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INSTITUTIONS OF ART AND CRAFTS EDUCATION OF UKRAINE
AT THE BEGINNING OF XX CENTURY

The article aims: to identify and characterize the latest trends in art textiles of art and
craft education institutions in Ukraine at the beginning of the twentieth century. The authors
focus on the peculiarities of the development of artistic embroidery. In this kind of decorative
art of Ukraine at the beginning of the XX century, innovative experiments of synthesis of
traditional national creativity and modern (for the studied period) European art currents
were brightly shown. In the leading art and craft workshops, professional artists-innovators
developed stylized avant-garde sketches and taught peasant craftswomen to sew artistic
things according to the creative plan. It is established that these embroidered products had
great success at prestigious international exhibitions.
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Introduction. The beginning of the twentieth century was marked by the
development of the movement for the revival of the traditional art of embroidery
in art and handicraft workshops, organized at the expense of individuals
throughout Ukraine. Avant-garde artists, at the invitation of the founders of art
institutions, provided artistic guidance, introducing innovative ideas for creating
modern products for the period under study. The main concept of embroidering
embroidery was the revival of authentic Ukrainian ornamentation and rethinking
the leading trends in artistic textiles of the eighteenth century to adapt it to the
then demands of society in the early twentieth century.

Analysis of relevant research. T. Kara-Vasylieva made a great contribution
to the study of the Ukrainian avant-garde in the context of the development of
decorative art of Ukraine in the twentieth century, pointing to the undeniable
influence of masters of folk decorative art and the formation of domestic
professional art. The culturological aspect of the peculiarities of ornamentation in
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the figurative-plastic language of visual arts was covered by N. Yanishevska. The
explorations to the synthesis of avant-garde and folk art have devoted the works
of S.Papet. The work of Ukrainian artists-innovators and their personal
participation in the development of Ukrainian production in the field of weaving
and artistic avant-garde embroidery of the early twentieth century were
considered by O. Zhuk, M. Shkandriy, N. Lishchynska, and others. The experience
of joint activity of professional artists and folk masters based on artel productions
in Ukraine of the studied period was shown by N. Bilder. The analysis of the forms
of objectless art of the beginning of the XX century and the manifestation of the
national factor in the Ukrainian avant-garde on the example of artistic painting
was made by M. Yur. In the course of distinguishing the preconditions for the
beginning of professional training of artists of decorative and applied arts in
institutions of higher art education of the XX—XXI centuries, Yu. Poltavska briefly
touched upon the subject mentioned by us. In the process of studying the
problems of formation of domestic ethnic design, the topic of innovations in the
field of artistic textiles was considered by modern scientists Yu. Afanasyev,
L. Hasidzhak, Yu. Didovets and others.

The aesthetic and philosophical context of K. Malevich's work, which had
a great influence on innovations in the embroidery of the twentieth-century
beginning, was analyzed by T. Levin. We believe that scientists have not paid
enough attention to this problem, which is why it needs further clarification.

Methods. The leading method of this study was chosen theoretical
analysis, systematization, and generalization of historical information in the
field of artistic textiles, which allowed us to consider the interaction of national
traditions and European trends in art and arts and crafts education in Ukraine
in the early twentieth century.

Research results. The movement for the unity of «Arts and Crafts», popular
in Western European countries, helped to increase the attention of enthusiasts
among the Ukrainian advanced intelligentsia to the revival of centers of traditional
handicrafts and the organization of arts and crafts. This movement was supported
by cultural and artistic figures, zemstvo institutions, public associations, and
creative unions, with the active assistance of which a network of arts and crafts
educational institutions was established in the largest centers of traditional crafts
(Nykyforov, 2020a). Among the numerous handicraft establishments, artistic
textile workshops developed significantly at the beginning of the twentieth
century, which is largely due to society's demands for beautifully decorated home
furnishings and elements of fashionable clothing for the period (Huley, 2019). As
N. Bilder found in the study period were organized handicraft items, training and
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production centers, needlework rural schools, training and demonstration
workshops in villages Zoziv, Olenevka, Motovylivka, Opishnya, Red, and many
other handicraft centers of Russian-ruled Ukraine and Western Ukraine (Bilder,
2015). Embroidered products such as fabrics, screens, tablecloths, sofa cushions,
furniture covers, umbrellas, fans, etc. were in great demand by the urban
population. T.Kara-Vasylieva notes that the products of many Ukrainian
workshops-schools were sold in the capital's fashion stores of the early twentieth
century. In addition, the author emphasizes that an embroidered decorative panel
for the design of lordly residential interiors stands out as an independent genre of
art (Kara-Vasilieva, 2012, p. 112).

The analysis of literary sources allowed us to determine that from a wide
range of arts and crafts workshops in the field of textiles were distinguished by
their novelty, innovation, and bold avant-garde artistic ideas workshops-schools of
weaving and embroidery in the villages of Verbivka and Skoptsy, which were
recognized as experimental centers of avant-garde art (Gorbachev, 2006;
Nykyforov, 2020b). Well-known professional artists of the Ukrainian avant-garde
like the founder of the Verbivka workshop Natalia Davydova (Lishchynska, 2010),
the head of the artel and the main artist of the workshop in Verbivka Nina Genke-
Meller (Papeta, 2006; Shkandriy, 2012), Oleksandra Exter (Yur, 2012), Kazimir
Malevich (Zhuk, 2010), the head of the handicraft point in Skoptsy Yevhenia
Prybylska and Olga Rozanova (Afanasiev, 2013) worked in these institutions
together with master embroiderers. Artists created sketches, according to which
craftswomen embroidered textile items. To create sketches, the artists organized
ethnographic expeditions to the villages of Ukraine in order to find ancient
products of folk arts and crafts (Nykyforov, 2021, p. 129). Thus, O. Exter together
with N. Davydova repeatedly organized such expeditions and collected samples of
folk decorative art and motifs for ornamentation. As G. Kovalenko noted, on the
basis of the collected material the artists developed sketches of modernized
innovative embroideries and taught craftswomen to embroider textile things
according to the sketches (Kovalenko, 2004, p. 199).

It is also worth noting that in addition to embroidery based on sketches
by artists-innovators in the workshop of Verbivka village, master weavers
created tapestries and carpets. Thus, in such a community the Ukrainian avant-
garde borrowed from folk art techniques of simplified stylized composition,
harmonious combination of rich colors, and traditional decorative and applied
arts acquired an innovative character, in tune with the modern trends of
European fine arts (Nykyforov, 2020c, p. 45). It should be borne in mind, notes
T. Kara-Vasilieva, that the innovative experiments of O. Exter and K. Malevich in
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composition and color were initiated in sketches for embroidery, and only later
found embodiment in painting (Kara-Vasilieva, 2015, p. 117). Using case, we
note the theoretical explorations of K. Malevich, in which the artist tried to
highlight his aesthetic and philosophical ideas about innovation in
contemporary art for him (Malevich, 2016). The collected ornamental authentic
motifs and successful color combinations were creatively rethought by avant-
garde artists and stylized in sketches of modern products.

It is such effects that the avant-garde tried to achieve in their creative
works, laying decorative symbolism in the simplification of the geometrized
form of the new design of textiles (Didovets, 2020).

N. Yanishevska, researching ornamentation in the figurative and plastic
language of Ukrainian art of the 1910s and 1930s, notes that later the style of
folk painting can be traced in paintings, painting projects, theatrical design, and
other creative activities of professional artists of the period under study. Using
traditional motifs of folk ornament on dresses, bags, scarves, pillows, a
professional artist thus violates the canons of academic painting. Avant-garde
images, the author emphasizes, are often not related to the structure of the
product, but only use the surface as a painting plane for a purely decorative
finish. Avant-garde artists of art and craft educational institutions began to
synthesize traditional decorative and fine arts, experiment with different
techniques of folk embroidery, creating the latest stylized motifs and
geometrized plots (Yanishevskaya, 2017, p. 119).

The interest of avant-garde artists in combining their own creative
potential with traditional folk art in the context of European artistic trends
contributed to the revival of ancient techniques of embroidery and weaving.
According to T. Kara-Vasilieva words: "The attention of avant-garde artists to
folk art was programmatic and contributed to a more intensive renewal of
plastic language, democratic orientation, formed a specific language of
suprematism, its «vocabulary» (History of Decorative Arts, 2011; Kara-Vasilieva,
2001). Thus, as a result of the creative interaction of professional artists and
peasant craftswomen, new forms of artistic embroidery emerged.

On the other hand, as Yu. Smoliy points out, in the study of E. Prybylska's
creative and pedagogical activity, the main purpose of art and craft educational
institutions was primarily to combine folk art and avant-garde, pointless, and
not only in making handbags and umbrellas. No matter how the goal was
achieved, the works of peasant masters and works of avant-garde artists would
be equally presented at art exhibitions. However, they (artists) were against it,
even K. Malevich did not want it (Smoliy, 2007, pp.99-100). But, in his
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theoretical works, K. Malevich drew certain conclusions from the experience of
experimental art of the beginning of the twentieth century (Ukrainian avant-
garde as theorists and publicists, 2005; Levyna, 2015). The views of the heads
of the workshops E. Prybylska and N. Davydova on the development of folk art
were shared by O. Rozanova, who in 1918 developed a system of combining
traditional centers of folk crafts with educational arts and crafts workshops. At
the same time, the above-mentioned institutions provided for teaching the
basics of visual literacy and internships (Terekhina, 2007). Evidence of the well-
chosen conceptual, pedagogical, and organizational-substantive principles of
the activity of these artistic textile workshops was the large volume of exports
to Western Europe, Canada, and the United States.

At the same time, it is worth emphasizing that creative innovative
embroidered products of art and craft educational institutions have been
successfully exhibited at prestigious All-Russian and International exhibitions of
the period under study, receiving positive feedback from connoisseurs of
decorative arts (Kara-Vasilieva, 2008; Shmagalo, 2005). Thus, embroidered
products based on sketches by avant-garde artists have been awarded at
international exhibitions in Berlin, Paris, Dresden, Munich, Prague, Lyon,
London, etc. It was stated that hundreds of sketches of artistic embroidery
were developed in the workshops for the decoration of textile items by rural
craftswomen from the people, of whom more than 300 people worked in
N. Davydova's workshop alone (Papeta, 2006). According to the research of
T. Kary-Vasylieva, O. Karpenko, N. Yanishevska, suprematism as a trend was
presented at the exhibition later than the exhibition of decorative works made
in the artels. That is, the first avant-garde works were shown to the public in
the form of embroidery, not painting.

The analysis of scientific research revealed that the success of Ukrainian
avant-garde embroidery of the early twentieth century lies in the cooperation of
folk artists and artists-innovators, who created works on graphic design and
passed them on to rural embroiderers. The peculiarity of the above-mentioned
private art workshops was that the traditions of folk decorative art were
combined with the work of artists-innovators, and joint art finds were used in
modeling clothes and accessories (bags, belts, scarves, scarves, and shawls, etc.)
and decorative and utility. interior items: panels, pillows, rugs, napkins, and other
embroidered textiles in the style of avant-garde art (Nykyforov, 2021, p. 131).

The analysis of scientific investigations of researchers of the
development of Ukrainian avant-garde art gives grounds to claim that the
products of the workshops of Russian-ruled Ukraine of this period were

238



[legaroriuni Hayku: Teopis, icTopis, iHHOBaLilHi TexHoJorii, 2021, Ne 7 (111)

successfully exhibited at All-Russian and International exhibitions, receiving
high marks from visitors. In particular, in December 1917, about four hundred
works of the Verbivskaya Artel were presented at an artisan exhibition in
Moscow, and, unfortunately, were not returned to Ukraine (Yanishevskaya,
2017, p. 130; (Nykyforov, 2021, p. 132). Thus, innovative works of Ukrainian
artistic textiles masters, which were made according to the sketches of
O. Exter, K. Malevich, N. Davydova, N. Genke-Meller, and other artists-
innovators are now in Russian museums, in particular, in the Tretyakov Gallery,
private collections of the Russian Federation and abroad.

Conclusions. Thus, summarizing the above, we emphasize that the
peculiarity of art and craft education in the field of artistic textiles was the
introduction of innovations in the art of Ukrainian embroidery and weaving at
the beginning of the twentieth century, which focused mainly on combining
traditions of folk arts and crafts with the latest European trends. fine arts.

Interest in ornamentation and color combinations of traditional
Ukrainian decorative art among professional artists contributed to the revival
of folk crafts, the creation of arts and crafts educational institutions in the field
of textiles, preservation of ancient techniques, and innovative understanding of
weaving motifs, weaving, weaving.

The cooperation of avant-garde artists and folk artists has reached a
gualitatively new international level.

Prospects of the further research. The promising areas of further
research in this aspect are seen in the study of pedagogical and cultural-
educational activities of artists-innovators in the development of national
decorative and applied arts of the XIX — early XX centuries.
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thesis). Kiev).
PE3KOME

boiiueHko MapuHa, Hukudopos AHgpeii, lyneit Onbra, KanpaH OKcaHa.
TeHAEHUMN Pa3BUTUA XYOOXMKECTBEHHOIO TEKCTUAS B  Y4YpeXKAEHUAX XyAOXKeCTBEeHHO-
pemecneHHoro obpasoBaHus YKpauHbl Hayana XX BeKa.

Llenb cmameu: 8biABUMb U OXapaKmepuzoeame Hogble meHOeHuyuu 8 obaacmu
XyooxrecmeeHH020 meKcmuss 3agedeHull Xxy0orecmeeHHO-pemecneHHo20 06pa308aHUA HA
meppumopuu YKpauHel Ha4vana XX eeka. OCHOBHOe BHUMAHUE asmMopamu yoesneHOo
ocobeHHocmAM pa3sumus xy0omecmseHHOU 8blLUBKU. BblIACHEHO, YMO UMEHHO 8 OaHHOM
gude O0eKopamusHO20 UCKYyccmea YKpauHbl Ha4yana XX eeKka APKO poAsusauch
UHHOBAUUOHHbIe 3KCrnepumeHmsl CUHMe3a mMpaduyuoOHHO20 HAUUOHAbHO20 M8op4Yecmaa u
cospemMeHHbIx (0718 uccnedyemozo nepuoda) esporelickux XyOomecmeeHHbIX meveHul.
KoHcmamuposaHo, umo 8 8edywux Xy00oHecmeeHHO-pemMeCcneHHbIX MacmepcKux
npogheccuoHasbHbie XYOOHCHUKU-HOBAMOPbI paspabamelsanu CMUU308aHHbIE
a8aH2apOUCMCKUEe 3CKU3bl U y4uau Macmepuy-KpecmosHOK Oomuwusams XyO0H ecmeeHHble
gewjU co2/10CHO MBOPYECKO20 3aMbIC/d. YCMAHOB/EHO, YMO YKA3AHHbIE 8bluiUmble U30enus
umesnu 6onbwol ycrnex Ha NPecMuMcHbIX MeXOYHaPOOHbIX 8bICMABKAX.

Knroueevle cnoea: yuperwcOeHus Xyo0omecmeeHHO-pemecseHHo20 06pa308aHus,
Xy0oxecmeeHHbIl  meKcmuss,  8blILIUBKA, Mpaduyuu, UHHO8AUUU, Mdcmepuybl-
8bILIUBALULULUbI, XYyOOHHUKU-HOBAMOPSI.

AHOTALIA

boiueHko MapwuHa, Hukudopos AHpgpiii, Myneit Onbra, Kanpan OkcaHa. TeHaeHLii
PO3BUTKY XYAOXHbOIr0 TEKCTU/IIO B 3aKNa4aX XYA0KHbO-PEMICHMYOT OCBITM YKpAiHX NoYaTKy
XX cTonitTa.

Cmammio npuceaYeHo aHanMi3y CMaHo8AeHHA | po38UMKY iHHo8auiliHux meHOeHili 8
2any3i Xy0O#HbO20 MEKCMUAD 8 YMOB8aX (hYHKUIOHYBAHHA MPUBAMHUX XYyOOHHbO-
KycmapHux maticmepeHb-WKin YkpaiHu noyuamky XX cmonaimms.

Mema cmammi: eussumu ma cxapakmepulysamu HO8imHi meHOeHUii cgepu
XyOO0HHbO20 MEKCMUI0 3aKAa0i8 XyOOMCHbO-peMicHU4oi oceimu Ha mepumopii YKpaiHu
docnioxysaHozo nepiody.

MpogioHUM mMemooom 0aHo20 00cnidHeHHA byno0 0bpaHo meopemuyHull aHani3,
cucmemamu3ayito  ma y3a201b6HEHHA iCMopu4YHux eidomocmel y 2any3i po3sumeky
XYOOXHHb020 MEKCMUSIO, WO YMOMAUBUAO pPO32AAHYMU B30EMOBMNAUBU HAYIOHANbHUX
mpaduyili ma esponelicoKux Ho8imHix meHOeHyili 8 mucmeymesi i xy0oxHbo-pemicHuUYil
ocsimi YkpaiHu no4amky XX cmoaimma.

OcHosHy ysaecy asmopamu npudineHo o0cobausocmam pPo3eUMKY XyOOHHbOI
B8UWUBKU. 3’AC08AHO, W0 came y 3a3Ha4YeHOMy 8Udi OeKopamueHo20 mucmeymea YKpaiHu
noyamky XX cmonaimmsa ACKpaso npoABUAUCA I[HHOBAUIlHI eKkcnepumeHmMu cuHmesy
mpaduyiliHoi HauioHanbHOI meop4yocmi i cyyacHux (014 OocnioxysaHo2o nepiody)
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esponelicbKux mucmeybKux meuili. HazonoweHo, w0 8 nNposiOHUX XyOOHHbO-PEMICHUYUX
maticmepHAax npogeciliHi XYOOXHUKU-HOBaMopu po3pobaanu CMuni3o8aHi
a8aH2apPOUCMCLKI ecKi3u i Hag4anu mMalcmpuHb-cenAHOK 8idwusamu xyO0OXHIi peyi 32i0HO
meop4o2o 3a0ymy. YCmMaHoBAeHO, W0 3a3Ha4YeHi suwumi supobu manau senuxkul ycnix Ha
MPecmMuMHUX MiXHAapoOHUX eucmaskax. BuseneHo iHHosauiliHi meHOeHuii y po3sumky
YKPAiHCbKO20 O0eKopamusHo20 mucmeymsa 00Cni0Hys8aHo20 rnepiody HA npuKkaadi
(DYHKUIOHYBAHHA  MPOBIOHUX XYOOMHbO-PEeMICHUYUX HABYA/AbHUX MalicmepeHs, WO
nepemeopusnucs HA eKcnepumeHmansHi nabopamopii 8 mkaumei ma euwusuyl.
KoHcmamosaHo, wo Ha rpyHmi mpaduyiliHoeo HapoOHO20 Mucmeuymea meop4vya ma
opzaHizayiliHo-nedazo2iyHa 0iAnbHiCMb npogeciliHux XyOouHUKi8-Hosamopie cnpusana
po3suMKo8i iHHOBAUilUHUX mMeHOeHUill cghepu XxyO0OXHbO20 MEKCMUAD 8 3aK1aoax
XyOOHHbO-peMicHUYOI ocgimu YKpaiHu noyamky XX cmoaimma.

Knarovosi cnoea: 3aKaa0u XxyOomHbO-peMiCHUYO0i oceimu, XyOOoxcHili meKcmuss,
8UWUBKA, Mpaduyii, iHHosauyii, MalicmpuHi-8uwu8anbHUYi, XyO0HHUKU-HOBAMOPU.
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®OPMYBAHHA NEAATOTNYHO-IHTEPMPETALINHOIO TE3AYPYCY
MAWBYTHIX YYUTENIB MY3UYHOTO MUCTELTBA: IHCTPYMEHTAPIN

Y cmammi QocnioxeHo npobaemy ¢opmysaHHA nedazo2iyHo-iHmeprnpemayiliHo2o
mes3aypycy malibymHb020 84Yumesns My3U4HO20 MUCMeumeda SfK OCHO8U OOHOUMeHHOI
epydosaHocmi. Po32naHymo MexXaHiam MucsieHHEBUX onepauill, Akuli armyanizye MucneHHEBI
DYHKUII pO3yMIHHA Ma ymeBOpeHHA MOHAMb, WO CKAaoarome rcuxosnoziyHe niorpyHms
epydosaHocmi  ocobucmocmi. OKpecneHo cymHicmb  nedazoziyHo-iHmepnpemaduiliHol
epydosaHocmMi 8 AKOCMI WUPOKOI MoiHGhopMos8aHoCMi y UapuHi My3u4Hoi nedazoziku 8 YacmuHi
3HaHb W,000 iHMepnpemauyiliHo2o onNPAYKBAHHA My3U4YHUX MEopis. Po32naHymo emnipudyHuli
ma  aoeiyHUll  wWAaxu  opmMysaHHA  nedazoeiyHo-iHmeprnpemauitiHoi  epydosaHocmi.
BcmaHoeneHo, W0 ymeopeHHS MOHAMb Yy 2any3i nedazoziku My3u4yHoi iHmepnpemauii [k
8aXM(/IUBA XAPAKMepPUCMUKA nedazo2iyHo-iHmeprnpemauyiliHoezo me3aypycy CKAadae CymHicHo-
3micmosy ocHogy 00HolUMeHHOI epydosaHocmi. [JosedeHo, Wo meopemuKo-ni3HasasnbHa ma
iHmenekmyasnbHa AKMUBHICMb  3HOXOOUMbLCA 8 OCHO8i  (POPMYBaHHA  nedaz2o2iYHo-
iHmepnpemauilinHoeco me3aypycy. Chopmynb08aHO ABMOPCbKe BU3HAYEHHA Nedazo2iYHo-
iHmepnpemauiliHoezo me3aypycy malibymHb020 84umesna My3UuyHO20 MUCmMmeymsea 8 AKocmi
pO32anyHeHOI iepapxiyHoi cucmemu noHAMs, Habymoi nid Yac iHmepnpemauiliHo2o onpayto-
BAHHA MY3UYHUX MBOopis, AKA XAPAKMePU3YEMbCA MAKOX CHOPMOBAHICMI0O iHMOHAUilHO-
ecmemu4Ho20 (hoHOY iHMeprpPemMosaHuUX 3pasKie My3u4Ho20 mucmeymaea. KoHKkpemu308aHo i
pPoO3Kpumo  3micm  neddz2o2iyHo20  IHCMpPyMeHmapito  opMy8aHHA  neda2o2iyHo-
iHmepnpemauiliHozo me3aypycy malibymHb020 84UMesns My3u4Ho20 Mucmeuymea.

Knwouosi cnoea: nedaezoziyHo-iHmepnpemauiliHuli me3saypyc, epyo0osaHicms,
malibymHili s4umens My3u4HO20 Mucmeymaed, nedazoziyHull iHcmpymeHmapit, MmexaHiam
MUCAEHHEBUX onepauil, ni3HABAsILHAO AKMUBHICMb, cucmemda NoHAMs, iHMOHAiliHo-
ecmemuy4Hul ¢hoHO.
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