watercolor, ink;
71x48.8 cm
Inv. no. P-62

Date of Wedding: Wednesday, 8th Heshvan, 5604
AM (November 1, 1843)

Bridegroom: Yaakov (Jacob), son of Abraham Ova-
dia Shabettai Di Camerini (*1778pn)

Bride: Hannah, daughter of Jacob Levi

Dowry: 20 litrin of pure silver; voluntary increment:
20 litrin. Total obligation: 40 litrin of pure silver

(the details of the dowry and actual amounts are
explained in a civil document drawn between

the parties)

Witnesses: 1) Judah, son of Abraham ...?
2) Jacob Hayyim Moscato

Located on the Adriatic coast in the Marche region
of Italy, the town of Senigallia, proud of its port and
lucrative business opportunities, attracted Jews early
on. By the early fourteenth century, several Jewish
families were engaged as loan bankers in Senigallia.
Conditions severely deteriorated for them when the
town came under the rule of the popes, and in 1634,
anarrow ghetto was established. In the late eighteenth
century, when the French were taking over, some
600 Jews lived in the town. By the time the ketubbah
was created, the number had dwindled by nearly
half, as many took advantage of the relative freedom
and moved to larger towns - in particular to the
neighboring coastal city of Ancona, where a much
more dominant and influential Jewish community
resided.

Ketubbah decoration in Senigallia, not surprisingly,
is closely related to the types and styles that developed
in the community of Ancona. This is evident in
the decoration of this ketubbah as well, which is
reminiscent of the contracts produced in Senigallia’s
sister community a couple of generations earlier (see,
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Anxonu 1723 poxy 3 koaekuil Myseto Cxepboa y Aoc-
Anpxeseci; 6AM3BKHM AO IIHOTO XKAHPY € i MIAIOOHUHT
KOHTPAKT 1728 poky 3 AHKOHH, IIJO HOTO HaBeAEHO
Bnme). BiaTax Ayxe HMOBIpHMM BHAQETHCS Te, L]0
BUKOHABLIEM Iji€i KTyOM CTaB BIIPaBHHII MarcTep 3
AnKoHH.

Kryby HammcaHo Ha IpSMOKYTHOMY apKyImi
SCKPaBO-0iAOr0  mepraMeHTy 3  AeKOPATHBHO
oOpisaHuM BepxaiM KkpaeM. Ha mmmxyBaromy
3aBepIIeHH] apKyIla 9iTKO BUAHO 3aAMIIKK CTPIYKH,
SIKy BMKOPUCTOBYBAAH AASl 3B S3YBaHHS 3BUHYTOTO
nepramenTy (3Hu3y Aoropu). PosTamosany o neHTpy
TEKCTOBY KOAOHKY OTOPTa€ AEAiKaTHAa AEKOpaTHBHA
paMKa 3 KBITKOBUMH i TBAPUHHUMH MOTHBAMU. 3eAeHe
BUTTS 3 TOHKO BUMAAIOBAHHMHE KBiTaMH “TIPOPOCTAE”
i3 JKOBTOTO COHSIIHUKA, IEPEBsI3aHOTO YKOBTOKO
CTPiYKOI0 BHHM3y IO IeHTpy. SIckpaBy KOAbOPOBY
CMYTy KBIiTiB II€PEMEXOBYIOTb TPHU IApHU Pi3HUX
NTaxiB, MO CHAATb HA 3aBUTHX riroukax. O4yeBUAHO,
00AAQPOBaHMI ~ MaficTep  HAMaraBCcs  CTBOPHUTH
Bi3epYHKH, OIMPAKOYUCh HA TIPUPOAHI, y34ATi 3
peaabHOCTI 3pasku. biag ¢iryproro ropimmboro
Kparo GaunmMo AEKOPAaTHBHUM KApTyIl i3 4OTHpMa
KOABODOBMMHU  KMTHIIAMU. Bcepeauni  kapTyma
BIIMCAHO OAArocAoBeHHs: ‘3 AOOpUM 3HAMEHHSM i
MOOKAHHAMHE 0e3MeXHOro IACTs HApedeHOMY 3
HapedyeHoIo 1 BcboMy I3painesi. Amins!”.

Iarom Labap
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for example, the ketubbah of Ancona 1723 in the
collection of the Skirball Museum, Los Angeles; the
above 1728 contract of Ancona is also related to this
genre.). Thus, it is highly possible that this ketubbah
was executed by a fine craftsman who was based in
Ancona.

The ketubbah is drawn on a rectangular sheet of
bright white parchment with a decoratively trimmed
upper border. The remains of the ribbon used for
tying the rolled parchment (from bottom to top) are
clearly visible at the bulbous top. Surrounding the
central single text column is a delicate decorative frame
comprised of floral and faunal motifs. Green tendrils
with delicately drawn flowers “rise up” from a yellow
sunflower tied by a yellow ribbon at bottom center.
The attractive colorful flow of flowers is interspersed
by three different kinds of pairs of birds perched on
the tendril branches. Obviously, the skilled artist
attempted to draw designs based on natural and
realistic specimens. A decorative cartouche with four
colorful tassels appears at the shaped upper border. It
contains the blessing: “With a good omen and great
fortune to the bridegroom and bride and all of Israel,
Amen!”

Shalom Sabar




9. Oaopenuis, 1848

IleprameHT, akBapeAb, YOPHHUAO;
62,2x44,5 cm
Ius. Ne P-65

Aara mar0y: Hepias, 9 xemsana, S609
(= S aucromapa 1848 poxky)

Hapeuennii: ABpaam Xait Padaia, cur Camyisa
A'Vp6ino (127Kn)

Hapeuena: Maaka, pooHbKa okirftHoro Asama foau
[a6erras Pagaira KammnanbsHo, 6aaxxeHHOI mam siTi

ITocar: 17 250 litrin paopeHTificbkoro KapoyBaHHs,
3 axux 3 250 rotiskoro, corredo [ = mocar] i
IpHKpacaMy; e 14 THC. MPONUCAHO B KOHTPAKTi,
1o OTO AASL CTODiH TATOTYBaB HOTap (He eBpeit)
ITerpo ITapipxi, Bia 2 ancromapa 1848 poxy

“3a ixuiM ancAeHHAM” [TO6TO 32 HeEBPeHCHKIM
KaAEHAaPEM]. Ao6poBiabHuIT A0AATOK — 1 725 litrin
[To6T0 10%]. 3araspse 30608 s3aHHs — 18 995 litrin
TOTO CaMOro KapOyBaHHS [TyT TPAINMAACS TOMHUAKA,
OCKiADKH 3araAbHa cyma ckaapae 18 975]

Caiaxn: 1) Coromon Epipest KacteabHOBO
2) Aspaam Manaxis [aaniki

[Tianuc HapeyeHOro 3AiBa AATHHKOIO: ‘Abramo
Vita (?) D’Urbino. Sposo” [“A6pamo Bira A Yp6iro.
Hapeuenuit”]

Lls kryba € HAHM3HIO0 3 IPEACTABACHHX Y
KOAEKIJii ITaAlfICBKUX KTY6OT, i APyrowo 3 THX, IO
noxopsTh 3 Daopenuii. Ii 03p06AeHHS CBiAYHTD
PO 3aHENap MHUCTELTBA KTYOU cepep ITaAifCBKOro
€BPENCTBA B 4aCH, KOAM BOPOTAa IeTTO BiAKPHAMCH,
a Iraais mepexuBasa mepioa peBOAIOLM Ta BOEH 3a
HE3aAeXHICTb, IO MPH3BEAH A0 O0€AHAHHS KpaiHH
(Risorgimento).

3araAbHOI0 KOMIIO3MIi€l0 Ta $OpMOIO Iist KTyba
3 CKAGNHCTUM BEPXOM HArapaye IIONepeAHii ¢ao-
penTiiichkuit 3pasok 1841 poky (AuB. Bume), a Takox
inmi TorowacHi Qaopenriiiceki kryboT. Ilikaso,
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9. Florence, 1848

Parchment, watercolor, ink;
62.2x44.5 cm
Inv. no. P-65

Date of Wedding: Sunday, 9th Heshvan, 5609 AM
(November S, 1848)

Bridegroom: Abraham Hai Raphael, son of Samuel
D’Urbino (1°271%7)

Bride: Malka, daughter of the late Adam Judah Sha-
bettai Raphael Campagnano of blessed memory

Dowry: 17 250 litrin of Florentine coinage — of
which 3 250 are in cash money, corredo [dowry] and
pieces of jewelry; and the additional 14 000 are listed
in a contract drawn between the parties by the (non-
Jewish) notary Pietro Parigi “to their account’, on
Monday, 2nd of November 1848 [namely non-Jewish
calendar]. Voluntary increment: 1725 litrin [namely,
10%]. Total obligation: 18 995 litrin of the same coin-
age [there is a mistake here — as the actual the total
adds up to 18 975]

Witnesses: 1) Solomon Jedidiah Castelnovo
2) Abraham Malachi Gallichi

Groom signed at left in Latin letters: Abramo Vita (?)
D’Urbino. Sposo

This is the most recent Italian ketubbah in the
collection, and the second one from Florence.
Its decoration reflects a decline in the art of the
ketubbah among Italian Jewry in the period when
the ghetto gates opened and Italy was undergoing a
period of revolutions - wars of independence that led
to the unification of the country (Risorgimento).

The round domed ketubbah, in its general layout
and outline, recalls the previous 1841 Florence
example (see above), as well as other contemporary
Florentine ketubbot. In fact, the two witnesses signed
on this contract are identical to the witness of the
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IO IIANKCAAK I[eM KOHTPAKT Ti 3K caMi CBiAKH, AKi
3acipuyBaau kryby 1841 poxy. OpHaK AeKop 1IbOro
AOKYM€HTa OIABII CXeMATHYHHUM, AO TOTO X, HApOAHUM
MarcTep He BUKOPHCTAB JKOAHUX KOAbOPiB. MoXAMBO,
IO BiH AMINE HAHIC KOHTYPH MAAIOHKA, aA€ He BCTHT
fioro posdapbOysaru. Ile i mepeabagarocs, opHaK
3pobaeHO He Oyro. Ta cXOxe, IO B MOMEHT BeCiAAs
Ile HIKOTO He TypOyBaAo, — Ha BIAMIHY BiA AQBHIIIMX
4aciB, KOAM TaKy KTy0y BBXXAaAU 6 HEIPUIHSATHOIO.

3HayHy 32 pO3MIPOM Ta AETaAi30BaHY TEKCTOBY
KOAOHKY OTOYY€ OpHaMeHTaAbHa paMka. Bona ckaapa-
€THCSA 3 TOHKUX CMYT, IO YTBOPIOIOTh KApTYIIli, OBAAH,
Ta ABi CeplenopibHI ¢opMu B KyTax AOAIIIHBOTO
Kparo. Bci BisepyHKM HakpecA€HO TOHKUMH AiHIIMH
i BUKOHAHO YOPHHAOM 0e3 BUKOPHCTAHHS KOABOPIB.
Sk 3asHaueHO BuIle, NMOBIPHO, IepeAbAIAAOCST
AOAATKOBe O3AOOAEHHS ILIMX Bi3ePYHKIB, MOXKAMBO,
HaBiTh AOAAQHHS BipIIiB abo Oaarocaosenp. Hap
TEKCTOM 0aYMMO TPU MOHYMEHTAABHI HAIIHCH, KOXKeH
3 SKUX IOMIIIeHO Yy OKPeMy XBHAICTY CTpiuky. Ak i
3aTaAbHMM Bi3€PYHOK, Ili HAIMCH TaKOX BHKOHAHO
“HopoxxHiMK~ AiTepaMH, KOHTYPHU SIKUX HAKPECAEHO
TOHKMMH AiHiAMH 4opHMAOM. [opimniii Hammc
MICTUTD IOBHe iIMs1 HapeueHoro, Aspaam Xai
Papain A'Yp6iHo; cepepHifi — iM's HapeueHO,
Maaka KaMmanpsHO; AOAIHIA — 6AArocAOBeHHS
apaMericbKOI0 MOBOIO: 3 AOOpMM 3HAMEHHSM i
mo6ba’kaHHSIM BEAUKOTO IIACTS .

Iarom Iabap

78

1841 ketubbah. However, the decorative program
here is more schematic in execution, and the folk
artist did not employ any colors. It is possible that
the decorations were just outlined to be painted with
color later — but that was never done, and apparently
at the time of the wedding it did not bother anyone —
something that would not have occurred in the past.

An ornamental frame surrounds the lengthy and
detailed text column. It is comprised of narrow strips
forming cartouches, ovals and a pair of heart shapes in
the corners of the bottom border. All the patterns are
drawn with thin ink lines and without coloration. As
mentioned, these patterns were apparently intended
for additional decoration or even verses and blessings
— but never filled in. Three monumental inscriptions
do appear over the text column, each set in a fluttering
ribbon-like design. As with the other patterns, these
inscriptions are shaped as hollow letters, outlined by
thin ink lines. The top one contains the full name of
the bridegroom: Abraham Hai Raphael D’Urbino;
the middle, that of the bride: Malka Campagnano;
and the bottom, a blessing in Aramaic: “With a good
omen and great fortune”.

Shalom Sabar
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10. AMyaeT mpu moAorax

Itaais, 6a. 1800 poky
ITamip, Apyx, voprauso; 30,8 x 21 cm
IuB. Ne P-72

3aA0Bro A0 3MiH, IO BiA6YAI/IC5[ B E€BPOIEMCHKIN
meauivHi Ta ririeni B XIX CT., Ha XIiHOK ITiA Yac IOAOTiB
gyekaro barato Hebesmek. CTaTHCTHKA CBiAYMTD, IO
6araTo HEMOBAST TOMHPAAO IIiA 9aC HAPOAXKEHHS 200
BIIPOAOBXX IEPIIOr0 POKy >KUTTS. Bucokuil piBeHb
AUTSY0l CMEPTHOCTI CIIOHYKAaB AIOAEH AOMOAEPHOI
AOOH IIYKAaTH aAbTEPHATHBHUX IIASIXIB AASL 3aXHCTY
Marepi Ta Il HOBOHAPOAKEHOI AUTHHH B 10 KPUTHIHY
MUTD XUTTEBOTO IMKAY. 3 Ii€l IPUYMHU aMYAeTH i
TaAiCMaHH, IPUCBSYEHI BAACHE IIOAOTaM, OyAu Ayxe
NOIIMPEH] B YCIX COIlaAbHUX IPYIIaX, PI3HUX PeAiriax
i kyabTypax. Ix Bupo6asiau BpyuHy, a60 3 MiHepaAiB
9y 3 iHIIMX NPUPOAHHUX MaTepiaAis. Baskasocs, mo
BOHH HAAQIOTb HEOOXIAHMIT 3aXHCT. AMyAETH PY4HOI
poboTH, 0COOAMBO Ti 3 HUX, IO MICTSTh TEKCTH I
300pakeHHs, SKHAMKpalje BiAOOPaXKAIOTb KYABTYPY
19ac AroaeH, SKi IX CTBOPUAM 1| HUMU KOPUCTYBAAUCS.

ExcrioHOBaHMIT aMyAeT OYAO BHIOTOBAGHO IIEpeA
HAPOAKEHHSAM €BPEHCHKOI AMTHHHU 6amspko 1800
POKY B OKOAMISX MiBHi4HOI ITaaii. AAd eBpefichbkux
AMYA€TiB IIPM HAPOAXKEHHI AWTHHM IpUTaMaHHI
Gopmyan, ran60KO 3aKOpiHEHI B AABHIX €BPEHCHKUX
AereHAAX 1 Qoabkaopi. Apxepeaa 3 Pamnboro
CepeAHDOBIYYS OTOTOXXHIOIOTH AEMOHA >KiHOYOI
cTari Ha iM’st AiAIT 3 BiABMOIO, SIKa Ha9eOTO yMepTBAsIE
AiTeil mip Yac HOAOTiB. Y LUMX AXepeAaX, 30KpeMma
B aHOHIMHOMY TeKcTi 3 Ha3Bow Aadasir ben Cipa,
AiaiT mocTae mepmo0 ApYXHHOI Apama, TOOTO
XKIHKOIO, ICTOpisS CTBOPEHHS fKOi ONMCAaHA B KHHM3I
Byrra 1:27, na Bigminy Bip €Bu, Apyroi ApyxuHH
Apama, crBopeHoi 3 ioro pebpa (Byrra 2:22).
OcKiAbKU B IIEPIIOMY PO3AiAi 3a3HAYEHO “YOAOBIKOM
i xinkoro [Bor] coropus ix’, To, 3a AereHA00, AiaiT
IparHyAa piBHHX 3 AAaMOM IIpaB. AAaM BiAMOBHBCS
i1 IX HapAaTH, TOXX BOHA BTEKAA i CTaAa BOPOIOM AiTei
€Bu — Ti€l XiHKY, SKa 3aiHsAa 1T Miciie. AaAl AereHad
po3IoBiAA€, Mo Bor mocAaB TPbOX AHTeAIB MEAUIIHHY,
Cenos, Cancenost Ta Cemanreaoda, abu BiABepHYTH
AiAiT Bip 3aAyMaHOI IIKOAM, @ BOHA noobirsgaa iM He
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10. Childbirth Amulet

Italy, ca. 1800
Paper, print, ink; 30.8 x21 cm
Inv. no. P-72

Prior to changes in medicine and hygiene in
Europe in the nineteenth century, there were many
dangers facing women during childbirth. Statistics
show that many babies did not survive the traumatic
event or died within the first year of life. The high rate
of child mortality caused people of the pre-modern era
to search for alternative solutions to protect both the
mother and her newborn at this critical point in the
life cycle. Amulets and talismans prepared especially
for childbirth were therefore extremely common,
and could be found in all social groups and among
various religions and cultures. Whether handmade
or prepared from minerals or other natural objects,
the ubiquitous amulets were believed to provide the
necessary protection. Handmade amulets, especially
those carrying texts and images, perfectly reflect the
culture and times of the people who produced and
used them.

The present childbirth amulet was created for the
birth of a Jewish child, somewhere in northern Italy
circa 1800. Jewish childbirth amulets are characterized
by formulae that are deeply rooted in ancient Jewish
legends and lore. Early medieval sources identify a
female demon called Lilith as the witch responsible
for killing babies at childbirth. Lilith in these sources
(in particular an anonymous text entitled Alphabet
of Ben Sira) is Adam’s first wife — namely the woman
whose creation story appears in Genesis 1:27, as
opposed to Eve, Adam’s second wife created from his
rib (Genesis 2:22). Since in chapter 1 it says “male
and female He created them,” Lilith, according to the
legend, wanted equal rights, which Adam refused to
grant her, and therefore she fled away and became
the enemy of the children of the woman who took
her place, Eve. The legend continues that God sent
three angels of medicine named Senoy, Sansenoy,
and Semangelof, to keep Lilith from her own
evildoings. She promised them not to harm the
newborns or their mother if she sees the angels’ names

3aBAABATH AVXa HOBOHAPOAXXEHOMy 260 110ro Marepi,
SKIO NOOGAYUTh iXHI iMeHa HamMCaHUMH abo ixXHik
00pa3 306pasxeHIM Y [IOAOTOBI#I KiMHaTi.

Leit mMpAMOKYTHHII aMyAeT 3 He3aApYKOBaHUMH
KyTaMH SCKpaBO IAIOCTpYe OIMCaHi Tpapumii. Bin
CKAAQAQ€ETDCA i3 MOYEPrOBUX KiA TEKCTY Ta KBITKOBHMX
MOTHBIB 3 TIPpOHaMM BHHOTIPapy IIO 30BHIIIHbOMY
KoAy. Y neHrpi Hamucane iMsi BcemoryrHsoro,
[lappait (“axepero Bciei BAapM”), BOHO BHAiAeHe
3ipxoto AaBuaa 3um3y i koporoto sropu (Llap Llapis).
BuyTpimHe KoA0 MicTuTb 6i0AifiHHMIT Bipm-06epir:
“Hexait i Tucsaa [Boporis] ymape 6ias Tefe i pecars
TUCAY IPABOPYY Bip Tebe — A0 Tebe He mipilipe [i He
3pobuth mKopu Hi T06i, ami Amrmmi]” (Tle. 91:7).
3OBHIIIHIA HAmMMC MICTUTh IMEHA BXe B3TaAAHHX
Tpbox anreais (i me opnoro — Ilampuira, “aHreaa-
oxoponns”), Apama i €su (ix amyaer sampormrye
AO TIOAOTOBOI KiMHATH), a TaKOX 3aKAHKAe AiAiT,
“mepury €By’, TpUMATHCS Ha BiAAAAl Bip MaTepi Ta
HOBOHAPOAXKEHOI AUTHHHU.

Iarom Labap

written or their images illustrated in the childbirth
room.

This rectangular amulet with trimmed edges clearly
illustrates the above traditions. It is comprised of
alternating circles of text and floral motifs with grape
clusters at the outer circle. The name of the Almighty,
Shaddai, is inscribed in the center — the source of all
power — enhanced by a Star of David below and a
crown above (that is, the King of Kings). The inner
circle contains a biblical verse of protection: “A
thousand [enemies] may fall at your side, ten thousand
at your right hand, but it will not come near you [not
harm you or kill the baby]” (Psalms 91:7). The outer
inscription contains the names of the aforementioned
three angels (plus another one — Shamriel, “the angel
who guards”), and Adam and Eve (invited to enter the
childbirth room), all imploring Lilith, or “First Eve’,
to keep away from the mother and her newborn.

Shalom Sabar



11. Avodat Ha-Leviyyim -
CayxinHs AeBUTIB

AbBiB, 1929/30

Ilamip, moAiXpOMHHIT PO3IIHC, AAK;
51,5x27,5cm

3HH3Y AIBOPYY HAIIMC YOPHHUAOM Bip PYKH:
M. 803

IaB. Ne P-69

ITaeM'ss AeBHUTiB, OAHE 3 ABAHAALTHOX IIAEMEH
I3paiato, me Bip OiOAIMHMX YaciB Mae B €BPEHCHKil
TpaAuLil 0co6AuBi 0608 s13ku. YaeHH maeMeHi MaAu
CBAINIEHMYI TOBHOBAKEHHSA Y AaBHbOMY I3paii Bxe B
vacu Ckunii mcas Buxoay 3 €runty, a BiaTak B3sAn
Ha cebe IIF0 5K POAD Y 30yA0BaHOMY EpYCcaANMCbKOMY
Xpawmi. B o 9ac, koA AesIKi 3 YACHIB ITAEMeHi CAY>KHAN
cBsmeHuKamMu  (ko2awim), iHII He BUKOHYBAAHU
cBsmennyux GyHkiiit (To6To Hamaaky KoBoOro cuHa
Aesis, ane He Hamaaku Aapona). Peairiitai 0608 s3xu
AeBUTIBIIepeAOAIAAU IPHCAY>KYBAHHS KOTAHIMi HarAsIA
3a Cxunieto (Yucea 18:2-6). ITicas summenns Xpamy
(70 p. H. e.) HAAAKY A€BUTIB BUKOHYBaAH AiTYpriitHi
$yHKuii (TpapMUiHO BOHM MHIOTH PYKHM KOTaHIM
Tepes CBSIEHWMUM OAArOCAOBEHHSM y CHHArO3i).
Y Hami vyacm AeBUTIB MOXKHA BIN3HATH 3a IX
npisBumaMu — AeBi Ta MOXiAHI Bip HbOTO (AeBiH,
AesBincpkutii, AeBiHac), a TaKOX 32 aIKeHa3bKUMU
npissumamu Ha KmTaAr Ceraa, Illaraa i Toposir.

Yropi BHAOBXXEHOTO KOABOPOBOIO apKylia Hadimo
Ha3By ‘ABopar ra-Aesiiv” — “CayxinHs AeBuTiB’,
TOOTO A€BUTH 32 BHUKOHAHHSAM CBOIX AITyprifiHHX
000B's13kiB. LleHTpaAbHI MOTHBY 1 HAITKCH IIOMIII[eHO
B OBAABHY PaMKy, IO 0a3yeTbcsi HAa AEKOPATHBHHX
apxiTekTypHux ¢opmax. Bropi mo mentpy 6aummo
ABOX A€BiB, BIAOMHX 3 iHTep’epiB CXiAHO€BPOIEHChKUX
cutaror. Tyr BOHH cTosTh 00abi4 KapTyma 3
HAMaAbOBAHOK 6ab3aminkoro. Hipkde posramosano
IO30A0YeHY NPAMOKYTHY paMy, BCEPeAUHi SKOi
3obpaxeni Ckpmkaai 3amosity. OpHak nucap He
BIUCaB TYT AecsaTb 3amoBipell, HATOMICTh MOMICTHB
6i6aiiiHe 6AarocaoBenHs: “Aait xe T06i, Boxe, pocy
3 Heba i1 poarody semato. Ta me it [mmenuri i BuHa]
nopocrarkom” (Byrra 27:28)” IM’s BaacHMKa —
ocup Tymep, sKuil, 3riAHO 3 AAPECHOI0 KHHIOIO
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11. Avodat Ha-Leviyyim -
The Levites Worship

Lviv, 1929/30

Paper, polychrome painting, lacquer;

S1.5x27.5 cm

Bottom left a handwritten inscription with black ink:
M. 803

Inv. no. P-69

The tribe of Levi, one of the twelve tribes of Israel,
has special duties in the Jewish tradition going back
to biblical times. Members of the tribe performed
the priestly services of ancient Israel in the portable
Tabernacle following the Exodus from Egypt, and
subsequently assumed the same role in the permanent
structure of the Temple in Jerusalem. While some
members served as priests (Kohanim), others were
non-priest Levites (i.e., all those who descended from
Jacob’s son, Levi, but not from Aaron). The religious
duties of the Levites included ministering to the
Kohanim and watching over the Tabernacle (Numbers
18:2-6). Following the destruction of the Temple (70
CE), the descendants of the Levites served several
liturgical functions, most notably, traditionally
washing the hands of the Kohanim prior to the
Priestly Blessing in the synagogue. Levites in modern
times may by recognized by their last names: Levi
and its derivatives (e.g., Levin, Lewinsky, Levinas), as
well as Ashkenazi names such as Segal, Chagall, and
Horowitz.

The colorful, elongated page is entitled at top
Avodat Kohanim — “The Levites Worship,” namely
the liturgical duties of the Levites. The central motifs
and inscriptions, based on decorative architectural
motifs, appear within an oval framework. At top
center is a pair of rampant lions, familiar from the
interior of East European synagogues, here curiously
flanking a cartouche decorated with a spice box.
Beneath is a rectangular gilt frame with the shape of
the Decalogue inside. However, the scribe did not
write the Ten Commandments, but rather a biblical
blessing: “May God give you heaven’s dew and earth’s
richness, an abundance [of grain and new wine]”
(Genesis 27:28). The owner’s name, Jozef Tuscher,

s




M. AvBoBa 3a 1913 p., 6yB omroBuM TOpriBLEeM i
MPOXKMBAB HA BYA. 3aMapcTHHiBCbKift, 24'. Horo iM's
BIIMICAHO B LJeHTPAABHUI KPYTAUI MEAAABIOH, 00a6iu
SIKOTO 300pakeH] Pi3BHOMAHITHI My3H4Hi IHCTPyMeH-
TH, IO HATSKAIOTh Ha OiOAIMHY POAb AeBUTIB SK
XpamoBuX MysuKaHTiB. BHu3y IO LeHTpy 6admmo
TA€K, IIJ0 BKa3y€ Ha IXHIO POAb Y OMOBIHHI pyK KOTaHiM.
CyTTeBO, O CUMBOA rA€Ka IIMPOKO 3aCTOCOBYBABCA
cepea HaIJAAKIB ACBHTIB K eMbAeMa Ha Ppi3HOMAHITHUX
o0ekTax IOAQIKHM: IIAIOOHHX AOroBopax, Topa-
IIMABAAX, MaHTiAX Topw, APYKapChKHX 3HAKaX,
HAArpOOKax TOIO.

ITo xyTax KOMIIO3ULil Ha CHHBOMY TAI 300paskeHO
YOTHPH MeAAAbHOHH. B HuX MicTaTbcs Hamucy, sxi
OyAM 3aMaAbOBaHi BXKe ITiCAS 3aBepIIeHHS apKyIIa.
Aesxi caoBa Ie MOXXHA BiAYMTATH IIip BepXHIM
mapoM $papOH, BOUEBHAb, HAHECEHHM AASL TOTO, a0H
ix mpuxosaru. Hampukaap, y mpaBoMy BepXHbOMY
MEAQABMOHI BHAHO CAOBO “POKy’, a y IIpaBOMYy
HIOKHBOMY — uncao 29. VimMosipHo, 06HABa Hamucu
CrocyBaAMCs To4arkoBoi aatu. Iloepx nHamucis
6yan HaneceHi 3ipku AaBupa. Ao TOro , xod4 iM's
BAACHHKA Y4 BUPOOHHKA B IeHTPAABHOMY MEAAABIOHI
3aAUIMAOCA 6e3 3MiH, TparnelieBUAHA GpopMa IIip UM
MeAAABIOHOM TaKoX MicTHAQ Haruc (Y HbOMY BUAHO
AWIIIE TIep1Iy AiTepy) i 6yAa ACKOPATHBHO 3aMaAbOBAHA.
3i sBopory mporasipatorbest udpu: 1929/30. Yomy
6yAO 3pOOAEHO Lji 3MiHH, 3aAUIIAETHCS 3ATAAKOIO.

Iarom Labap

' Cf. Ksigga adresowa Krdl. Stot. Miasta Lwowa. Rocznik 17. 1913 (Lwow: Fr. Reich-
man, 1913), p.434.

who, according to the 1913 Lviv city directory, was a
warehouseman living at 24 Zamarstynowska Street,'
appears in a central circular medallion. It is flanked on
both sides with various musical instruments alluding
to the Levites’ role in the Bible as the musicians of the
Temple. At bottom center is a pitcher, alluding to their
role in washing the hands of the Kohanim. Notably,
the pitcher (an ewer) symbol was widely used by the
descendants of the Levites as their ultimate emblem
on various Judaic objects such as marriage contracts,
Torah Breastplates, Torah mantles, printers’ marks,
tombstones, etc.

Against a blue background in the four corners of
the page appear four medallions. These medallions
contained inscriptions that were altered at one point
after the page was finished. Some words are still
visible beneath the upper layer of decoration that was
apparently meant to cover them. For example, the
phrase “in the year” in the upper right medallion, or
the number 29 at bottom right — both obviously allude
to the original date. The medallions were then painted
over with the ubiquitous Star of David. Additionally,
while the name of the owner or maker in the central
medallion was unchanged, the trapezoid design below
contained another inscription — only the first letter of
which is now visible — which has been decoratively
painted over. From the back, the covered date is
visible: 1929/30. It is unclear why these changes were
made.

Shalom Sabar

' Cf Ksigga adresowa Krdl. Stol. Miasta Lwowa. Rocznik 17.1913 (Lwéw: Pr. Reich-
man, 1913), p.434.
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12. Mi3pax, BUTHHaHKa

Ykpaina (2), 1928

ITiamuc i AaTa BHU3Y 3AiBa

Ilamip, BUTHHAHHSL, TIOAIXPOMHHI PO3IIUC, KOAQXK;
77.5x51.2 cm

Ius. Ne P-60

Y amkeHa3bKHX €BpeiB, OCOOAMBO y CXiAHii
€Bpomni B MUHYAI CTOAITTSI CTAAO TPAAMINEIO BilIaTh
CIIeIliaAbHy TaOAMII0 Ha CXiAHIN CTiHi MOMeIIKAaHHS.
Ll Tabauns, mo HasuBaerbcs mispax (iBp. “cxip’),
BKa3yBaAa HaNpsMOK IJOACHHHX MOAUTOB — AO
€pycaanmy, SK IIbOr0 BHMaraB €BPeHMCHKUIl 3aKOH.
BoaHouac BoHa OyAa AAsL €BpelB AlaCIIOpH CIIOMHHOM
npo CioH — micie ixsix mparHeHb i Mpii. 3 el
OpUYUHHM il 03A00AIOBaAM HaIlMCaMU Ta 306pa>1<eH-
HSMH, IO HArapyBaAM Ipo cBsATi Micrs, Bibairo,
CHMBOAIYHUMH  MOTHBAMM, SKi  CTOCYBAaAMCS
€pycaAanMcbkoro Xpamy, Ta IHIIUMU €BPENCHKUMH
cuMBoAaMH. Mispax po3BUHYBCSL y pi3HOMAHITHHX
popmax — Bip MPOCTHX TAOAULb 3 EAUHHM CAOBOM
“Mi3pax” BeAHKHMHU €BpENCHKMMH AiTepaMu A0
CKAQAHUX AEKOPAaTMBHUX TBOpIB MHCTeNTBa , IO
BiAOOpaKaAM Yac i MicIje fI0ro CTBOPEHHSL.

Y cxipmii €Bpomi, Ae peMmeca0 IamepoBoi
BUTHHAHKH 3A00YAO HAA3BHYANHY IIOIYASIPHICTD Y
XIX i Ha moyarky XX CTOAITTA, 3HAKU Mi3pax 4acTo
BUKOHYBAAM Y BHIASIAL KOABOPOBHX IIallepOBUX
BUTHHAHOK. CBpeHCbKi BUTUHAHKU BUTOTOBASIAH
3 pI3HOI MeTOI0: Ije MOTAM OYyTH OpHAMEHTAABHI
TabAMI[i Ha CBATO Kymis, amyaetn aAs MaTepi-
TOAyBaAbHHI Ta AAS HemoBAsTH (kimpetbrivl), Ta6-
AMIi WOpiYHOTO MoMMHAHHS moMepanx (yahrzeit)
tomo. TBOPLSIMH BHTHHAHOK YacTO OYAM CTYAEHTH
€IIUB, OAHAK IIPAKTUKYBAAU Iie peMecAO i ¢axoBi
MaricTpu. OueBHAHO, ITefi Mi3pax CTBOPUB AOCBiAYeHUH
HAapOAHMH MuTelb. fICKpaBi CHMBOAM M Bi3epyHKH
CUMETPUYHO PO3TAIIOBAHO B3AOBX I@HTPAABHOI
0Ci BHAOBXEHOTO IIPSAMOKYTHOTO apKylla. 3ropu
AOHH3Y 0auMMO Taki MOTHBH: I1apa 3AMOAEHHX AeBiB,
3HAHMX i3 IIOABCHKUX KoBueriB Topwm, cToiTh 00a6iu
3ipku AaBupa; Cxkpmwxkaai 3 Aecarsma 3amosipsamu
MATPEMYy€E Iapa 3AMOAEHHX OAEHIB, i KOpOHa Haa
numu (“Kopona Topu”); cemupamenna Menopa — 3
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12. Mizrach Papercut

Ukraine (2), 1928

Signed and dated at bottom left

Paper, cutout, polychrome painting, collage;
77.5x51.2 cm

Inv. no. P-60

In the tradition of Ashkenazi Jewry, particularly in
Eastern Europe, it was common in earlier centuries to
hang a special plaque on the eastern wall of the home.
Called Mizrach (Hebrew for “East”), the plaque
indicated the direction of Jerusalem during the daily
prayers, as required by Jewish Law. At the same time,
it reminded the Diaspora Jews of Zion of the object
of their desire and dream. As such, it was decorated
with inscriptions and images reminiscent of the holy
sites, the Bible, symbolic motifs pertaining to the
Temple of Jerusalem, and general Jewish symbols.
Ranging from plain plaques bearing only the Hebrew
word mizrach in large letters, to intricate decorative
works of art, the Mizrach developed in a variety of
forms reflecting the time and place in which it was
made.

In Eastern Europe, where the craft of paper cutting
was extremely popular in the course of the nineteenth
and early twentieth centuries, Mizrach plaques
were often made in the form of colorful papercuts.
Jewish papercuts were produced for various religious
purposes, such as ornamental Sukkah tablets, amulets
for nursing mothers and babies (kimpetbrivl),
memorial anniversary (yahrzeit) plaques, etc. The
makers were often Yeshivah boys, though more
professional craftsmen were involved in this craft as
well. The present Mizrach papercut was obviously
created by an experienced folk artist. Colorful
symbols and designs are symmetrically arranged
along a central axis of the elongated rectangular
page. From top to bottom they feature the following
motifs: a pair of rampant lions, familiar from Polish
Torah Arks, flanking a Star of David; inscribed tablet
of the Ten Commandments supported by a pair
of rampant deer and a crown above (“The Crown
of Torah”); the seven branched Menorah — three
branches on each side of the central lamp — flanked
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TPbOMa paMeHaMH 3 KOXKHOTO OOKY BiA LieHTpPaAbHOI
AAMIIM — OTOYeHA Mapolo mraxis. Bubip TBapuH AAs
Bi3ePYHKIB 3 OAHOIO OOKY CIIPMYHMHEHHIl [OTPebor0
YHHUKATU 300pasKeHHS AIOA€H, a 3 iHIIOTO — BIACHAQ€E
AO IX CMMBOAIYHOI IPUPOAW Y €BPEHCHKINM TpapuLil
(mop. ocobauBo Bucais: “FOpa 6en Tema kasas: Byap
CHABHMM, SIK A€OIIApA, IIBUAKUM, K OpeA, PBYYKHUM,
SK OAeHb, i XOpOOpUM, SIK AeB, KOAM CAYXKHII BOAi
tBoro Orus Hebecuoro” (ITosuanns Omuyis S, 20).
CaoBa pasuHa IOan 6en Tema 1mopo AeBa i OAeHS
(abo Aami), sKUX CTOCYETBCS IAKOCTpallisl, BEAUKHMHU
AiTepaMU HaBEAGHO B IJUTATi B3AOBX IIPAaBOTO KParo
apkyma. Hammc mo HwkHbOMY Kpato e Oiabime
HArOAOIIY€E Ha BarOMICTb AeBa: “3apUKa€ AeB — XTO He
HaaskaeTbesa?” (Amoc 3:8).

CHMBOAIYHI MOTHBU 1 IXHE 3HaueHHS IACHAIOE
Iapa MAaCHBHHMX AGKOPATHBHUX CTOBIIB. Y €BpeHchb-
KoMy HapopHoMmy MucrenTsi CxipHoi €Bpomu i
CTOBIM 3a3BHUYAN CHMBOAI3yIOTb fIxiH Ta bBoas -
CaMOCTiiHI MiAHI Y1 OPOH3OBI CTOBIH, WO CTOSAU
y npuropi Coaomonosoro Xpamy B €pycaamumi i
TaKUM YMHOM BKasyBaau Ha CXip i B HampsAMKY AO
€pycaanma, pe MmicTuaacs Xpamosa Menopa. Inmi
HAIIMCH B3AOBX 30BHINIHIX KpaiB TabAnLi HarapAyIoTh
AIOAM, fKi HE KODUCTYIOTbCS, IPO CBSATICTD
TOTO MiCIis, IIO HAa HBOrO BOHA BKA3ye: ~SHAM,
nepep Kum croim — mepep Llapem Ifapis, Cpatum
BaarocaoennuM”  (mop. Basmaoncekmit  Taamyp,
tpaktar Bpaxor 28b: “Vasasio s Tocmopa mepes
coboro nocriitao” (Tlcasom 16:8)). Hapemri, Hukue
Bip Ckpipkaseil 6auMMO CAOBO Mi3pax, BHKOHaHe
BEAMKMMH 30AOYEHHMHU AiTepamy, a ipero Cxopy
MACHAIOE ACKOPaTUBHMH HANUC IiA HHM, SIKHH
iHTepIIpeTye 4YOTHPHU AiTepH ILIBOTO €EBPEUCHKOrO
CAOBA SIK QAKPOHIM BHpasy 3 IbOTO HAIPSIMKY
[mpuxoanTs| Ayx Tocroaniit”. Lleit ButBip Mae Aary,
sSKa BKa3aHa BHHU3Y AiBopyd: “Ilepmmit AeHb HOBOTO
Micsns ispy[5]628”, mo BismoBigae warHEHL 20
kBitHsa 1928 p. ITip Aaroro CTOITh Hepo3bipAMBHIL
ABTOPCHKHUM MATIHC.

Iarom Labap
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by a pair of birds. The selection of animals is, in one
regard, motivated by avoiding the human figure, and
in another regard, alludes to their symbolic nature
in the Jewish tradition (note especially the dictum:
“Judah ben Tema used to say: Be strong as the leopard,
swift as the eagle, fleet as the gazelle, and brave as the
lion to do the will of thy father which is in heaven”
(Ethics of the Fathers S, 20). The words of Rabbi
Judah ben Tema that relate to the lion and deer (or
gazelle), which are illustrated here, are actually quoted
along the right border in large letters. The inscription
at the bottom border further emphasizes the
centrality of the lion: “The lion hath roared, who will
not fear?” (Amos 3:8).

The symbolic motifs and their importance are
enhanced by a pair of massive ornamental pillars.
In Eastern European Jewish folk art, these pillars
generally symbolize Yakhin and Boaz - the free-
standing brass or bronze pillars which stood on the
porch of Solomon’s Temple in Jerusalem, thereby
pointing at the East and Jerusalem where the Temple
Menorah stood. Other inscriptions along the exterior
frame emphasize the place of holiness imbued in the
plaque, for the sake of the people intending to use it:
“Know before Whom You Stand - before the King
of Kings, the Holy Blessed One ” (cf. Babylonian
Talmud, tractate Berakhot 28b); “I have set the Lord
always before me” (Psalm 18:6). Finally, beneath
the Decalogue appears the large gilt word Mizrach.
The concept of the East is further enhanced by the
decorative inscription underneath, which interprets
the four letters of the Hebrew word as an acronym
for “From this direction [comes] the spirit of the
Lord”. The piece is dated at bottom left with the
Hebrew date : “First day of the New Moon of Iyyar
[5]628” which corresponds to Friday, April 20th,
1928. Beneath the date appears an illegible signature,
apparently of the maker.

Shalom Sabar

A

%

AV::A\
TN

LT



13. Mapkyc Ilnet. Pis3HOMaHIiTHI
mpudru [ignm), 1858

Topoaox 6iast ApBOBa
ITiamuc i AaTa BHU3Y AiBOpYY
INamip, pyxomnuc;

57,5x44,7 cm

InB. N P-73

€BpeliCbKOMy ~MHCTELTBY BAACTHBE IIHPOKe
BUKOpUCTaHHS TeKcTiB. Ll o3Haka CBiA4UTD IPO
BakausicTb IIncanoro CaoBa, a BigTak — HOro cAyxo-
BOTO CIPMMHATTA B €BPEMCHKIM TpapMIil, IO Mae
Habararo OiAblne 3HAYEHHS HDK 300pakeHHS i HOro
CIIOTASIAQHHSA. Y ITbOMY KOHTEKCTi 3a3BH4all HABOAUTD-
cs1 6ibAiiHMI Bipm (yasrwit i3 PO3IOBiAL TIPO Aapy-
BanHs 3akoHy Ha ropi Cusait): “Ysech Alop criocrepir
[...] romin” (Buxia 20:18) — To6To, HaBiTH CriOCTEpi-
TAl0YM TAKy BOXAUBY MUTD, AIOAH “TIOOQYHAM~ TOAOCH.

IToepHaHHS cAOBa i1 00pa3y 0COOAMBO yBUPA3HIO-
€TbCS B IAIOMIHOBAaHMX PYKONHKCAaX — MOXKAMBO,
HAUIOMYASPHIIIOMY >KaHpi €BPEHCHKOTO MHCTELTBA
nopoTAroM BikiB. BiATak cBsIjeHHI TeKCTH, SK-OT
Bi6ais a6o oxpemi 6i6aiitni kauru (Hampukaaa, cysoi
ECTePI/I), MIACXAAbHI aTapM, IPaBHi i AITYprifiHi Koae-
KCH, IAOOH] KOHTPAKTH (KTy60T) TOIIO AAAY TTOYATOK
BEAMKOMY PO3MAITTIO 00pa3iB, 1[0 BUKOPHCTOBYIOTb-
cs Bip Pannporo CepeaHboBIUYA i AOTemep Maiike B
KOXKHIH eBperichkiit rpoMaai Bip IToabmii Ta Pocii o0
Ewmeny Ta Inpil Yu o $iryparusHi, uut Hi, 1ji 06pasu
30araTHAM POADb Bi3yaABHOTO Y €BPENCHKOMY JKUTTI
i Tpapmii, a Takox mocuanan Ilucane Caoso. Ieit
deHOMEH XapakTepusye He AMIIe DPYKOIMCH, aAe
i obemui npeaMeTH Iopdiku. Hampukaaa, Baxko
3HANTH IIKATYAKY AASL €TPOTY UM IPeAMETH BXUTKY
IToxopoHHOro 6parcTBa 3 MHHYAOTO, SIKi 6 He MaAd Ha
cobi Harucy iBpUTOM, MO BU3HaYae ixHIO PyHKIiDO (a
YacTO — AATY i HaBiTh iMs1 AapyBaAbHuKa). [ 06 exTH
[IepeMOHIaAbHOTO TIPHU3HAYEHHS, TaKi SK aIIKeHa3bKi
3asicu Kosuery Topu, a6o manTii Topu, Takox MaroTh
Ha CO0i YMCAEHHI HATIUCH.

Yepes BaxauBicTb mpHPTY, €Bpercbki Nmcapi
BIIPOAOBX BiKiB CTBOPIOBAAM KaAirpadiusi cTopiHku.
[TepeBaxkHo Iie OyAM AiTYpriiiHi KOAeKCH, B SIKHX
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13. Markus Spat. Various | Yiddish]
Scripts, 1858

Horodok, nearby Lviv

Signed and dated at bottom left
Paper, manuscript;

57,5 x44,7 cm

Inv. No. P-73

Jewish art is characterized by the ample usage
of texts. This quality testifies to the centrality of the
written word in the Jewish tradition, and by extension
the sense of hearing, which are by far more important
than the image and the sense of seeing. A biblical
verse usually quoted in this context, taken from
the narration of the Giving of the Law on Mt. Sinai,
states: “And all the people saw [...] the sounds”
(Exodus 20:8). That is, even in the case of watching
such a momentous event, what the people “saw” were
voices.

The combination of word and image is especially
evident in the case of illuminated manuscripts —
perhaps the most popular genre of Jewish art
throughout the ages. Venerated texts such as Bibles
or individual biblical books (e.g., Esther scrolls),
Passover Haggadot, legal and liturgical codices,
marriage contracts (ketubbot), etc. gave rise to a
wide variety of imagery known in nearly every Jewish
community from Poland and Russia to Yemen and
India from the early Middle Ages to the present day.
Whether figurative or not, these images enhanced
the role of the visual in Jewish life and tradition, and
enriched the Written Word as well. Moreover, this
phenomenon characterized not only manuscripts,
but also three-dimensional Judaic objects. For
example, it is rare to find an Etrog box or a Hevra
Kadisha object from the past without a Hebrew
inscription that serves to identify the function of the
object, and often the date as well as the name of the
donor. Other objects of ceremonial nature, such as
the Ashkenazi Torah Ark Curtains or Torah mantles
bear many inscriptions.

Due to the importance of the script, Jewish scribes
over the ages produced calligraphic pages. In most
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KaAirpagiyHO BMIIMCAHO IOYATKOBi CAOBa i okpemi
dpasu (y iBpHTI He BXUBAIOTHCA 3aTOAOBHI AiTepm).
OAHax TPamAsIOTbCS TAaKOX i OKpeMi apKyImi Ta mAa-
KaTH 3 TaKOI X IPAKTHKOW. BaxauBuM 3paskom
€ oKpemmil apkym, mo MicTuTh ITATHKHIDIOKS,
Bunucane  ApibHuM mpudrom  (mikporpadiero)
YOTHpPMa MOBaMH (iBPUTOM, AATHHOIO, HIMELJbKOIO Ta
dparmyssroro). Horo y 1748 pori crBopus maiicrep,
nucap i xaairpa¢ Aapon Boabd Iepainren y mepioa
cBoei mpanti B Imnepcekiit Bibaiorerni y Bipui.

ExcrioHOBaHa CTOpiHKA TAKOX IIOB'S3aHA 3 TPAAU-
€0 eBperichkoi Kaairpadii. TasanoBuTmil mmcap,
IIepy SIKOTO BOHA HAAEXKHTD, HALIMCAB CBOE IM’51 1 AATY B
AiBOMy HIDKHBOMY KyTKy: Mopaexait [Mapxkyc] lIner
i3 Topoaxa [rPYAEK SreAAOHCBHKHI TIOABCHKOIO, Papex
ianmenm], 1858. IIle 0AMH IOABCHKHIT HATIHC Y IPABOMY
HIDKHbOMY KYTKY CTBEPAXKYE, IIIO CTOPiHKY CTBOPHB
Mapxkyc Ilner (6aaxennoi mam’sti), a iforo cu,
mkiAbHuit Aupextop lepman [[epm Menaeas ] Illner,
noAapyBas ii [komy?]. 3 apxiBHOI AOBIAKH IPO mAKOG
Tepmana (1893 p., koau BiH 6yB BunTeseM “HapoAHOT”
[moyarkoBoi| mKoAw i akTiBHEM YrenoM ToBapucTsa
Hapopnux lHKlA) AOBIAYEMOCS, IO MHOTO 6aTbKo
6yB cekperapeM eBpeicbKoi rpomasun B Topoaky’.
OAHaK BaXAMBO Te, IO, XOY PYKOINHCH pPaHIIINX
epiopiB 6yAn HammcaHi 3pae6iAbmIoro iBpuTOM, I
€ BUHATKOM — BiH, IIONIPU OY€BUAHE BMKOPHCTAHHSA
AiTep iBpHTY, iBpUTOM BCe K He HamucaHuil. Mosa
AOKYMEHTa — He CTaHAAPTHHUH PO3MOBHHH IAMII, a
TAMIIL, SIKMM ITOCAYTOBYBAAKCSI MACKiAIM, TOOTO “BueHi”
abo “ocsiveni” espei. TexcTu HammcaHi mepeBaXKHO
HIMEIIbKOIO (AiTepaMH inHTy) 6€3 MOMITHUX TUIIOBHX
Bupasip iaumem (To6TO BXHTO I0ACO-HIMELbKY
opdorpadiro). OAHAK TeMH TEKCTiB He CTOCYIOTbCS
€BPENICHKUX NUTAHb — Il YPUBKUA OCOOMCTHX AMCTIB
IIOAO PpI3HHMX MpPOOAeM, IIOB'SI3AHMX i3 TOpIriBA€IO.
KoxxHi ABa ab0 Tpu psSAKM IUcap 3MiHIOBAaB WIPUDT,
SKUI BUBOAMB BHIIYKAHMM KYPCHUBOM. 3pO3yMiAO,
IO apKyII He MaB SIKOrOCh OCOOAMBOIO 3HaYeHHS,
a KaairpadiyHi TeKCTM CKONIMOBAaHO AHMIIE AAS
AeMOHCTpalii pi3HHX alIKeHA3bKHUX LIPUQPTIB i TAAAHTY
06papoBaHoOro TpaauLiiiHoro mucaps (cogepa).

Iarom Labap

? AbBiBCbKUIt IOABCBKUIL AePKaBHUIL apxiB y ToAOBHOMY apXiBi AaBHIX
axtis (Archiwum Glowne Aktow Dawnych, Warszawa), Illaro6u
1870-99, no. 97.

92

cases these are liturgical codices, where initial words
(as Hebrew doesn’t have capital letters) and selected
phrases were inscribed in display calligraphic letters.
However, there are also single pages and broadsides
where this is demonstrated. A noteworthy example
is a single page containing the Five Scrolls written in
tiny script (micrography) in four languages (Hebrew,
Latin, German, and French) by the master scribe and
calligrapher Aaron Wolf Herlingen in 1748, while he
was employed at the Imperial Library in Vienna.

The present page is another link in this tradition
of Hebrew calligraphy. The talented scribe who made
it signed his name and noted the date at the bottom
left: Mordechai [Markus] Spit of Horodok (Grédek
Jagielloniski in Polish, Radek in Yiddish), 1858. An
additional inscription at bottom right states in Polish
that the page was produced by Markus Spit, of blessed
memory, and donated by his son, a school principal
by the name of Herman [Hersch Mendel] Spit. From
Herman’s archival marriage record of 1893 (when he
was a teacher at a “folk school;” he was also active in
the Folk School Society) we learn that his father was
a registrar of the Jewish community in Horodok.
However, while those of previous ages were by and
large in Hebrew, this one is extremely exceptional as
it is not in the Hebrew language, though obviously
these are Hebrew letters. The language used is not a
standard spoken Yiddish either, but rather one used
by Maskilim — namely “scholars” or “enlightened”
Jews. The texts are mostly in German, written in
Hebrew letters with no discernable typical Yiddish
expressions (that is, Judaeo-German orthography).
Moreover, the texts don't deal with Jewish matters,
but are sections from personal letters on various
commerce issues. Every two or three lines the scribe
used a different typeface, which he inscribed in
elegant cursive letters. It is clear that the purpose of
the broadside does not bear any special meanings
and that the calligraphic texts were copied only to
demonstrate different Ashkenazi scripts, as well
as the talents of the gifted traditional scribe (sofer).

Shalom Sabar

’Lviv Polish State Archives at the Central Archives of Historical Re-
cords, Warsaw, Marriages 1870-99, no. 97.
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ITaan Xpamy
€Bpoma, XIX cToaiTTs

Iamip, Tym, 56,5 x 44,3 cm

BHu3y AiBopyd Hanuc YOPHUM YOPHHUAOM Bip PYKH:
M. 908

IuB. Ne P-70

ITaan XpamoBoro koMmaekcy B €pycasumi 3aiimMae
0iABITy YaCTHHY apKyIIa i MICTUTb KiAbKA CIOXKETiB,
IO He BUSBASIOTH 0€3II0CEPEAHBOTO 3B'SI3KYy 3i
CIIOPYAOIO.

Kpecaenns penpeseHTye maaH KoMmmAekcy Xpamy
Bip vaciB 1aps Ipopa BIiATIOBIAHO A0 #oro omucy B
MimHaiTcbkoMy Tpakrari Mipor (“Bumipu”), mo
ykaapeHuit 6amspko 200-220 pp. H. e. Ipadiuny
inTepnperanito ¢opmu Xpamy 3 ii omucy B MipoT
HAaAQB  CEPEAHBOBIYHMI  €BpeHChKMI  pirocod
MaiimoHip. Y KOMeHTapi, sIKHit BiH CKAAB OAH3BKO
1168 poxy, MaiiMOHip iHTepIpeTyBaB 3araAbHHUI
nAaH XpaMy K MPaBUAbHUI KBAAPAT 3i CTOpPOHAMU B
100 aixTiB.

HosBuit mipxia A0 TeOpeTHYHOI pPeKOHCTPYKIil
Ipoaiancpkoro XpaMy 3ampONOHOBAHO B MpariX
Nom-Tosa Ainmana Teanepa (1587-1654), sxuit
y PisHI YacH CAyXXHB TOAOBHUM paBuHOM Yy IlIpasi,
B Hemuposi ma Ilopiasi, y Boaopumupi-Bo-
anHCbKoMy Ta B Kpaxosi. oro inTepmperanis Ao6pe
Y3ToAXyBaAacs 3 omucoM Xpamy y Mimni: “Csruns
byaa By3bKOIO 3i3apy Ta IIMPOKOIO cCriepeay, Oyaa
0AIOHOI0 AO AeBa, 60 ckazaHO: rope Apiiy', Apiiay,
MicTy, mo Aasua y HiM Tabopysas (Ic. 29:1), - piBno
X, K A€B, 3i3aAy BY3bKHUM, a CIlepeAy IIMPOKHIL,
CBATMHSA By3bKa 3i3asy, a crepepy mupoka” (Mipot
4:7). Teanep rpadiuHo iHTepHpeTyBaB Leil OIHUC
y cBOiil mpani, BuAaHil 1602 poKy, AOIOBHHBIIH
KPeCAeHHs pO3IIMPEHMM TOAOBHMM (acapoM Xpamy,
AKuM ftoro 6awus mpopox €sexiiab (€sex. 40-42).
Lle 306pakeHHS MAAO CAYT'YBATH AASL I0AEIB B3ipIieM
IPHIACIIHBOTO, MECiaHCHKOTO XpaMy i He HaCAiAyBaAo
Xpam Ipoaa, 36yaoBanuii 64. 20 p. A0 H. €.

e oare xpecaenns Tearepa, omy6aikosane 1644
poxy B Kpakosi, mepepbayaro posmmpenuit pacap
Ipoaiancpkoro Xpamy, si fioro 6yao omucano y MipoT.
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Plan of the Temple
Europe, 19th Century

Paper, ink, 56.5 by 44.3 cm

Bottom left, a handwritten inscription with black ink:
M. 908

Inv. no. P-70

This plan of the Temple compound in Jerusalem
fills the majority of the sheet’s space and includes a
number of subjects that are not immediately related
to the Temple.

The drawing shows a plan of the Herodian Temple
compound, as it is described in the Mishnaic tractate
Middot (Measurements), redacted ca. 200-220 CE,
relatively soon after the destruction of the Temple in
70 CE. It was Maimonides who first provided a
graphical interpretation of the Temple’s shape
according to how it was explained in Middot.
In his commentary from ca. 1168, Maimonides
interpreted the overall shape of the Temple as a
perfect square measuring 100 by 100 cubits. This
graphical reconstruction was not questioned until
the seventeenth century.

A new approach towards the reconstruction of the
Herodian Temple was proposed by Yom Tov Lipmann
Heller (1587-1654), who was, successively, the chief
rabbi of Prague, Nemyriv in Podolia, Volodymyr-
Volyns’kyi, and finally of Krakéw. His interpretation
corresponded fairly well to the Mishnaic description
of the Temple: “The sanctuary was narrow behind
and wide in front, and like a lion - since it is said, Ho,
Ariel, Ariel, the city where David encamped (Is. 29:1)
— just as a lion is narrow behind and broad in front,
so the sanctuary is narrow behind and broad in front”
(Middot 4:7). Heller interpreted this description
graphically in his work of 1602, where he added a
broadened front to the Temple as it was envisioned
by the prophet Ezekiel (Ezek. 40-42; this image of
the Temple was destined to serve as a model for the
Messianic Temple in Jewish thought and did not
refer to the Herodian Temple, built ca. 20 BCE).
Another drawing by Heller, published in 1644
in Krakéw, also envisaged a broadened front of

—— . ——
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OxpiM icTopuyHOro NOBYAHHSA, I iHTepHpeTaris
MaAa MecCiaHCBKMH 3MicT, ockiabku [earep BBaxas,
mo IpoaiaHcpkuit xpaM OyB “Tpoxu’ MOAIOHUM Ha
Xpam y ommci €3ekiiaf, a BiATaK PO3YyMiHHS HOro
dopmu 6yAr0 OOOB'SI3KOBHM 3 OTASIAY Ha MeCiaHCBKi
ouikyBaHH:. 3aBAsKH parsaM [easepa 1js ikoHOrpadis
3p00yAa IOIMYASIPHICTD y BCbOMY FOACHCBKOMY CBITi
U ypemrTi CTaAa CTAaHAAPTHOIO IAIOCTpPAIli€l0 A0
HOBUX BUAAHD BaBmaoncpkoro Taamyay mapaseabHO
3 MaiiMOHIAOBOIO PpeKOHCTPYKIiero. IkoHorpadis
Tearepa Oyaa HOmyASIPHOIO TAaKoX 1 y AbBOBi, Ae
il BUKOpHUCTAaHO AAs 0300 Topa-mmapAy KiHIps
XVIII croairts (Sasson Collection, Sotheby’s
2000). ExcrionoBaHui NAaH BIATBOPIOE Lieil 3pa3ok i
PO3SICHIOE TIPU3HAYEHHS OKPEMUX YaCTUH Xpamy.

Ha apxymi posramoBaHi uuMcAeHHI Hamucy, i
AUIle YaCTHHA 3 HUX CTOCYETbCS eAeMeHTiB Xpamy.
ITepeBaxkHa ix OiABIIICTD HAICAHA APIOHMMHU AiTe-
paMH, 4acTKOBO TIOPH30HTAABHO, JaCTKOBO B3AOBXK
eAeMeHTIB IAaHy. AesKi HAIUCH 3pOOACHO BEAUKHMHU
AiTepaMH — BOHH OpI€EHTOBAaHi TOPU3OHTAABHO. Y
BEpXHill YaCTUHi AMCTa BiAYUTYEMO BipII “YSBASIO 5
Tocrioaa mepep coboro mocriitno” (Tlc. 16:8), sxuit
3a3BUYail BUKOPUCTOBYBAAM HA TAOAMIN usimi, 1o
CTOITh IIepeA OYiAbHMKOM MOAMTBH B CHHAr03i; OAHAK
TYT LjeH BipIl He CTOCYEThCS AITYPIilHOTO BXXMTKY i,
MOXAMBO, Ma€ OiABII 3araAbHe 3HAYeHHS, [TOB g3aHe 3i
Casrum CBSTHX, 300p)KEeHNM HIDKYE HA KPECACHHI.
Aaai unraemo Beamkuit Hammuc — “Qopma Xpamy’;
fioro HaHeceHo Ha Micii Cpsaroro CBATHX, OAHAK
CTOCYETbCS BiH IAOTO ITAQHY.

PosTamoBaHuil e HIDKYe HANOIABIIMIT HaIMC
osHavae ‘ITputBop Xpamy” i 3alOBHIOE BIATIOBIAHY
vactuHy csituHi. [To 06uaBa 60oxu nmpurBopy 6adnmo
ABI “KIMHaTH AASL HOXIB >KEPTBOIIPUHECEHHS, IO
YTBOPIOIOTh PO3LIMPEHY IIEPEAHI0 YACTHHY CIIOPYAH,
saky ocmiBaHo y Mimni. MMe mHmwkue ¢ikcyemo
BUKOHAHHMH CYTTEBO ApiﬁﬂimpIMn AiTepaMH HaIIUC,
y SIKOMY BKa3aHO iMeHa YOTHpPbOX aHreAiB: Muxaiaa,
TaBpuiaa, Pagaina Ta Ypuisa. Ix posmimenns Ha ABopi
Ispaiabran, sxuit Bippisge ABip Ilepmocssmenukis
Bia ABopy JKiHOK, CKAQAHO TTOSICHUTH.

Ille OAHMM HE3BUYHHM AOAATKOM AO TIAAHY
Xpamy € Tekct, momimenuit Ha ABopi JKinok BHHU3Y
kpecaenns. Le niom (airypriitna nicest) “Ohil yom
yom” (“ u4exaTMy KOXHOTO AHSA”) BHAATHOTO
MapOKKAHChKOTO €BPEHChKOro moera Aasupa OeH
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the Herodian Temple, as described in Middot. In
addition to containing historical instruction, Heller’s
interpretation bore a Messianic message, since he
believed that the Herodian Temple resembled the
Temple described by Ezekiel, “a bit,” and hence
knowledge of its shape was mandatory in light of
eschatological expectations.

Because of Heller’s works, this iconography
of the Temple (broad in front, narrow in back)
became popular throughout the Jewish world, finally
becoming a standard illustration in new editions
of the Babylonian Talmud, side by side with
Maimonides’ reconstruction. Heller’s iconography
was also popular in Lviv, where it was used in the
decoration of a Torah shield in the late eighteenth
century (Sasson Collection, Sotheby’s 2000). The
exhibited sheet is another example of this pattern and
also illustrates particular components of the Temple.

The sheet bears numerous inscriptions, only some
of which specify the elements of the Temple. Those
that do are mainly set in small letters, partially
in horizontal lines and partially aligned with the
elements of the plan. There are also inscriptions
composed of much larger letters set horizontally. For
example, at the top of the sheet is the verse “I have set
the Lord continually before me” (Ps. 16:8), which is
customarily inscribed on the shiviti plaques standing
in front of the prayer leader in the synagogue.
However, here this verse is detached from liturgical
use and probably has a more general meaning,
possibly related to the Holy of Holies drafted below.
There, a large inscription reads “The Shape of the
Temple,” and though inscribed in the Holy of Holies,
it refers to the whole drawing.

The largest inscription, placed further down on
the sheet, reads “The Temple Porch” and corresponds
to the appropriate part of the Temple. The porch
is flanked with the side “rooms of the slaughter-
knives” which produce the broadened front of the
edifice poetized by the Mishnah. Yet another lower
inscription, in significantly smaller letters, comprises
the names of the angels Michael, Gabriel, Raphael,
and Uriel. This inscription is placed on the Court of
the Israelis, which separates the Court of Archpriests
from the Courtyard of Women. Itis difficult to explain
the reason for this placement.

oI TN

Xacina (1727-1792). TlitoT ocmiBye raamaeficbke
micto TiBepiaay i onAakye MOTMAM IOXOBaHHUX TaM
€BpeMChKUX MyApeliB, 30kpeMa MaiimMoHiaa i paBuHa
Xaima A6ynadii (1660-1744), sxmit y 1740 poui
BiaHOBUB y TiBepiaai XUTTS €BpeHCHKOI IPOMaAH.
Texcr miloTy HammcaHO B ABI KOAOHKH AiBOpYY i
IPaBOpYY Bip BXOAY Ha MOABips. Lleir mitor Xacina
OyB i 3aAMIIAETHCS Ay>Ke MOMYAIPHIM Cepep EBPEiB-
cepapais. 3Hanmit BiH i B €Bpomi, ockiapku 0OyB
HappyKoOBaHHI y 36ipui BipmiB Aasupa 6en XaciHa
Tehilla le-David (Amsterdam, 1807).

BpaxoByroun Bucoky MucTenpKy —SAKicTbh i
BUKOPUCTaHHS  CepapACBKOI  AITyprifiHOi  micHi,
MO>KHA BB)XaTH MiCIleM CTBOPEHHS IIbOT0 apKylia i3
nAaHOM XPpaMOBOrO KOMIIAGKCY OAHE 3 MicT €Bpomny;
floro aBTOp, HUMOBIpHO, OYB AOOpe 3HafOMHIl i3
ceapACKOIO AITYPrifHOIO TOe3i€ro.

Cepeiti Kpasyos

! Apiir - 6yxsasbao “AeB Boxuit’, oaHa 3 Hass Epycaanmy.

Another unusual addition to the plan of the
Temple is the text inscribed in the Courtyard of
Women, at the bottom of the drawing. It is a piyyut
(liturgical song) “Ohil yom yom” (I Shall Expect
Every Day) by an outstanding Moroccan Jewish poet,
R. David ben Hassin (1727-92). The piyyut glorifies
the Galilean city Tiberias and eulogizes the tombs of
Jewish sages buried there, including Maimonides and
Rabbi Hayyim Abulafia (1660-1744), who reinstated
Jewish life in Tiberias in 1740. The text of the piyyut
is set in two columns, on the right and left of the
courtyard gate. This piyyut was, and still is extremely
popular among Sephardic Jews. It was known in
Europe, and published in a collection of poems by
David ben Hassin, Tehillah le-David (Amsterdam,
1807).

Judging from the high artistic quality, combined
with Sephardic liturgical song, this sheet presenting
the plan of the Temple compound could have been
produced in a European city, by an artist well aware of
Sephardic liturgical poetry.

Sergey Kravtsov

! Apiia - 6yxBasbHo “Aes Boxuir’, opHa 3 Hass Epycasnmy.
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CkopoyeHHs
Abbreviations

AHTI'M = AbBiBcbKa HallioHaAbHA rasepest MucTelTB iM. Bb. I. Bozauipxoro
LNAG = Borys Voznytsky National Art Gallery of Lviv
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Oparment kry6u 3 AHkor, 1728 p.

Detail of Ketubbah,Verona 1728
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AbBiBCbKa HallioHaAbHA raasepest MUCcTenTs iM. b. I BosuHurpkoro
LenTp micpkoi icTopii Llenrpaspno-CxipHoi Epponn

€BperichKi MAI0OHI KOHTPAKTH.
36ipka KTy60T ABBiBCHKOI HaI[iOHAABHOI raAepei MECTELTB.

Pepaknis: Bira Cycax
Ilepexaaa: ITaBao Ipurrax
Mosna peaaknisi: Harasist Barntok (yxp.), Mimean Toaprabep (anr. )

®ororpad: Poman [Mymax
Amzaiia karasory: Ipusa Ask

MNignucaHo go apyky 30.08.2015 ®opmat 210x265 mm. FapHiTypa Arno.
Manip kpenpoBaHui. [pyk odceTHU. YM. ApYK. apk. 2,63. Haknag 500 npum. 3am. 3-015/004.

BipapykoBaHoO 3rigHO HagaHoro opuriHan-maketa TOB”
M. JIbBiB, BYN.



