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THE MUNICH ALBUM OF SOLOMON KISHYNEVSKY (1883-1884)
IN THE CONTEXT OF THE EUROPEAN TRADITION AND THE ODESA SCHOOL:
A PSYCHOANALYTIC INTERPRETATION OF ARTISTIC EXPERIENCE

The article explores a recently revealed album of drawings by Solomon Kishynevsky, produced during his studies at
the Munich Academy of Fine Arts in 1883—1884. Preserved for decades in the private archive of the author and compiler,
this album is presented for the first time as a coherent historical and artistic source. It serves as both documentary
evidence of the academic practices of the Munich school and a reflection of the visual methodology of that period. In
addition to the drawings created in Munich, the album also includes a selection of works produced by the artist during
several months of study in Rome, offering further insight into his academic training and exposure to classical traditions.

Particular attention is given to the influence of the Munich academic tradition on the development of the methodological
and aesthetic foundations of the Odesa School of Art, especially the Grekov Odesa Art School, which marks its
160th anniversary in 2025.

The article reconstructs the pedagogical context of the Academy and interprets Kishynevsky's drawings alongside
his personal recollections to trace the transmission of academic realism into Southern Ukrainian artistic language.
A psychoanalytic perspective is introduced, examining how repressed experiences, internal conflicts with parental
figures, and childhood trauma surface in his visual practice. Drawing on Freudian concepts such as the unconscious,
transference, and sublimation, the study reconstructs a psychological portrait of the artist and explores how emotional
memory is encoded in academic drawing.

The album is interpreted as a visual diary of intellectual formation, where personal experience is translated into the
Jformal language of academic composition. This transformation laid the groundwork for subsequent generations of Odesa
artists. By combining historical and psychoanalytic approaches, the article contributes to understanding the artist not
only as a bearer of cultural transfer but as a figure whose inner conflicts shaped his creative legacy within academic
traditions.

Key words: Solomon Kishinevsky, Munich Academy of Fine Arts (late 19th — early 20th century), art education,
Hrekov Art School, psychoanalytic interpretation, academicism, stylistic continuity.
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MIOHXEHCBKHM AJIbBOM COJIOMOHA KUIIMHEBCBKOT O
(1883-1884) B KOHTEKCTI €BPOIIEVMCBHKOI TPAJIMIIII I OJJECBKOI IIKOJIN.
NCUXOAHAJITUYHA THTEPIIPETAIIS XYIOKHBOTO JOCBIJLY

Y cmammi 30iticneno midicoucyuniinapHuil aHaniz HewjooasHO ONpPUNOHeH020 anvbomy pucyHkie ConomMoHa
Kuwunescorozo, sukonanux nio uac ioco nasyanus 6 Mwouxencokiv axkademii mucmeyme y 1883—1884 poxax. Llei
anvbom, AKUll decamunimmsamu 30epieascsi 8 pOOUHHOMY apXiei YNopsAOHuyi ma asmopa nyonikayii, enepuie 86e0eHo
8 Haykosull obie AK yiniche iCMOPUKO-Xy0oxcHe Odicepeno. 30ipka pUCyHKI8 8i0obpasicae akademiuHy npaKkmuky md
MemoouKy HaguanHs MioHxeHncokoi wKony, 6 AKIli NOEOHYBANUCA CMPORICMb PUCYHKA, KOMNO3UYIUHA OUCYUNIIHA Ma
inougioyanvhe onpayioganis gopmu. Boonouac y yvomy anvbomi npedcmasneno i MUKy pUCYHKIS, BUKOHAHUX IO 4ac
nepebysantsi mumysi 6 Pumi, 0e 6iH npo006H#CUE HAGUAHHS NPOMS2OM KiIbKOX MICAYi6. PUMcobKi apkywi eupizHsaomocs
Ccnpodamu CmunicmuyHo2o 8i0X00y 6i0 CYmMo aKademiyHuX cxem, apxXimexmypHux MOMUGI6 i HAMypHUX 3aMAalbOBOK, WO
CB8I0UUMb NPO POZUWUPEHHSL XYOOAHCHBO2O KpY20o30py Kulunescoko2o 6 Medicax €6poneicbkoco MUCmeybko2o0 KOHMEKCMmY.

Oxpema ysaea NpuoiiA€EmMbCa 6NIUBY MIOHXEHCbKOI axkademiunoi mpaouyii Ha GopmMysanHs Memooono2iuHol
ocHosu ma ecmemuynux npunyunie Qoecbko2o xy0odchvboeo yuunuwja imeni M. b. I pexosa, axe 2025 poxy 6id3nauae
ceoe 160-piuua. I[Ipocmedicyemovcss mpanciayis Gi3yanbHo20 ma neoazo2ivnozo 00ceidy uepe3 NOKONIHHA YKPAIHCbKUX
MUmyie, AKi NPONULIU MIOHXEHCLKY WKOTY, 00 JIOKANbHO20 Mucmeybkozo cepedosuwja Ilieona Ykpainu. 3a oonomozoio
PDEKOHCMPYKYIL HABUAILHO2O KOHMEKCHY, 6I3YAIbHO20 aHANI3Y PUCYHKIE [ 3icmaeieHHs 3 aemobiocpaghiunumu
mMamepianamu 3anponoHo6ano inmepnpemayiio meopuo2o cmanosnenus Kuwunescokozo. Bucsimnioiombcs npuxoeani
NCUXONIO2TUHI MOMUBU, 30KpeMd 8UMICHeHT eMoyii, 6HYMPIWHIll KOHIIKmM i3 OamvKigCoKuMu icypamu, mpasmamuymi
BPAdICEHHS OUMUHCIMEBA, WO NPOSGISIOMbC uepe3 Xy0odicHio Mogy. Ha ocnosi (potidiecbkux noHamv Hec8iooMoeo,
nepemecents ma cyonimayii asmop cmammi 6uOy008Y€ NCUXONOIYHUL NOPMPem MUMys, 8 AKOMY MUCMEYME0 CMae
3acobom eHympiunbOi inmezpayii ma camosupasxcenis. Anboom mpaxmyemoca ne auwe aK y4o0euti mamepiai, a K
8I3YAbHULL UWOOCHHUK (POPMYBAHHS ABMOPCLKO20 MUCTEHHS, 0e THOUBIOYAIbHUL 00CBI0 XYOONICHUKA MPAHCHOPMYEMbCS
8 aKA0eMIYHY NAACIUYHY MOBY, KA 32000M SUSHAYULA OPIEHMUPU OJiA YiNoi 2eHepayii 00ecbKux Mumuyie ma neoazoeis.

Knrouoei cnosa: Conomon Kuwunescokuii, Mrouxerncoka akademis mucmeymes opyeoi nonosunu XIX — novamky XX,
akademiunull pucyHox, I pexiscovke yuuauwe, NCUXOAHATIMUYHA THMepnpemayis, akademizm, Cmuib08a CNAOKOEMHICb.

Introduction. The history of the Odesa School
of Painting in the second half of the 19th and early
20th centuries is inextricably linked to the European
academic tradition, particularly to the methodological
legacy of the Munich Academy of Fine Arts (Yurch-
enko, 2020). Through the personal trajectories of
emigrant artists and students from southern Ukraine
who received their education in Bavaria, a distinctive
school of realism gradually took shape in Odesa —
one characterized by a chamber-like tone, a strong
foundation in academic drawing, chiaroscuro mod-
eling, and emotionally and psychologically nuanced
imagery. «The first director and teaching methodol-
ogist of the school was F. Mallmann, a graduate of
the Munich Academy of Arts,» notes L. Yu. Lyman-
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ska. She emphasizes: «Graduates of the school who
studied at the Munich Academy introduced into the
teaching methodology strict academic disciplines:
drawing, anatomy, composition...» (Lymanska,
2012). This clearly indicates that the institution was
founded upon German academic principles, which set
the methodological tone for the Odesa art school from
its inception.

The figure of Solomon Yakovych Kishynevsky
(1862/63—-1941/42) is a unique embodiment of
these influences. A student of the Munich Academy
(1883—1884), he studied under von Piloty, Herterich,
and Lofftz, and later became a prolific illustrator and
author of numerous graphic series. His Munich draw-
ing album, published for the first time in 2025 (Gry-
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horiieva, 2025), represents an exceptional historical
and artistic document that captures not only the ped-
agogical model of the Academy but also the internal
vision of the artist. Through close artistic analysis and
the application of psychoanalytic tools — especially
the Freudian framework of image, trauma, and the
unconscious — the artist’s biography can be read as
a visual diary of inner conflict, a symbolic rupture
with paternal authority, and the search for affirmation
through artistic creation. This article combines a his-
torical-cultural and psychoanalytic approach to pro-
vide a multifaceted interpretation of Kishynevsky as
a cultural intermediary between academic Germany
and Odesa.

Problem Statement. The study of the Munich
academic tradition within Ukrainian art history
remains a significant area of inquiry, particularly in
relation to the formation of the art schools in south-
ern Ukraine, including the Odesa Art School. While
it is widely known that many Ukrainian artists stud-
ied at the Munich Academy of Fine Arts in the late
19th century, there has yet to be a comprehensive
analysis of an individual artist’s experience within
this educational system that takes into account his
personal, biographical, and psychic structures. The
uniqueness of this primary source lies in its dual
nature: it not only documents the educational process
in Munich during the 1880s but also serves as a rep-
resentation of the artist’s inner world through visual
sublimation.

Aim of the Article. The aim of this article is to
conduct an integrated study of the Munich period in
the artistic development of Solomon Kishynevsky,
based on the analysis of his 1883-1884 drawing
album. The research seeks to uncover the connection
between the academic tradition of the Munich school
and the formation of the methodological foundation
of the Odesa Art School. It further offers a psycho-
analytic interpretation of the autobiographical motifs
and unconscious imagery in the artist’s visual prac-
tice. By reconstructing both the educational and psy-
chological environments, the author aims to concep-
tualize Kishynevsky’s artistic experience as a source
for shaping the local tradition of Southern Ukrainian
academic realism.

Review of the Literature and Recent Studies. In the
1880s and 1890s, the Munich Academy of Fine Arts
was not only the capital of the Bavarian art but also a
central hub of academic education in Europe. Among
its prominent professors were Carl Theodor von Piloty,
Ludwig von Lofftz, Gabriel von Max, and Ferdinand
Briitt (Eastlake, 2002). The influence of European aca-
demic traditions on Ukrainian art has been explored in
the works of L. Lymanska, I. Omelchenko, L. Bodnar,
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O. Shylo, and S. Savchuk, as well as in several mono-
graphs and articles devoted to the pedagogical system
of the Munich Academy and its instructors. However,
in these studies, the academic model is primarily con-
sidered as a formal educational structure, without atten-
tion to the psychological and emotional dimensions of
the artist’s experience.

Psychoanalytic approaches to interpreting artis-
tic images and biographies have gained relevance in
contemporary interdisciplinary art studies (notably in
the works of S. Freud and R. Arnheim), yet they have
rarely been applied to the Ukrainian visual material.
In this context, the study of Kishynevsky’s Munich
album as a visual self-portrait acquires special signif-
icance.

Graduates of the Odesa school who had studied in
Munich introduced a rigorous academic discipline —
drawing, anatomy, composition — that aligned with
the core principles of the European art pedagogy
(Omelchenko, 2021). This confirms that the insti-
tution was structurally rooted in German academic
culture, which continues to shape the methodologi-
cal direction of the Odesa school. Academic drawing,
particularly in the Munich tradition, is understood as
a foundation of the artistic thinking and an analytical
approach to space and form (Bodnar, 2020).

This attitude fostered what might be called the
«ethos of the academic gaze,» where technical pre-
cision was combined with philosophical reflection
on reality (Ostertag, 1990). Key features of Munich
realism — intimacy, pastel tonalities, psychological
depth, and compositional restraint — were adopted
and adapted in Odesa. As a graduate of the Academy,
Solomon Kishynevsky deeply absorbed this method-
ology. His Munich album serves as a kind of study
diary, containing genre scenes, life drawings, por-
traits, and observations of urban life. All of this points
to a profound immersion in academic practice, where
«hand and gaze» are engaged in continuous ethical
discipline.

Kishynevsky, like his contemporaries — including
Pasternak — kept daily sketchbooks not for exhibition
but as a disciplined practice through which visual
observation and manual skill were trained. The draw-
ings reflect his deep integration into the rigorous aca-
demic practice of the Munich school, where drawing
was not mere reproduction, but a living process of
perception. The album includes genre sketches, live
models, urban types, and everyday compositions, tes-
tifying to the ethical tension between the «hand and
the gaze.»

His academic experience unfolded during the
golden era of the Academy’s prestige, alongside
renowned Odesa-born students such as Wassily Kan-
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dinsky, Franz Roubaud, and Mykola Kuznetsov. At
that time, the teaching staff included some of Europe’s
most respected masters of academic realism: Herter-
ich, Lofftz, Piloty, von Max. These professors empha-
sized not only the object but also the «state» of the
image, the emotional atmosphere and expressive res-
onance.

A distinctive aspect of the Academy’s informal
culture was the so-called Komponierverein («compo-
sition Mondays»), gatherings in Munich beer halls
where students — under the guidance of teachers like
Lofttz or Lizen-Mayer, performed spontaneous com-
positional tasks. These sessions became spaces of cri-
tique, debate, and the cultivation of individual vision.
Several drawings from Kishynevsky’s album docu-
ment such informal settings: pub interiors, tables with
mugs, groups engaged in conversation or song. These
scenes visually reconstruct the intellectual atmos-
phere in which the artist’s worldview was formed
(Figs. 1-5).

——

- Mix Ouweconr 1a Muswooemoss:
AUGOM MOLILOET YR

Fig. 1

——
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His memoir «My Recollections» (Kishynevsky,
2019) confirms this emotional tone. Recollections
of humorous yet strict professors such as Bauer,
who exclaimed, «Das ist nicht karasho! Das ist ein
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Schweinerei!» (in a pseudo-Russian accent), coex-
ist with stories of real conflict. In one vivid episode,
Kishynevsky describes a street fight with fellow stu-
dents provoked by a single word «Schmutzigy, which
resulted in their arrest and a fine of two marks each.
This anecdote finds visual expression in a sketch from
the album showing a street confrontation, possibly the
same event.

These drawings reveal that Kishynevsky absorbed
not only technical mastery, but also the personal inde-
pendence of judgment, a trait that would become cen-
tral to his later illustrative work in Odesa. The album
is filled with everyday studies, drawn both from life
and imagination: courtrooms, city crowds, men in
Bavarian uniforms, figures in 18th-century costume,
and scenes of urban spectacle. The atmosphere of
cafés such as Stefanie, Neumayr, or Heck, centers of
artistic discourse for artists like Franz von Stuck, Paul
Klee, and Kandinsky — reappears in Kishynevsky’s
graphic storytelling (Fig. 2).

According to psychoanalyst Viktor Savchuk
(Savchuk, 2021), academic training does not negate
individuality but provides a structure for its expres-
sion. Kishynevsky’s work illustrates this dynamic.
His studies of Repin, Makovsky, Shishkin, and Kram-
skoi are not mechanical copies but springboards
for his own authorial language. This reflects what
I. Nikolaienko calls the “binary nature” of the image —
between the personal and the collective, the historical
and the contemporary (Nikolaienko, 2020).

Kishynevsky’s graphic technique demonstrates
not only an ability to depict texture and movement,
but also to register psychological situations: the ten-
sion of a hand, the turn of a head, the angle of the
shoulders — all signs of inner drama. In this, he exem-
plifies what the Munich Academy truly taught: the
visual articulation of emotion. Hence, his scenes are
never “merely genre-based” but always micro-narra-
tives of affect. His memoirs preserve a central child-
hood event: the traumatic loss of his father’s pres-
ence through the arrival of a stepfather. This psychic
wound — the struggle between hatred and longing —
haunts the entirety of his artistic production. Even if
Kishynevsky was not directly familiar with Freud’s
theories, formulated contemporaneously in nearby
Vienna, his work emerges from the same cultural
matrix where repression, internal conflict, and silence
were dominant themes.

Following Freud’s model (Freud, 1910), trauma
that is not symbolized returns as repetition — in
dreams, imagination, or art. Sublimation is the process
by which these internal conflicts are transformed into
socially meaningful images. Kishynevsky’s drawings
of isolated male figures, often caught in moments of
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introspection, melancholia, or psychological distance,
reflect such sublimated tension. These men — posed
in corners of taverns, at the margins of crowds, or
facing away — suggest a visual grammar of loss. His
portrayals of teachers in My Recollections offer psy-
chodynamic insight: lorini, the nurturing father fig-
ure, whose purse was always open to students, con-
trasts sharply with Morandi, the stern authority who
“was respected more than loved.” These archetypes
become projections of the artist’s inner ambivalence
toward power, belonging, and paternal substitutes.

Conclusions. The publication of Solomon Kishy-
nevsky’s Munich drawing album (1883-1884) (Gry-
horiieva, 2025) offers a unique opportunity not only
to reconstruct the educational model of the Munich
Academy but also to understand how this model was
assimilated into the artistic environment of Odesa.
Through the lens of academic discipline, psycholog-
ical gesture, and a highly refined drawing culture, a
specific type of artistic thinking emerges — contem-
plative, ethical, and focused on inner drama.

Kishynevsky appears not merely as a talented stu-
dent but as a transmitter of cultural codes who carried
the ideals of chamber realism, precision of observa-
tion, and artistic discipline from Bavaria to Odesa.
His album is not only a historical document of aca-
demic training but also a visual diary of the formation
of the self. In this diary, trauma becomes an image,
and drawing becomes a language of transformation.
The psychoanalytic perspective allowed for a deeper
understanding of the nature of imagery in Kishy-
nevsky’s drawings: not simply the registration of the
external, but the projection and sublimation of emo-
tional experience. In the portrayal of instructors, one
reads an unconscious conflict with the paternal figure;
in the choice of subjects, a striving to restore a lost
connection with the self.

The pedagogical approach of the Munich school,
transplanted into the Ukrainian context, was grounded
in principles of precision, consistency, and personal
responsibility. This is supported by the research of
Yurchenko and Melnychuk, who emphasize the role
of European guidelines in shaping Ukrainian artis-
tic education (Yurchenko, 2020; Melnychuk, 2021).
Within this framework, Kishynevsky’s legacy can be
interpreted as a cultural code and an archive of mem-
ory.

Thus, Kishynevsky’s experience bears witness
to the presence of European academic art in late
19th-century Ukraine. His album stands not only as
evidence of that tradition but also as a testament to
how drawing can be reinterpreted at the intersection
of aesthetics, biography, and the unconscious.



Grygoryeva S. The munich album of Solomon Kishynevsky (1883—1884) in the context of the European..

..............................................................................................................................................................

BIBLIOGRAPHY

1. Arnheim R. Art and visual perception: a psychology of the creative eye. Berkeley : University of California Press,
1974. 508 p.

2. Bomnap JI. AkameMiuHHI PECYHOK Yy Tpamuilii MIOHXEHCHKOI MIKONH. BicHuk Xapkiecvkoi akademii ousatiny i muc-
meyms. 2020. Ne 1. C. 68-73.

3. Eastlake C. Munich as an artistic centre: 1850—1900. Miinchen : Prestel, 2002. 256 p.

4. Freud S. Leonardo da vinci and a memory of his childhood. Leipzig : Deuticke, 1910. 89 p.

5. I'purop'esa C. B. Solomon kishynevsky: between odesa and munich. the album of a young artist (1881-1884). the path
of study and formation. Oneca : M. O. bonnapenxo, 2025. 120 p.

6. Kummuescokuii C. S. Moi cioranu / pexn. O. M. bapkoBcbka. Oneca : Actpomnpist, 2019. 256 c.

7. Jlumanceka JI. FO. Icropudana mam’sTh: oiechKa Imkomna xuBomucy. Kyremypa i mucmeymeo. 2012. Ne 3. C. 45-52.

8. MenpHruyk JI. Muctenpka ocBiTa B YKpaiHi: €BponewchbKi opieHTHpH. Bicnuk Xapkiecvkoi Oepoicasnoi axademii
Jusatiny i mucmeyms. 2021. Ne 4. C. 102-109.

9. Hikonaenko I. Muctentso i ocoducTicth: OiHapHicTh iHTepnpeTanii. Cyuacne mucmeymso. 2020. Ne 16. C. 12—-19.

10. Omensuenko I. €. €Bponelicbki BIUTMBY B Xy/IOKHIH 0cBiTI ykpainu kinis XIX — nouarky XX cr. Mucmeymeosnagui
sanucku. 2021. Ne 39. C. 102-108.

11. Ostertag B. The munich school: a study of academic realism and its european influence. Munich : Prestel Verlag,
1990. 320 p.

12. Pasternak L. The memoirs of leonid pasternak. London : Quartet Books, 1982. 256 p.

13. CaBuyk B. Akagemiuna Tpaauiiis ta popMyBaHHs iHIUBITyaIbHOTO CTHIIIO XyIOXKHHUKA. OOpazomeopue Mucmeymao.
2021. Ne 1. C. 33-40.

14. ¥Opuenko B. [lemarorika MucTenTBa: Tpaauilii MEOHXCHCHKOI MIKOMK B YipaiHi. Kyiemypa i cyuacnicmo. 2020. No 1.
C. 59-65.

REFERENCES

1. Arnheim R. (1974) Art and visual perception: a psychology of the creative eye. Berkeley : University of California
Press, 508 p.

2. Bodnar L. (2020) Academic drawing in the tradition of the Munich School. Bulletin of the Kharkiv Academy of Design
and Arts. No. 1. pp. 68-73.

3. Eastlake C. (2002) Munich as an artistic centre: 1850-1900. Miinchen : Prestel, 256 p.

4. Freud S. (1910) Leonardo da Vinci and a memory of his childhood. Leipzig : Deuticke, 89 p.

5. Grygorieva S. V. (2025) Solomon Kishynevsky: between Odesa and Munich. The album of a young artist (1881-1884).
The path of study and formation. Odesa : M. O. Bondarenko, 120 p.

6. Kishynevsky S. Ya. (2019) My memoirs / ed. O. M. Barkovska. Odesa : Astroprint, 256 p.

7. Lymanska L. Yu. (2012) Historical memory: Odesa school of painting. Culture and Art. No. 3. pp. 45-52.

8. Melnychuk L. (2021) Art education in Ukraine: European guidelines. Bulletin of the Kharkiv State Academy of Design
and Arts. No. 4. pp. 102-109.

9. Nikolaenko I. (2020) Art and personality: binary interpretation. Contemporary Art. No. 16. pp. 12—19.

10. Omelchenko 1. Ye. (2021) European influences in the artistic education of Ukraine in the late 19th — early 20th
centuries. Art Studies Notes. No. 39. pp. 102—108.

11. Ostertag B. (1990) The Munich School: a study of academic realism and its European influence. Munich : Prestel
Verlag, 320 p.

12. Pasternak L. (1982) The memoirs of Leonid Pasternak. London : Quartet Books, 256 p.

13. Savchuk V. (2021) Academic tradition and the formation of an artist’s individual style. Fine Arts. No. 1. pp. 33—40.

14. Yurchenko V. (2020) Pedagogy of art: traditions of the Munich School in Ukraine. Culture and Modernity. No. 1.
pp. 59-65.

ISSN 2308-4855 (Print), ISSN 2308-4863 (Online) 203



