http://www.hst-journal.com Icmopis Hayku | mexHiku 2021, mom 11, sunyck 2
History of science and technology, 2021, vol. 11, issue 2

DOI: 10.32703/2415-7422-2021-11-383-410

UDC 666.3: 745.03:929:93
Volodymyr Khyzhynskyi
Mykhailo Boichuk Kyiv State Academy of Decorative-Applied Arts and Design
32, Mykhailo Boichuka Street, Kyiv, Ukraine, 01103
e-mail: volodymyr.khyzhynsky @gmail.com
https://orcid.org/0000-0002-8450-9087

Mykola Lampeka

National Transport University

42, Mykhailo Boichuka Street, Kyiv, Ukraine, 01103
e-mail: mlampeka@ukr.net
https://orcid.org/0000-0001-9580-3399

Valerii Strilets

National Transport University

42, Mykhailo Boichuka Street, Kyiv, Ukraine, 01103
e-mail: vstrilets8@gmail.com
https://orcid.org/0000-0002-7669-8770

Ceramics of Halychyna in the late 19th — early 20th centuries. Scientific and
professional schools. Technologies. Personalities.

Abstract. An analysis of numerous artefacts of the first third of the 20th century
suggests that the production of many varieties of art-and-industrial ceramics
developed in Halychyna, in particular architectural ceramic plastics, a variety of
functional ceramics, decorative tiles, ceramic tiles, facing tiles, etc. The artistic
features of Halychyna art ceramics, the richness of methods for decorating and
shaping it, stylistic features, as well as numerous art societies, scientific and
professional associations, groups, plants and factories specializing in the production
of ceramics reflect the general development of this industry in the first half of the
century and represent the prerequisites the emergence of the school of professional
ceramics in Halychyna at the beginning of the 20th century. The purpose of the paper
is to analyze the formation and development of scientific and professional schools of
art-and-industrial ceramics of Halychyna in the late 19th — early 20th centuries. The
research methodology was chosen, in accordance with the specific factual material,
the goals and objectives set in the work, developed on the basis of a systematic
approach and the principle of historicism, using the method of complex art analysis,
synthesizing the research capabilities of comparative historical, functional,
typological research methods. The principle of consistency assumed the consideration
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of certain issues, in accordance with the sequence of processes that took place in such
a popular variety of professional decorative applied art as art ceramics. Due to this
approach, the authors tried to focus on a detailed elucidation of the ways of building
professional creativity in an inextricable relationship, taking into account the
characteristics of a certain material, the needs of appropriate material support, and
the establishment of technological processes. Furthermore, such a presentation of the
paper material has provided a clearer indication of the possibilities and prospects for
the development of the artistic ceramics art. In the process of work, the authors were
aware that all the problems related to the art of the first half of the 20th century,
including the development in the production of art ceramics in Halychyna, are only at
a certain stage of thorough study. That is why this work is one of the stages on this
path. In this regard, this study was interpreted by the authors not as one that should
finally exhaust the chosen topic, but on the contrary — the work should create an
opportunity for further more detailed study of individual phenomena, the work of
artists, or the analysis of groups of specific pieces of art.
Keywords: decorative applied art; art-and-industrial ceramics; manufacturing
technology; peculiarities; Ukrainian style; Lviv museums

Introduction.

An analysis of numerous artefacts of the first third of the 20th century suggests
that the production of many varieties of art-and-industrial ceramics developed in
Halychyna, in particular architectural ceramic plastics, a variety of functional ceramics,
decorative tiles, ceramic tiles, facing tiles, etc. The artistic features of Halychyna art
ceramics, the richness of methods for decorating and shaping it, stylistic features, as
well as numerous art societies, scientific and professional associations, groups, plants
and factories specializing in the production of ceramics reflect the general development
of this industry in the first half of the century and represent the prerequisites the
emergence of the school of professional ceramics in Halychyna at the beginning of the
20th century.

Regarding the general dynamics of the development of art-and-industrial
ceramics, it should be noted a certain peripheral weakness of economic relations in
Halychyna at the beginning of the 20th century and the lack of infrastructure necessary
for the development of the industry. Such conditions forced local entrepreneurs to start
active activities in those industries that had deep roots in folk culture (Kara-Vasylieva,
2005, p. 257). The process of improving the art qualities of the ceramics of Halychyna
of this period was slow, but progressive (Zakharchuk-Chuhai, 1979, p. 105). It was at
the beginning of the 20th century that this area of decorative art was recognized as a
special sphere of art activity, subject to its own laws, which had its own means of art
and emotional impact. At the same time, professional artists, graduates of art schools
began to work in the field of ceramic art.

In the decorative arts at the beginning of the 20th century, qualitative changes
took place. This also applies to the introduction of new forms of folk culture into the
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cultural-and-art space and the development of new stylistic features of decorative art.
At this time, we are witnessing a process of serious interest of the creative community
in folk art. An active collection and formation of museum collections, a theoretical
substantiation of the very concepts of “folk art” and “decorative art” began.
Consequently, an important role in the creation of individual ceramic workshops,
factories, and plants, educational institutions is played by figures of Ukrainian art and
science, such as Prof. Volodymyr Shukhevych, Prof. Julian Zakharievych, Prof. lvan
Levynsky, and many others.

The three named personalities were directly involved in the formation of a kind
of art style that spread in Halychyna at the beginning of the 20th century. It should also
be noted the support and indirect assistance to this movement of Metropolitan Andrey
Sheptytsky. Moreover, such well-known figures of Ukrainian culture as I. Franko,
M. Hrushevsky, K. Trylovsky, and others had a certain influence on the formation of
art-and-industrial ceramics of Halychyna.

At that time, there was also an active search and development of the Ukrainian
national style. The processes of shaping the latest art movements, active and fruitful
cooperation of leading avant-gardists with folk craftsmen and their appeal to the
symbolic language of folk art are taking place. These mutual influences lead to
profound structural changes associated with the emergence of a new stylistic trend in
Ukrainian modern art. The process of creating a national style was, first of all, a
progressive manifestation of the patriotic feelings of the intelligentsia, the awareness
of oneself as a nation.

Many researchers turned to the problems of the development of professional
decorative applied art at the beginning of the 20th century and in particular — to art
ceramics in Halychyna. However, only some of their works contain elements of
theoretical generalization of rich factual material, as well as also cover all the
traditional varieties and trends in the development of the art of ceramics. The vast
majority of publications are dedicated to individual artists, art events, exhibition
reviews, etc. There is also insufficient coverage of the use of expressive means taken
in the visual arts — painting, sculpture, graphics — in art ceramics.

The purpose of the paper is to analyze the formation and development of scientific
and professional schools of art-and-industrial ceramics of Halychyna in the late 19th —
early 20th centuries.

Research methods.

The methodological basis of the work is the principles of consistency and
historicism. The peculiarity of the work was to identify and to correctly understand the
specifics of the period subject to thorough study. The main thing in this was the
realization that the studied creative environment, as well as the creative destinies of
individual artists, were subjected to an unprecedented influence of external factors, a
certain ideological pressure that limited the creative freedom. That is why the principle
of historicism was important in the methodological basis of the work. It is the principle
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of historicism, the consistent study and systematization of the material under study with
its subsequent presentation, in accordance with a certain, pre-adopted periodization,
allows us to consistently trace the processes taking place in the art environment and the
development of the scientific component in the manufacture of ceramics.

The principle of consistency, which was used by the authors in preparing the
materials of the paper, assumed the consideration of certain issues, in accordance with
the sequence of processes that took place in such a popular variety of professional
decorative applied art as art ceramics. Due to this approach, it was possible to focus on
a detailed clarification of the ways of forming professional creativity in an inextricable
connection, taking into account the characteristics of a certain material, the needs of
appropriate material support, and the establishment of technological processes.
Moreover, such a presentation of the material provided a clearer indication of the
possibilities and prospects for the development of the mastery of art ceramics.

The processes taking place in art in general and the art of ceramics, in particular,
were projected at the famous art center in Europe — Halychyna. When presenting
factual material, the authors periodically carried out a comparative analysis and
comparison of the local situation with individual historical events that took place
during the beginning of the 20th century, difficult for the European world.

The foundation of the source base of the study is factual material collected during
the meetings of the authors with lecturers and graduates of the departments of art
ceramics of Lviv Academy of Arts, familiarization with museum collections, as well
as relevant literary sources in Ukraine.

The main sources of acquaintance with the creative achievements of Lviv ceramic
artists were the fund collections of Lviv museums: the Museum of Ethnography and
Arts and Crafts of the Institute of Ethnology of the National Academy of Sciences of
Ukraine, the Andrey Sheptytsky National Museum in Lviv, the Lviv Art Gallery. Some
exhibits were found in the funds of the Lviv Historical Museum, the Museum of Folk
Architecture and Life, the Lviv Museum of the History of Religion.

Results and discussion.

During 1900-1914, we observe the formation of the Galician version of the
Ukrainian national style within the walls of the well-known design and production
company of I. Levynsky in Lviv. It brought together the most prominent artists of the
time: architects J. Zakharievych, K. Moklovsky, O. Lushpynsky, T. Obminsky, artists
I. Trush, O. Novakivsky, M. Sosenko, sculptors P. Herasymovych, M. Havrylko, and
decorative artists M. Lukyanovych, O. Biloskursky, P. Hlynchak, O. Kulchytska, and
others (Radomska, 2019; Noha, 1997, p. 215). I. Levynsky's huge and powerful factory
of construction and art industry united like-minded artists who designed and
implemented numerous projects of architectural structures throughout Halychyna,
created samples of architectural and household ceramics, ceramics in the field of sacred
art (Ivashkiv, 2020), tiles, varieties of facing tiles, etc.
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In Halychyna, a group of artists, technologists who are constantly working in the
field of art-and-industrial ceramics: A. Verner, J. Zakharievych, V. Krytsinsky,
S. Dachynsky, L. Koshka, L. Marconi, Ye. Dubrava, I. Slovitsky, M. Lukiyanovych,
H. Becher, and others, is gradually taking shape (Mateiko, 1959, p. 25).

Growing rapidly, the ceramic industry subsequently took one of the first places in
the industry of Halychyna at the beginning of the 20th century. Ceramic enterprises
were at a fairly high level of mechanization, the use of modern equipment. Halychyna
was home to about ten highly efficient factories that were trying to compete with their
products in the international market. However, in the first decades of the 20th century,
only three ceramic firms had real international recognition in the field of art ceramics:
the I. Levynsky’s factory, the Kolomyia Pottery School, and the Regional Ceramic
Research Station in Lviv. An important role in this was played by a kind of artistic style
of decorating products, in which an attempt to use the motives of folk ceramics, the
folk ornament is manifested (Shmahalo, 1994b, p. 29).

The early 20th century in the development of art ceramics was marked by the
rapid development of the corresponding infrastructures. Art-and-industrial schools and
production establishments, which constituted significant technical and artistic
potential, were opened and operated. The range of ceramic products met international
requirements. Facing tiles, ceramic sculpture, painting ceramic panels, decorative
applied utensils, building and decorative bricks and tiles, a variety of tile products were
of high art and technological quality. They were made in almost all possible ceramic
materials — chamotte, maiolica, faience, porcelain, stone mass (Holubets, 1991b,
pp. 13-14).

There were pottery centers that effectively “fed” professional ceramics in a
number of towns and villages, including Belz, Halych, Hlynsk, Zolochiv, Zhovkva,
Liubech Korolivska, Lviv, Potelych, Plisnesk, Staryi Sambir, Sokal, Stryi. The growth
in the number of pottery workshops and craftsmen, starting from the 16th — 17th
centuries, in many settlements of the region led to the emergence of separate guild
organizations, expanding the market for products. Thus, separate potters’ workshops
were organized then in Lviv, Sokal, Sambir, Liubech Korolivska, Potelych, Yavoriv.

Products from each area of pottery had their own art features, which depended on
the natural properties of raw materials, technological level of production, the stability
of local traditions. All famous centers were famous for leading masters, bright creative
personalities.

At the end of the 19th — beginning of the 20th century in the territory of
Halychyna, the most famous folk pottery centers were: Lviv, Kolomyia, Kosiv, Pistyn,
Horodok, Stryi, Oleyov, Sudova Vyshnya, Bilyi Kamin, Brody, Komarno,
Kopychyntsi, Sniatyn, Sokal, lvano-Frankivsk, Tysmenytsia, Zolochiv, Zhuravno,
Zhyvtsi, Hlynske, Mykolaiv, Halych, Yavoriv, Potelych, Shpykolosy, Havarechchyna,
etc. The main centers for rethinking folk style trends were Horodok, Kolomyia, Kosiv,
Sokal, Potelych, Halych. They had their own original examples of interpretation, both
in terms of shape and decoration of products. The ceramic products of these cells
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impress with an infinite variety of forms created on the basis of a fine understanding
of the specific properties of the ceramic material. Ways of creating generations of
expressive decorative image masters in folk ceramics, which has mostly utilitarian
purpose, were constant role models for professional artists of Halychyna in the early
20th century (Holubets, 1991b, p. 10).

Folk masters had many techniques for decorating and shaping the ceramics.
Smoking and polishing are one of the oldest techniques typical of many pottery centers
in Ukraine. It gives a unique decorative effect and contributes to the maximum
detection of plastic, silhouette lines of pottery. From time immemorial, folk masters of
Halychyna used the method of partial coating of products with glaze. The combination
of an ocher or grayish-brown surface of the shard with shiny glaze streaks, most often
light green, dark green, or yellow, created a kind of decorative effect. Free design, not
repeating on every piece, emphasized its man-made nature. They also skillfully used
such a widespread technique as flyandrovka (Mateiko, 1959, p. 77). The use of
technological methods that allow to obtain an unusual color, special decorative effects,
an interesting shape and texture, brought to high perfection by many years of
experience, is observed in the art-and-industrial centers of Lviv, Potelych, Halych,
Kosiv, Kolomyia, and other centers of ceramic production (Mateiko, 1959, pp. 80-81).
A characteristic feature of the decor of Ukrainian folk ceramics is the use of not one,
but simultaneously several methods of decorating it, for example, engraving and
painting with engobes, engraving and painting with ocher, engraving and painting with
a horn, engraving and polishing, engraving and glazing, etc.

In addition to the simplest, exquisite in silhouette and proportions of products —
jugs, makitras, bowls, which were shaped as a single volume during the rotation of the
potter’s wheel, folk craftsmen created a variety of figured vessels — kumanetses,
pleskanky, water bottles, small barrels, candlesticks, as well as vessels treated in the
form of animals (so-called lembics) or anthropomorphic volumes in the form of
humans. They were mounted from several turned forms, they were distinguished by
the tectonic unity of the main volume and details, expressiveness of silhouette lines.
They are characterized by generalization and emphasized decorative forms, witty
adaptation to utilitarian needs, vivid imagery. The ability to convey the pictorial motif
with the help of minimal means is clearly manifested in the ceramic sculpture of small
forms, in particular in the toy.

Sokal was an outstanding center, which has long been famous for painting on
ceramics. In terms of technology, the products of the Sokal potters are very close to the
Hutsul ones: an engraved drawing was applied on a white background (an engobe-
covered crock), according to which the painting was done mainly in three colors —
brown, green, and yellow. The finished product was covered with a transparent glaze.
Real masterpieces of folk art, which are kept in many museums, were created by the
famous master from the city of Sokal Vasyl Shostopalets (Pokotiuk, 2017). Unusual in
shape (pear-shaped banyaks and twins) and decor (engraving, engobe painting, and
green glaze floods) products of this master deserve attention. In addition to traditional
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items turned on a potter’s wheel, he decorated original anthropomorphic vessels with
characteristic paintings (Figure 1). The dominant grotesque intonations determine the
emotional sound of the decorative images of his authorship (Holubets, 1991b, p. 11).

Figure 1. A jug made in the form of a noble lord. By Vasyl Shostopalets
(Pokotiuk, 2017).

One of the traditional forms of pottery is zoomorphic utensils, so-called lembics.
The boundless imagination of their performers, the ability to convey the characteristics
of animals in constructions of simple geometric volumes, turned on a potter’s wheel,
complemented by sculpted details and paintings is impressive.

Along with a variety of forms and purposes of dishes, folk artists created
sculptural sculptures, ceramic toys. One of the famous centers in Lviv Region, where
ceramic toys have long been made, was the village of Stara Sil. Cute tin whistles and
rattles were made in the form of hollow clay balls, figurines of birds, animals, and
people. The image of arider on a horse was very popular. The maximum generalization
of forms, the simplification and schematic nature of the plastic solution did not interfere
with the expressiveness of movements, the reproduction of the characteristic features
inherent in the prototype of the depicted. In some cases, terracotta items were decorated
with engobe painting formed by parallel or concentric stripes, sometimes covered with
colored glaze.
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A significant influence on the ceramics of Halychyna, and in particular —on Lviv
ceramics, was exerted by the very popular Hutsul folk ceramics in the western regions
of Ukraine, where, in the system of polychrome decor, along with floral ornaments,
animal drawings, there were images of human figures and, sometimes, complex plot
scenes. The peculiar figurative language of the primitive allowed for a conditional
interpretation of the depicted, deformations and violation of real proportions. It is
characterized by bright grotesque characteristics, expression of movement, narrative
composition, which allows one to compare events of different times. Filling the entire
surface of ceramic products with colorful decor, the Hutsul craftsmen, as it were, turned
it into a living space for plants, animals, people, merging into a harmonious whole in a
single decorative structure (Holubets, 1991b, p. 12).

As you can see, Galician ceramics of the first third of the 20th century rests on a
solid foundation created by folk clay masters, who have a subtle understanding of the
nature of the material, its specific capabilities, master ability to use technological
methods of shaping and decoration. At the same time, a certain decline in the
development of folk cells of ceramic production, which occurred during the expansion
of the infrastructure of art-and-industrial ceramics, under the influence of
socioeconomic factors of the time, should be noted.

The art-and-industrial societies, workshops, plants, and factories, as well as art-
and-industrial schools created at the end of the 19th century were of great importance
for creating new principles of art ceramics of Halychyna in particular and the nature of
the national art of the early 20th century. But it was under them that the first ceramic
associations were subsequently founded.

The largest center for the training of art specialists in Halychyna was the Art-and-
Industrial School in Lviv. Established in 1876 as a School for Drawing and Modeling
at the City Art-and-Industrial Museum, it initially did not have its own premises. In
1909, the School received a large, specially erected house at 47 Snopkivska Street.
Pupils and graduates actively participate in exhibitions “organized annually within the
walls of the institution itself and in exhibitions of national importance in Vienna (1880,
1889), the Regional Exhibition in Lviv (1894), in the exhibition of metal art products
in Prague (1912), and other events” (Maksysko, 1974, p.115). The educational
institution was constantly increasing, “In the 1911-1912 academic year, the number of
teachers in the School increased to 38 and the total number of pupils — up to 600. At
that time, the School employed such well-known artists of Halychyna as A.
Auhustynovych, J. Nalborchyk, S. Batovsky, O. Beltovsky, P. Herasymovych,
Z. Horholevsky, T. Rybkovsky, Z.Rozvadovsky, V. Krytsinsky, S. Reichmann”
(Shmahalo, 2005, pp. 9-11). Among other specializations, the Department of Art
Ceramics occupied a prominent place, “It was founded in 1892 with a specialization:
building ceramics, art of creating tiles, pottery functional ceramics. The laboratory,
ceramic shops, and kilns of I. Levynsky’s factory were used in the training process
(Figure 2), although there were shops and equipment. Training programs were
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provided by high-class specialists of the enterprises of the whole region™ (Levkiv,
2002, p. 56).

—— |

Figure 2. Electromechanical department of I. Levynsky factory
(Klimashevskyi, 2020, p. 84).

It should be noted that the mentioned art institution functioned during the Second
World War. Then, with the direct initiative and support of the Ukrainian Central
Committee, the first Ukrainian-language art school — the State Art-and-Industrial
School — was established in Lviv. Under the leadership of M. Osinchuk and later —
E. Nahirny, it existed in 1941-1943 under one roof with a similar Polish educational
institution, the director of which was J. Stazhynsky. Experienced artists and teachers
taught at the school: M. Butovych, V. Balyas, M. Vnuk, M. Kmit, A. Malyutsa,
M. Osinchuk, M. Fedyuk, M. Mukhin, O. Povstenko, and others. The composition of
the student body was indicative for that time, “Many were driven to Lviv by the war.
Some fled east of the Germans, others west of the Soviets. One and the other were
united by Lviv, a city between two forces” (Zvirynskyi, 1997, p. 68). During the years
of German occupation, the School’s students were well-known future artists and
cultural figures: M. Batih, J. Zakharchyshyn, K. Zvirynskyi, L. Krushelnytska,
S. Koropchak, V. Patyk, V. Yarema, and others.

By the end of World War Il, the State Art-and-Industrial School was redesigned
into a construction school, “...Most of the students refused to continue their studies at
the new school and when, in October 1943, a recruitment was announced for the newly
created Higher Art Studio headed by Vasyl Krychevsky, a significant number of
students moved there” (Zvirynskyi, 1997, p. 68). The founders interpreted the new
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institution as the continuer of the traditions of the Ukrainian Academy of Arts in Kyiv.
With the advent of Soviet power, in 1946, on the site of the former art-and-industrial
school, the Lviv Art School was created with a total of about 100 students.

Returning to the situation at the beginning of the 20th century, let us first of all
note the facts that members of newly created societies and art-and-industrial workshops
organized numerous competitions, exhibitions of the best examples of ceramics, etc.
So, in 1907, under the leadership of I. Levynsky, the “Russian Ceramic Circle” was
founded. This Circle brought together Ukrainian engineers, technicians, artists who
worked in ceramics not only in the territory of Halychyna, but also beyond. It was the
first all-Ukrainian technical artistic organization. Subsequently, other associations of
artisans and industrialists appeared — the “Meshchanske brotherhood” (1909), “Lviv
Rus” (1909). In 1918, an important event in the life of Western Ukraine was the
founding of a new organization — the Labor. Already at the beginning of its activity, it
undertook the revival of a ceramic factory in Lviv (Noha, 2001, p. 45).

It is worth noting that the search for “Ukrainian style” continued at the turn of the
19th and 20th centuries at enterprises that produced porcelain and earthenware, in
particular, in Volyn. Flattened forms of teapots borrowed from the 18th century, Korets
and Zhovkovsko-Hlynsky production, decorated with a weaving of ornament from a
golden runner with a thin truncated chain, “survived” at the Baranivka Porcelain
Factory until the beginning of the 20th century. At the turn of the century, the
Baranivka production facility made fruit vases on an elongated stem using the cutting
technique, which were decorated with iridescent paints applied using an airbrush
(Shkolna, 2008, p. 121).

However, the largest center for the production and use of decorative ceramics was
the architectural firm of 1. Levynsky. The beginning of the 20th century was the period
of its highest prosperity. At the heart of the creative method of the artists who worked
at the enterprise, the age-related achievements of folk art were effectively used and
rethought. The building and art ceramics factory of I. Levinsky began work in 1888. A
distinctive feature of the products produced was an orientation towards local folk art,
a bold interpretation of borrowed motives, “The forms, ornament, and color (brown,
yellow, green colors), traditional for Western Ukrainian ceramics, were preserved, but,
at the same time, the decorative sound of the entire product as a whole was dramatically
sharpened. The color was enriched with different shades of tones, especially previously
unconventional — purple, blue, gold. The decor was intricately thickened, stylized folk
motifs were combined with typical Art Nouveau patterns. In the art and plastic form of
decorative applied ceramics, there is the interpretation of the plastic solution, color
decor and technology of Hutsul ceramics and ceramics of the Sokal pottery center”
(Kolupaieva, 2004, p. 245]. The decor system was dominated by strict calculation,
constructive clarity, and geometric accuracy, as well as crafted rhythms. The basis of
the ornament was the intersection of straight or concentric lines that formed a graphic
grid, each element of which was filled with a certain color. The dominant light
background gave the products a characteristic lightness and its combination with
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polychrome painting — solemn sublime intonations. An important contribution in this
area was the activity of O. Biloskursky. The compositions of his ceramic friezes and
panels are based on elements of Ukrainian ornaments — rhombuses, crosses, stylized
ears of wheat, sunflowers, motifs of Hutsul embroidery patterns. The facing tile of
O. Biloskursky made according to folk models, was used in construction throughout
Halychyna.

Yu. Lebishchak, who was one of the first to use the national color in the
ornamentation of facing tiles, also worked at the factory. He opened his own ceramic
workshop, which made thematic and ornamental tiles based on the traditions of
Ukrainian folk painting. O. Lushpynsky worked in the same direction at I. Levynsky’s
factory. According to his drawings, ceramic decorations were created for the house of
the Dyakivska Bursa at St. George’s Cathedral in 1903 (Figure 3.a). These were
window-sill ceramic inserts and above-window “towels”, the rich color and expressive
drawing of which became the main accent in the composition of the building (Figure

3.b). | _—

Figure 3. The house of the Dyakivska Bursa at St. George’s Cathedral: a —
photo of 1904 (Lehin, 2019); b — fragment of the facade decor in the photo of 2010
(Pleshakov, 2010).

The I. Levynsky factory has undertaken an important mission of reviving the art
of tiles. The folk art of creating tiles fell into decay at the beginning of the 20th century.
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It is being revived at the industrial level due to the efforts of the tile department of the
I. Levynsky factory under the leadership of Dzbansky, who took as a basis the plot-
thematic solution and technological methods of Hutsul tiles. This is, first of all, the
work of famous folk artists — I. Baranyuk and O. Bakhmatyuk. The first attempts in
this direction received approving reviews at exhibitions in Paris (1900), Krakoéw
(1905), Kolomyia (1911). One of the most interesting examples of I. Levynsky’s Lviv
factory was a kiln made in the folk style designed by E. Kovach for the Galician
pavilion at the 1900 World’s Fair in Paris.

A separate direction in the creation of tiles is their ornamentation, which is based
on the decoration of the traditional motif of the “tree of life”, the characteristic patterns
of folk embroidery. Such a tile kiln was demonstrated at the Krakow Exhibition in
1905. Elements of folk ornamentation in relief ceramic tiles in Halychyna were also
used in factories in Hlynsk, Kolomyia, Halych, Lviv.

Factory artists were looking for new forms of ornament, somewhat abstracted
from a particular variety of decorative applied art. That is why you can see the motifs
of embroidery, weaving, beadwork, wood carving, or engraving on metal, patterns of
Easter eggs in their ornaments. There are interesting improvisations in the combination
of form and painting, but there is always a certain pattern: the ornament is mainly
concentrated in places of greatest plastic stress — on the convex walls of vessels, near
the edges of the neck, unfolds in dynamic concentric motion on plates.

The activity of ceramists O. Biloskursky and M. Lukyanovych is indicative in this
respect. They developed ornamental versions of compositions based on the art
stylization of pottery of Hutsulshchyna, Boikivshchyna, folk centers of Lviv, Ternopil,
the best examples of ceramics from Opishnia. These artists used embroidery
ornaments, wood carvings, transforming them into ornamental subjects for replicated
ceramics.

Analyzing the processes that took place at the beginning of the 20th century, it is
worth mentioning the pottery school in the village of Vikno, which was organized in
1880-1886 by V. Fedorovych. Its works have been successfully exhibited at many
exhibitions. The head of the school was a local priest M. Tchaikovsky, who made many
efforts to revive the traditions of pottery, while providing local craftsmen with samples
of ornaments with Christian symbols.

At the beginning of the 20th century, Halychyna pursued a policy of Ukrainization
of the church and hence church art, which was used in the decoration of temples. This
movement was led by Metropolitan Andrey Sheptytsky. Through the efforts of such
artists as O. Lushpynsky, E. Kovach, T. Obminsky, L. Levytsky, in particular, the
production of ceramic Easter eggs was organized. They were made of ceramic mass by
casting in gypsum molds. After firing, they were painted with ceramic paints and fired
again. The ornament was of a vegetable nature. The color scheme usually involved a
combination of black, brown, and yellow colors.
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At the beginning of the 20th century in Lviv, Kolomyia, Kosiv began active

production of ceramic icons. O. Lushpynsky also undertakes their creation (Figure 4)
(Kolupaieva, 2012).

Figure 4. Oleksander Lushpynsky. Icon. Clay, engobes, glaze, molding,
painting. I. Levynsky’s factory. Beginning of the 20th century. 56x45x4cm. National
Museum in Lviv. Andrey Sheptytsky (Kolupaieva, 2012).

At the same time, in the architectural production workshops of the firm of
I. Levynsky, they were developing projects for ceramic icon cases. In particular, the
icon case, which combines wood and glazed ceramics, was designed by
O. Lushpynsky. The icon case was ornamented with Hutsul carvings, with an image —
a triptych of the image of Christ and two angels executed in majolica. The art image
was based on the successful combination of ebony and brightly glazed ceramics. The
icon case was presented in Lviv at the 1909 exhibition of religious products. At the
factory of I. Levynsky, projects for other items of church furnishings were also
developed, in particular, terracotta and glazed church crosses, in the decoration of
which ones used the ornamentation of woodcarving, characteristic of Hutsulshchyna
and Boikivshchyna (Baran, 1993 ).

Appreciating the ceramic art-and-industrial production of Halychyna from the
1910s — early 1940s from an art criticism point of view, several form-making style
trends can be distinguished. Most of these directions do not have a specific time
reference, because they were created not only according to the art preferences of artists,
but also according to certain laws of the market environment, in accordance with
changes in the sociopolitical situation, which included the factor of a certain provincial
distance of Halychyna from the main European centers. Furthermore, the difficulty of
defining certain stylistic trends in a holistic system of art-and-industrial ceramics of
Halychyna is due to the absence in ninety percent of cases of a specific temporary
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attribution of ceramic products. The printed materials of that time often give conflicting
conclusions. So, experts distinguish: 1) an eclectic style (60s of the 19th century — 20s
of the 20th century) with a focus on: a) the antique art; b) the art of Japan, China, and
other countries of the East; c) school of styles of European art of the 6th — 19th
centuries; d) Ukrainian folk art; 2) the style of secession (late 90s of the 19th century
— 10s of the 20th century); 3) avant-garde searches (1905-1940s) (Noha, 2001,
pp. 215-216).

Many of the most prominent artists of the time contributed to the formation of the
above-mentioned  style  of  ceramics: architects V. and Ye. Nagirny,
J. and A. Zakharievych,  O. Lushpynsky, L. Levynsky, T.Obminsky, and
Ye. Chervinsky; painters I. Boychuk, I. Trush, O. Novakivsky, M. Sosenko; sculptors
L. Marconi, P. Herasymovych, M. Havrylyuk, P. Paraschuk; applied artists
M. Lukiyanovych, O. Biloskursky, Yu. Lebishchak, and others. All these artists were
to some extent related to ceramic centers (Noha, 2001, p. 237).

On the numerous samples of art-and-industrial ceramics created in the 1910s, it is
possible to determine the typical techniques and methods of decoration that
characterize the Galician version of Art Nouveau in ceramics based on the Ukrainian
folk style, including the construction of forms on the folk Hutsul and Boykiv ceramics,
a kind of flavor inherent in local potters, borrowing motives from the works of
Ukrainian folk arts and crafts, etc. Regarding the use of elements of folk ornament and
its stylistic transformation in tiles, art of creating tiles, etc., during this period, all the
largest institutions of Halychyna in Lviv, Kolomyia, Halych, Tovsty, Hlynsk
manufactured products of this type. From the point of view of art history, these were
the tendencies of combining the stylistics of modernism with the traditions of folk art.
In the art of creating tiles, the artists of Lviv Region showed themselves the most
(among them it is worth mentioning first of all Edward Kovach). Their work became
the basis for the creative development of artists who worked in the 20—40s of the 20th
century.

At the beginning of the 20th century, I. Levynsky’s ceramic factories created
ornamental ceramics for decorating buildings, which determined the future search in
this direction for artists from all over Halychyna. First of all, we mean facing tiles for
Dyakivska Bursa (1903-1904), for the house of the Dniester Society (1904-1905) in
Lviv, the People’s House in Kitsman, and for a number of other houses of national
societies and “Prosvita” in Halychyna (Holubets, 1991a).

The introduction of Ukrainian folk motifs into building structures and
architecture, characteristic of Art Nouveau, in Halychyna influenced plastic decor and
sculpture. Such manifestations can be seen in the decorative plastic design of the
exteriors of houses. Such attempts are recorded in the sculptural design of a number of
facades, where attempts to plastic transfer of structural elements of the log-house
Hutsul houses are palpable. These are, in particular, houses on 44 Shota Rustaveli
Street and 103 General Chuprynka Street in Lviv. Sometimes sculptors borrow
ornaments from folk decorative applied art for their projects (houses on 11 General
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Chuprynka and 20 Rus’ka Street in Lviv). This is the transformation of embroidery
elements in the stucco molding of balconies. As a whole, floral ornamental motifs were
used in the plastic decor, in particular images of sunflower and wheat, symbolic for
Ukraine.

A separate area for searching ceramic artists is the art of creating tiles. The
beginning of its industrial development falls on the late 1880s — early 1890s, when we
can talk about the presence of about 50 enterprises for the production of tiles.
According to materials from that time, one of them produced 5,000 kilns annually; four
enterprises — 1,000 pcs. each; six ones — 500 pcs. each; the rest ones produced less.
However, only a few firms were of primary importance for the development of Galician
art of creating tiles. These are, first of all, the Lviv factory of I. Levynsky (Figure 5),
the factory of J. Zakharievych and L. Verner in Hlinsk, and the Kubin, Brekh:
Korzheniovsky company in Lviv. It was these enterprises that produced not only the
largest number of products, but also carefully monitored its quality, which was
evidenced by the numerous awards of their products at international exhibitions in
Lviv, Odesa, Krakéw, Paris, and other European cities (Noha, 2001, p. 105).

Figure 5. Press for the manufacture of tiles at the factory of I. Levynsky.
Archival photo (Klimashevskyi, 2020, p. 165).
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At the turn of the 19th and 20th centuries, Galician tile makers produced mostly
dark plastic kilns (red, green, or brown) decorated with convex ornaments in an eclectic
style. Ceramic tiles for such kilns were produced in plaster molds and the molds
themselves were cast made from models by local sculptors. In the absence of local
samples, kilns molds were imported from abroad, mainly from Germany (Dresden and
Berlin), where there were factories for their production.

As for the introduction of a kind of stylistics in the art of tile focused on Ukrainian
folk motifs, the “fashion queen” has always been the factory of I. Levynsky. Factory
artists  O. Biloskursky, O. Lushpynsky, M. Lukiyanovych, Ye.Kova developed
samples of kilns, which were very successful both at exhibitions and among ordinary
buyers. The original compositions of the kilns produced here were of high quality and
they were presented at exhibitions in Lviv in 1892 and 1894. At these exhibitions, local
and foreign exhibits preferred kilns of two other factories: J. Zakharievych and
A. Verner, as well as Kubin, Brekh: Korzheniovsky. At this time, the quality of their
products has increased so much that they have successfully competed with Western
companies not only in Lviv, but also in the provinces (Noha, 2001, p. 109-110).

Interesting decoration of ceramic tiles based on folk motifs was shown at the
mentioned exhibitions by Levynsky from Lviv and Hlynsk — painted ceramic tiles on
a colorful background. Their production took place in the following sequence: ceramic
tiles with relief ornaments baked for the first time were painted with pre-glaze paints,
after which they were covered with transparent glaze and baked again. The play of
chiaroscuro relief and color painting created an additional aesthetic impression. This
decoration method, together with the usual glaze, marbling and dripping techniques,
has since found widespread use in Halychyna (Noha, 2001, p. 110).

At the beginning of the 20th century, the process of development of Galician art
of creating tiles took place through constant artistic and technical improvement of
products and technological equipment (Figure 6). During these years, a new method of
making ceramic tiles “porcelain imitation” was invented. It consisted in
“whitewashing” of ceramic tiles — a thin layering of white clay on a baked product,
followed by glaze coating. After baking, a milky white color, reminiscent of the
products from Berlin, which were supplied to Halychyna in large quantities, was
obtained. After many years of searching at the factory of I. Levynsky, the glaze of the
desired color was created and since then Halychyna has begun to produce white kilns.

The use of elements of folk ornament in relief and painted ceramic tiles of the first
half of the 20th century in Halychyna is found in factories in Hlynsk (near Lviv),
Kolomyia, Halych, and Lviv. Mostly these were traditional modern schemes with the
use of folk ornaments, made in gray, green, cherry colors.

At the turn of the century, art-and-industrial ceramics of Halychyna spread in the
field of mass production of ceramic plastics. By this name, we mean busts, statuettes,
vases, products with embossed decoration, sculptural embossed tiles, embossed facade
panels, and much more. Such products were made in a wide range in Eastern
Halychyna, mostly in several firms: at the enterprises of I. Levynsky in Lviv (1889-
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1914), the Regional Station of Ceramic Experiments (1894-1914), the Patsykiv
Faience Products Factory of Oleksander Levytsky (1912-1941) (Shmahalo, 2005,
p. 171). It should also be mentioned that such works in the late 19th — in the first half
of the 20th century were periodically created by sculptors of the Lviv Art-and-
Industrial School (Shmahalo, 2005, pp. 174-175) and the pottery school in Kolomyia.

B

Figure 6. — I. Levynsky’s factory: a — kiln for baking a tile (Klimashevskyi,
2020, p. 166); b — press in the tile department of I. Levynsky’s factory
(Klimashevskyi, 2020, p. 168).

There were three main lines of sculpture production at the enterprises of
I. Levynsky. The first one presented works of ceramics, such as figurines, busts, relief
tiles, friezes, funerary monuments, terracotta and majolica plaques, relief plates, etc.
The second one was associated with sculpture, which was made as an element of the
interior or souvenir products — busts, plaques, sculpture toys. The third direction —
sculptures made of chamotte or artificial stone, mainly bas-reliefs and high-reliefs, less
often — round sculptures, as a rule, for exteriors and interiors (Holubets, 1991a).

The sculptural products of I. Levynsky factory gained considerable popularity.
The sculptors of the factory developed and launched into production, along with
decorative applied art and ceramic tiles, things of a purely pictorial direction: plaques,
portrait busts and figurative images, funerary monuments, sculptural reliefs made in
terracotta or majolica. Elements of architectural and decorative finishing have found
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wide application not only in Western Ukraine, but throughout Poland, and objects of
fine art were highly appreciated at sculpture exhibitions (Shmahalo, 1995, pp. 50-54).
Among the plaques popular at that time, we have note the plots “Meeting of the
Hutsuls”, “Peasants and the Jew”. The original ceramic tiles-plaques were created by
the sculptor O. Dzhulynska: “Lyre Player and Peasant in the Field”, “Peasant in the
Field Eats His Lunch”, etc.

It should be noted that the production of sculptures and small plastics was typical
of many centers of ceramic production in Halychyna. In particular, the sculpture was
made in Liubech Korolivska, Potelych, and others. The same products were made in
various centers of folk pottery. Thus, small figurines, plastic, children's toys were made
in the Stara Sil. This was mainly done by women of potters.

Kolomyia Pottery School, being at the same time a production institution, also
turned to the production of ceramic tiles, plaques, relief tiles, which were used in
construction (Shmahalo, 2005, pp.172-173; Shmahalo, 1991, pp.57-58). The
additional art potential of the School in Kolomyia, in addition to teachers and students,
were numerous artists from Lviv, who often worked here, especially in the first years
of the 20th century.

Before the First World War, the Faience Factory in the village of Patsykiv (now
the village of Pidlissia, lvano-Frankivsk Region) founded by Oleksander Levytsky
enters the arena of ceramic factories in Halychyna. During the period of its existence
(1912-1942), the factory produced faience and majolica products designed by Lviv
sculptors, such as L. Drexler, A. Popel, O. Levytsky, Yu. Khmelinsky, S. Chapek, and
others.

In the period from the beginning to the 40's of the 20th century, Halychyna
enterprises mastered the production of a wide range of products in the field of ceramic
plastics — anthropomorphic and animalistic statuettes, small sculptural compositions
(busts, portrait sculptures, figures, reliefs, bas-reliefs, funerary monuments, plaques);
products of architectural and construction purpose (columns, vases, compositions, tops
to architectural details, relief tiles, relief tile panels); household products with
embossed decor (vases, bottles, plates, jugs); children's toys (“little horses”, “lambs”,
piggy banks, animalistics) in different materials (terracotta, majolica, faience, stone,
porcelain, etc.) (Shmahalo, 1995, pp. 50-51).

As we can see, ceramic plastics, which were made in the art-and-industrial
institutions of Halychyna in the early 19th — first half of the 20th century, was
characterized by a variety of range and stylistic concepts.

As already mentioned, at the beginning of the 20th century, O. Lushpynsky turned
to the creation of ceramic icons (Noha, 1993, p. 73). Works of this nature clearly testify
to the involvement of ceramics in the field of contemporary searches for new formative
means in the national religious art (Shmahalo, 1994b, p. 78). In particular, the majolica
icon of I. Levynsky’s factory from the funds of the National Museum in Lviv The
Coronation of the Blessed Virgin Mary represents attempts to create ceramic images
on the basis of Byzantium with the formal language of modernism.
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The creative search also continued in line with the combination of traditional
iconography and aesthetics of folk ornamental art, taking into account the peculiarities
of materials, industrial production, and modern spiritual needs. Sacred ceramics in the
first decades of the 20th century were made in other institutions of professional
ceramics, for example, in Kolomyia Pottery School (Shmahalo, 19944, p. 45).

In folk ceramics of the early 20th century, the production of ritual and ceremonial
utensils, which were used in family and calendar ceremonialism, was widespread. The
availability of products directly intended for the arrangement of temples and the
celebration of liturgy is due to religious requirements and regional features of pottery.
In such products, which are characteristic first of all of the ceramics of Prykarpattia,
the connections with the sacred Christian art were more clearly revealed (Kolupaieva,
2004, p. 248). The use of utensils in traditional rituals, apparently, dates back to ancient
times and contained features of traditional folk pottery. The typology of products
covered all the main groups and types of utensils known in traditional pottery. They
had a specific function and local names.

Everywhere there were “lean pots”, “lean dishes” — dishes in which ritual meals
were cooked three times a year. For holy water, ones made jugs, konovochky
(Hutsulshchyna) (Shukhevych, 1904, p. 203); in the Easter rite, bowls were used for
“bringing” to the church, “bowls for the consecrated”. Ones also produced polished
supplies or vases for kutia and cheese, reminiscent of deep bowls with tires, paskivnyky
— baking dishes for paskas (traditional sugar-topped Easter cakes), painted ceramic
baskets, etc. Ritual utensils have always been distinguished by their thoroughness of
shaping and ornate décor (Kolupaieva, 2004, p. 249).

Ritual items similar to censers are unique. These are closed bowl-shaped vessels
with lugs, through slits of various configurations (in the form of an arch, a cross, a
circle, or a triangle), topped with a malleable cross. Such products are especially
common at Hutsulshchyna — in Kolomyia and Kosiv. Kolomyia “chagans” are not
covered with glaze, mostly smoked, decorated with plastic-figure techniques
(engraving, polishing), cord ornaments, figured slits. They were used as candle
lanterns. Such lanterns were made by masters from the well-known Kahnikevychi
family in Kolomyia (Baran, 1993). There were also candlesticks with a decor of more
difficult construction: rosettes, circles, flowers, sinusoids-runners, zigzags, dentels of
a lambrequin, planes of “fir-tree writing” (in the form of a fine lattice with oblique
intersecting lines) (Lashchuk, 1956, p. 20). Characteristic of candlesticks of Halychyna
was the alternation and combination of floral and geometric ornaments. High
invariance of grouping of graphic, color solution of elements on the basis of contrasting
comparisons of yellow, green, brown colors on a white background (Kolupaieva, 2004,
p. 253).

In the 1930s, Kosiv potters M. Sovizdranyuk, H. Kuryliuk, and P. Tsvilyk made
ceramic painted aspergilliums with a bas-relief image of the Crucifixion (Kolupaieva,
2004, p. 255).
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On Halychyna, ceramic aspergilliums, created only for Catholic and Greek
Catholic churches, are noted for their originality. They demonstrate the diversity of the
general forms of these small pottery products, the connection with Christian
iconography and its popular understanding.

The development of the art of ceramics in Halychyna is inextricably linked with
certain personalities. We have already mentioned I. Levynsky, many architects and
artists who worked with him. Let us also mention the well-known figures in the
development of ceramic production of Halychyna — Casymir, his sons — Oleksander
and Joseph (Jacob) Levytsky. The beginnings of their activity date back to the middle
of the 19th century. In 1900, C. Levytsky opened the so-called “Porcelain and Glass
Painter” in his shop in Lviv. C. Levytsky’s workers painted dinnerware sets and
individual products, according to the projects of well-known Galician artists
(E. Kovach and others). From the first years of the 20th century until 1939, they gained
considerable popularity. Using the professional artistic potential of Lviv, its owner
managed to overtake in the artistic sense of two larger similar institutions — in Brody
and Krakow (Shmahalo, 2005, p. 171). Somewhat later, in the 1910s, by the activities
of the Levytsky brothers, a faience factory was founded in Patsykiv, which produced
utensils, sculptures, etc. A characteristic feature of this ceramic enterprise was a
marked simplification of the form of both functional and decorative items. The
company's products were mostly focused on meeting the needs of the general public.

Also worth mentioning is the pottery workshop of functional ceramics in Halych,
which was headed by one of the future leaders of ceramic production in Ukraine Yuriy
Lebishchak. The workshop designed and manufactured bowls, vases, jugs, bottles, etc.

Technological discoveries make up a significant part of the achievements of
professional ceramics of the first half of the 20th century. So, for example, from 1906
to 1914, production of high-quality color mass (similar to modern technical porcelain)
was introduced at the enterprise of I. Levynsky. Small painted bottles, vases with
embossed subjects, boxes, and other small things were created from this material by
casting. In 1914, the factory made products from almost all ceramic materials
(Holubets, 1991a). The wide technological range gave an impressive breadth of the
range: vases (decorative for plants), pot holders, ashtrays, bowls of different sizes,
makitras, plates of different sizes, strainers, flacons, pots, jugs, hladushchiky,
“babnyky”, paskivnyky, tea sets, coffee sets, plates, trays, “twins”, “triplets”,
“quadruplets”, milk jugs with a handle-holder (on three or four legs), “pampushnytsi”,
kumanetses, pleskanky, water bottles, banyaks, small barrels, flasks, bottles, cups,
glasses, figured dishes (roosters, rams, lions, anthropomorphic crockery), toys for
children as a crockery (bowls, plates, cups, twins, etc.), or plastics (“fuzzballs”,
“cones”, “balls”, etc.), technical utensils.

At the beginning of the second decade of the 20th century, the development of
professional ceramic art of Halychyna was actively influenced by the establishment of
cultural contacts with Eastern Ukraine (Shmahalo, 1999, pp. 155-157). The exchange
of information about the creative achievements of Eastern and Western Ukraine takes
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place both through participation in joint exhibitions and through the practical exchange
of technological and art experience in connection with migration processes. A large
number of specialists from Halychyna worked in the leading ceramic centers of the
Eastern Ukrainian lands and, on the contrary, artists from Eastern Ukraine worked at
the ceramic enterprises of Halychyna. This resulted in the effective use and mutual
enrichment of traditional decorative forms of different regions of Ukraine. It is
important to note that the representatives of the Galician centers of art-and-industrial
ceramics actively disseminated in practice the technological heritage of the western
regions of Ukraine in the east of our country.

In addition to mutual enrichment at the technological level, the migration of artists
and sculptors between the ceramic centers of Eastern and Western Ukraine, which were
divided by the State border, led to the identification of a nationwide art style based on
well-known local art manifestations that received various names: “Hutsul”, “Galician”,
“Poltava”, “Little Russian”, “Kolomyia”, “Lviv”, etc.

An example of Galician introduction of art stylistics and technological knowledge
to the eastern territories was the activity of ceramists M. and O. Biloskursky,
Yu. Lebishchak, S. Patkovsky, H. Berezovsky, who worked in the ceramic centers of
Eastern Ukraine and Russia (Noha, 2001, pp. 254-255). It should be noted that the
active work of these and many other Western Ukrainian artists has led to the fact that
some products of the centers of ceramic art of Eastern Ukraine are marked by features
of borrowing from Hutsulshchyna.

Talking about the effectiveness of relations between Western and Eastern
Ukraine, we note that, on the other hand, the general situation in Halychyna 1900s —
1940s is characterized by a significant presence in many processes of Polish experts.
The Polish-Ukrainian and Ukrainian-Polish relations at that time were obviously
difficult, but they were marked by an organic and inseparable unity in many cases of
the representatives of both nations. Their joint work is felt in the activities of many
organizational structures.

A typical example is the Regional Ceramic Research Station created at Lviv
Polytechnic (1886) (Shmahalo, 1999, p. 151). Under its professional guidance,
production was organized in pottery schools in Kolomyia (1886), Tovsty (1886),
Porembije (1880s), Podzuje (1889), and in the ceramic enterprises of Halychyna. Many
high-ranking officials took part in the processes of its creation (1890s) and activities.
This fact puts the organization in first place among similar institutions in the region.
Significant merit in the activities of the Station lay in the titanic tireless work of
Edmund Krzhen and Professor Julian Zakharievych. Ceramic engineer E. Krzhen,
leading scientific research from the very beginning, raised them to the highest level.
He and his colleagues and students developed various technological recipes for ceramic
masses, which have long been a secret for Galician companies, created a number of
original colored ceramic paints, glazes, enamels (Shmahalo, 2005, p. 171). Important
in the activities of the Station was that students and listeners of Lviv Polytechnic had
the opportunity to study here directly, on specific examples.
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One of the greatest achievements of the research team under the leadership of
E. Krzhen was the invention of white glaze, products from which provided a
competitive advantage for Galician art of creating tiles over products of foreign
companies that produced white porcelain kilns. A valuable achievement of the Station
was the invention and use of glazes and paints, which, after baking, produced specific
effects characteristic of Japanese ceramics. Such glazes are widely used in many
Western Ukrainian enterprises, in particular, in the decoration of vases, glasses,
ceramic tiles. The technology of counterfeiting the “Japanese glaze” was so high
quality that only the hallmark of the Galician company testified to the truth of the
product (Shmahalo, 1999, p. 152). The Lviv Station played a significant role in the life
of the Galician clay industry, the formation of the main centers of art-and-industrial
production and education.

Note, however, that in the postwar years 19141920, the production of ceramics
in Halychyna is in decline. It was only in the 1930s that attempts were made to restore
it in Lviv. A porcelain workshop appears. In these years, sculptor S. Lytvynenko
founded the sculpture and ceramic workshop “Eye” (Shmahalo, 2005, p. 175). In its
place, already under Soviet rule, in 1946, the Lviv Experimental Ceramic and Sculpture
Factory was opened. Since 1949, a specialized ceramic shop has been operating here.
Since 1956, the Lviv Ceramic Plant of the Republican Production Association
“Ukrbudkeramika” begins to produce products, where, along with construction and
sanitary ceramics, artists work on the manufacture of souvenirs, as well as perform
monumental and decorative compositions for the architectural environment. These
enterprises have become the main base for the development of professional ceramics.
However, there was an obvious need for specialists of the appropriate level.

Since 1946, the Lviv State Institute of Applied and Decorative Arts (now the Lviv
National Academy of Arts) has been training highly qualified specialists. It is the only
educational art institution of this kind in Ukraine. Since its inception, a specialized
Department of Art Ceramics has been established. Moreover, Lviv School of Applied
Arts (which will later be named after I. Trush) will start operating in Lviv on the site
of the former Art-and-Industrial School. Since its opening, the methodology and
quality of training of masters of art ceramics have been constantly improved.
Subsequent achievements of Lviv professional decorative ceramics were the result of
creative work of several generations of students of the local art school — graduates of
these educational institutions.

Conclusions.

The art features of Halychyna ceramics were formed in the context of Western
Ukrainian and European art of the 19th — first half of the 20th century. At the beginning
of the 20th century in art-and-industrial ceramics, stylistic signs of modern, which
received a fairly wide range of local names: “Rus’ style”, “East-Galician style”,
“Kolomyia style”, “Hutsul secession”, were clearly identified. Ultimately, the most
famous name is “Ukrainian modern”, which brings out expressive counterparts in
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Eastern Ukraine. One of the main features of the Galician art-and-industrial ceramics
of this time is the active involvement of folk traditions as a source of creative
inspiration for the art of professional artists. In art-and-industrial ceramics of
Halychyna, along with the eclectic manifestations, the local style of ceramics, which
has gained recognition in Europe, has been formed.

At the turn of the 19th and 20th centuries in Halychyna, a corresponding
infrastructure in the field of art-and-industrial ceramics, which covered educational
institutions of lower, secondary, and higher qualifications; technical and technological
services, small workshops, and large enterprises, highly qualified specialists —
technologists and artists, was formed.
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Bousogumup XuKuHCbKUAM
KuiBchbka fepikaBHa akaaeMis IeKOPATUBHO-TIPUKIIAIHOTO MUCTEIITBA 1 U3aiiHy IMEH1
Muxaiina boiiuyka, Ykpaina

MuxkoJa Jlamnexa
HarionanbHuii TpaHCHOPTHUI yHIBEpPCUTET, Y KpaiHa

Baunepiit Crpinennb
HarrionanbHuii TpaHCIOPTHUI yHIBEpCUTET, Y KpaiHa

Kepamika I'annunnn Hanpukingi XIX - moyatky XX crodirra. Haykosi Ta
npogeciiini mkouau. TexunoJiorii. Ilepconadrii.

Anomauia. Ananiz uucienux nam ’amox nepuioi mpemunu XX cmonimms oae
niocmaeu cmeepoxcyeamu, wo Ha lanuuuni pozeusanocs eupoOHUYmMEo bazamvox
PI3HOBUOIB XYOOIHCHbO-NPOMUCTOBOL KePAMIKU, 30KpeMd, apXimeKmypHoi KepamiuHoi
NAACMUKY, PIZHOMAHIMHUX 8UPOOIE YIHCUMKOBOI KepaMiKu, O0eKOpamueHoi 0axieKu,
Kaxuie, o0aUY08aNbHOI naumxku mowjo. Mucmeyvki 0cobausocmi  Xy00HCHLOT
kepamixu I anuyunu, 6acamcmeo cnoco0is ii 0ekopy8aHHs ma @opmMomeopeHHs,
CMUNICMUYHI 0COOIUBOCMI, A MAKONC YUCTEHHI MUCMEYbKI MOBAPUCMEa, HAYKOGI ma
npoghecitini 06’conanus, epynu, 3a800u ma ¢hadbpuku, SAKi cneyianizyeanucs Ha
8UCOMOBIEHHI KepaMiKu, 8i000pa’icaoms 3a2albHull po3BUMOK Yiel 2any3i 6 neputii
nonosuni XX cmonimmsa ma CMAaHoOGIAMb NepeoyMO8U BUHUKHEHHS UWKOJU
npoghecitinoi kepamixu y I'anuuuni na nouamky XX cmonimms. Memorwo cmammi €
aHaniz CMAHOGNEHHSI MA PO36UMK) HAYKOBUX MA NpOQeciinux WKl XYOOHCHbO-
npomucnosoi kepamixu I amuunu 6 xinyi XIX - nouamxy XX cmonimms. Memoouka
0ocniddiceHHs Oyna 0Opana 8iOno0BiOHO 00 KOHKPEmMHO20 (haKmono2iuHo20 mamepiany,
nocmaeieHux y pobomi memu iU 3a60aHb, PO320PMANACS HA OCHOBI CUCMEMHO20
nioxody U HNPUHYUNY ICMOPU3MY, 13 3ACMOCYBAHHAM Memo0y KOMNIEKCHO20
MUCMeYMBO3HABYU020  AHANI3ZY, SAKUU  CUHME3YE  OOCHIOHUYLKI  MOJNCIUBOCHI
NOPIGHAIbHO-ICIMOPUYHOO, @ YHKYIOHABbHOZO, MUNOJOCIYHO20 Memo0ig
oocnioxcenusi. Bukopucmogysanuil NpuHyun CcucmemHocmi nepeodauas po3enso
NeBHUX NUMAaHb 8I0N0GIOHO 00 NOCAIO0BHOCHI NPOYeCis, AKi 8I00YBANUC 8 MAKOMY
HONYNIAAPHOMY PI3HOBUOT NPOPECiiH020 0eKOPAMUBHO-YHCUMKOBO20 MUCMEYMBA K
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XY0O0CHA KepaMmika. 3a805IKU mMaKkomy nioxo008l agmopu HAMA2AIucs 30cepeoumu
y8azcy Ha OOKIAOHOMY 3 ACY8AHHI WIAXI8 (POpMYBaHHs Npoghecitinoi meopuocmi 8
HEPO3PUBHOMY 38’A3KYy 13 8pPAXYBAHHAM O0COOAUBOCMElN NeBHO20 Mamepiaiy,
nompebamu  8i0ON08IOHO20 MamepianbHO20 3a0e3NedeHHs] mMad  HALA200NHCEeHHs.
mexHono2iuHux npoyecis. Kpim moeo, maxuii 6uxnao mamepiany cmammi 3abe3nedus
YimKiue OKpecienHs MOACIUBOCMEL [ NePCNEeKMUB PO3GUMKY MUCMEYMEA XYOOIHCHbOI
Kepamiku. Y npoyeci pobomu asmopu yceiOOMIO8ANU, WO 6Ci npobaemu, sKi
CMOCYIOmMbCs Mucmeymeda nepuioi noaogunu XX cmoaimms, y momy 4ucii u po36umky
VY 8UPOOHUYMSBI XYO0HCHbOI Kepamiku Ha I anuuuuni, nepedysaroms auuie Ha NeHiu
cmaoii ipyHmosHoco sugyennsa. Came momy oana poboma € muuie OOHUM 3 emanie Ha
Ybomy wnaxy. Y 36’a3ky 3 yum, oame 00CniodcenHs mpakmyseanocs asmopamu He sK
make, Wo MA€ OCMamoyHo euuepnamu 0OpaHy memy, a HABNAKU — poOOmMA Mae
CMBOPUMU  MOICTUBICIG HACMYNHO20 OeMAbHIU020 BUBYEHHS OKpeMUX s8Ul,
Meop1020 00POOKY XYOOIUCHUKIE YU AHANIZY 2PYN KOHKPEMHUX MUCMEYbKUX MEOPIs.

Knrouoei cnoea: oexopamusHo-yicumko8e MUCMeymeao, Xy00H*CHbO-NPOMUCTIOBA
Kepamika, MexHON02ll BU20MOBAEHHs, O0COOIUBOCMI, VKPAIHCOKUL CMUTb, My3el
Jlveosa

Baagumup XusKuHCKUil
KueBckas rocynapcTBeHHas akaiemMus JEKOPATUBHO-TIPUKIIATHOTO UCKYCCTBA U
nu3ariHa uMeHu Muxawia boiuyka, YKpanHa

MpbikoJaa Jlamneka
HanmoHanbHbIN TPaHCIIOPTHBIM YHUBEPCUTET, Y KpanHa

Baaepuii Ctpuinub
HanmoHanbHbIN TpaHCIIOPTHBIM YHUBEPCUTET, Y KpauHA

Kepamuka I'asmmyunbl B konue XIX - Hayasne XX Beka. Hayuynble u
npogeccuoHambHbIe KOAbL. TexHonoruu. Ilepconanun.

Annomayun. Ananusz MHO20YUCTIEHHBIX O00CMONpEMUYAmenbHOCmell Nnepeol
mpemu XX eexa Oaem ocHosaHus ymeepicoams, umo 6 lanuuune pazeusanocs
npouU3800CMB0O  MHO2UX  PA3HOBUOHOCMEU  XYOOHCECMBEHHO-NPOMBIUUILEHHOLL
KepamuKu, 8 4aCMHOCMU, APXUMEKMYPHOL Kepamuieckou nIaCmuKy, pazHooopasHvlx
uz0enul Kepamuru, 0eKoOpamueHol Kpvliil, Uspas3yos, 0OIUYOBOUHOU NAUMKU U M.O.
Xyoooicecmeennvle  0COOEHHOCMU — XYOO0JCeCMBEeHHOU — Kepamuku I anuuunoi,
bocamcmeo cnocobos ee 0eKOPUPOBAHUS U POPMOOOPA3068AHUL, CMUTUCHUYECKUE
0CcObeHHOCMU, A MAKJHCe MHO2OUUCTIEHHbLE XYO0HCeCmBeHHble 00uecmsa, Hayunvie u
npogheccuonanvHvle 00veOuHeHus, epynnol, 3a6000bl u Gabpuku,
CNeyuanu3UpoBaABUILECs, HA U320MOBIEHUU KePAMUKU, Ompadxcaiom odujee pazeumue
9mou ompaciu 6 nepeol nonosune X cmonemusi U COCMAGIAIM NPEONOCHLIKU
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B03HUKHOBEHUSL WKOIbL Npogeccuonanvhol kepamuru 6 I anuyune 6 navanre XX gexa.
Llenvio cmamvu A611emcs  AHAIU3 CMAHOGINEGHUS U  PA3BUMUS  HAYYHBIX U
npoghecCUOHANbHBIX WKOJL XYO0HCECMBEEHHO-NPOMBIULIEHHOU Kepamuku I anuyunst 6
konye XIX — mnauane XX eexa. Memoouka uccnedosanus Oviia 6vlOpana 6
COOMBEMCMBUU C KOHKPEMHbIM (DAKMON0SUYECKUM MAMEPUATIOM, NOCMABIEHHbIM 8
pabome yenu u 3a0ayam, pazeepmvléaldcb HA OCHO8€ CUCMEMHO20 N00X00d U
NPUHYUNA UCMOPUIMA, C NPUMEHEHUEeM Memo0d KOMNIEKCHO20 UCK)CCMBO8e0UeCKO20
aHanusa, CUHmMeUpywe20 UCCied08aAmelbCKUe BO3MONCHOCMU CPABHUMEIbHO -
UCmMopuuecko2o, @QYHKYUOHAIbHO20, MUNOJIO2ULECKO20 MemOo008 UCCIe008aAHUSL.
Hcnonv3zyemwlti npunyun cucmemHoCmu npeonoaazal paccmomperue onpeoeieHHblx
B0NPOCO8 8 COOMBEMCMBUU C NOCIEO08AMENLHOCMbIO NPOYECCO8, NPOUCXOOUBULUX 8
MAKoU NONYAAPHOU PAZHOBUOHOCMU NPOPECCUOHATLHO20 0eKOPAMUBHO-NPUKIAOHO20
UCKyccmea Kax Xyoodcecmeennas kepamuka. bracooaps maxomy nooxooy, aemopwi
NLIMAIUCL  COCPeOOMOYUMb  BHUMAHUE HA  NOOPOOHOM  BbIACHEeHUU nymel
Gdopmuposanusi npoheccuoHaIbHO20 MBOPHUECmEd 8 HePA3PLIBHOU CEA3U C V4enmoM
ocobenHocmell onpeoeneHHo20 Mamepuaid, nompeoHOCMAMU COOMBEMCmeyioue2o
MamepuaibHo2o obecneyerus U HAIaAICUBAHUS MeXHoaI02u4Yeckux npoyeccos. Kpome
moeo, makoe U3OJdNCeHUue mamepuaia cmamvu odecneuuno 0Oojee uemkoe
0003HAUeHUe BO03MONCHOCMEL U NEPCREKMUB PA3BUMUS UCKYCCIMBA X)YO0HCECMBEHHOU
Kepamuxu. B npoyecce pabomul aemopsi omoasaiu cebe omuen, 4umo ce npoo.iemvl,
Kacarouwuecs UcKyccmea nepeotl noiosunvl XX eexa, 6 mom uucie u passumus 6
npouU3B00Cmee Xyo0orHceCmeeHHoU Kepamuku 6 Ianuuune, HAX00AMC MOAbKO HA
onpeoeseHHOl cCmaoul 0CHOBAMENbHO20 U3ydeHus. imenno nosmomy 0anuas paboma
A6715emcs. 0OHUM U3 2MAanoe Ha 3mom nymu. B cea3u ¢ smum, oanHoe ucciedosanue
MPAKmMoBaIoCh ABMOpPaAMU He KAK umeloujee OKOHYAMENbHO UCYepNnamb U30PAHHYIO
memy, a Haobopom — paboma OOJHCHA CO30AMb BO3IMONCHOCMb OdlbHelue20 boee
0emanbHO20 U3YUeHUsT OMOENbHbIX AGIeHUL, MBOPYECMBA XYOOHCHUKO8 UU AHATU3A
2PYNn KOHKPEMHbIX X)YO0HCECMBEHHBIX NPOU3BEOCHUI.

Kniouegvle cnosa: oexopamuHO-npuxiaoHoe UCKYCCME0, XYO00HCeCmEeHHO-
NPOMBIULIEHHAS. KEPAMUKA, MEXHOJI02UU U320MOBIEeHUsL, 0COOEHHOCMU, VKPAUHCKULL
cmuib,; myseu Jlveosa
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