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—oreword

The Weiss-Livnat International MA Program

in Holocaust Studies was inaugurated at the
University of Haifa in 2012 as part of the
university's commitment to fostering a young
generation of Holocaust researchers and educators.
As the first and only program of its kind in Israel,
its mission is to nurture and cultivate excellence

in research and teaching about the Holocaust in

an international, multicultural, and stimulating
environment.

The program's uniqueness lies in its broad
multidisciplinary approach and the exceptional
mixture of academic training and practical
experience it offers the students. Drawing on

a wide range of academic disciplines, students
are exposed to courses in history, psychology,
anthropology, museology, education, international
law, visual arts, and literature; training in the
European languages essential for the study of

the Holocaust; excursions and visits to relevant
historical sites, museums, and research institutions;
and intense training in archival research. It also
addresses the full range of ethical, legal, moral,
and intellectual issues involved in the study of the
Holocaust and genocide.

Through cooperation with leading museums

and institutions in Israel, the U.S., and Europe,

we strive to actively engage our students in the
international academic discourse on the Holocaust,
open the door for them to join the international
community of scholars, and help them expand
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their global worldview. Our international
collaborations enable us to expose them to leading
researchers and guest lecturers and involve them
in academic exchange programs and international
seminars. The program offers practical internship
opportunities in a rich variety of Holocaust-related
positions and institutions such as Yad Vashem

and The Ghetto Fighters House Museum, USHMM,
Jewish museums, and archives in Berlin, Warsaw,
London, and Budapest.

Our program offers a unique meeting place

for students from diverse nationalities, ethnic
groups, and academic backgrounds. With students
from more than 20 countries, we have created
opportunities for joint learning experiences,
intellectual enrichment, and the expansion of our
students' perspectives through discourse.

The catalogue presented to you here is

an illustration of the wide-ranging and
multidisciplinary nature of the program. In a course
designed to combine Holocaust history, analysis of
artwork, and the writing of a catalogue, students
were engaged in historical research as well as
commemoration of Jewish artists who perished in
the Holocaust, demonstrating the unique fusion of
the theoretical and practical dimensions offered by
the program.

Dr. Yael Granot-Bein
Administrative Director

Prof. Arieh J. Kochavi
Academic Head

The Hecht Museum at the University of Haifa maintains strong ties with the
University’s academic departments. In October 2016, the Museum began a joint
project with the Weiss-Livnat International MA Program in Holocaust Studies to
conduct an in-depth study of the art collection donated to the University in 1978
by the celebrated Swiss art collector, the late Dr. Oscar Ghez de Castelnuovo.

Like Dr. Oscar Ghez, Dr. Reuben Hecht, the founder of the Hecht Museum, acted out
of 3 sense of mission to perpetuate the material and spiritual culture of the Jewish
people. Over the years, he collected paintings by Jewish artists from the School of
Paris, among them works by Mané-Katz, Chaim Soutine and Amedeo Modigliani.
Dr. Ghez likewise dedicated himself to collecting the work of Jewish artists from
the School of Paris who were persecuted and/or murdered by the Nazis during the
Holocaust.

Collaboration between the Hecht and Ghez collections is not new. For the past
twenty years, selected works from the Ghez Collection have been presented on a
permanent basis in the Museum’s Art Wing and, once a year, a wider selection of
the collection is placed on temporary display. This year the graduate students in Dr.
Rachel Perry’s seminar “Researching and Restaging the Ghez Collection” conducted
extensive research on the collection. Under Dr. Perry’s quidance, they discovered
fascinating new data on the artists and their work which are printed here in this
catalogue. The project will conclude with an exhibition that will open at the Hecht
Museum in the following academic year.

I wish to thank Dr. Rachel Perry for being the project’s driving force. She inspired
her students to pursue their research, guiding them with a high degree of
professionalism in their search for the personal stories behind the works of art.

I also wish to thank Prof. Arieh Kochavi and Dr. Yael Granot-Bein of the Weiss-Livnat
International MA Program in Holocaust Studies at the University of Haifa. Without
their dedication and support, this project would never have become a reality.

Shunit Netter-Marmelstein
Director and Curator, Hecht Museum, University of Haifa

Dr. Oscar Gnhez

In 1978, Dr. Oscar Ghez de Castelnuovo (1905-1998) donated 137 works of art to to
the Hecht Museum at the University of Haifa in order to establish a “Memorial to
Jewish Artists, Victims of Nazism.”

Dr. Ghez was born in Tunisia in 1905 to a distinguished Jewish family. As a child,

he moved to Marseilles and then completed his university studies in Rome. With
his older brother Henry, he founded a rubber plant in Rome in 1924, which they
operated until approximately 1939 when the racial laws became too stringent. They
sold their Italian plant to their main competitor Pirelli in exchange for a similar
plant in France. When the Nazis occupied France, Dr. Ghez and his family fled to
the United States. During World War II, he and his brother served in the Italian war
department at the United States Army Industrial College. In 1945, they were able to
retake possession of their French factories in Lyon. In 1960, Ghez sold his factories
to the Firestone Group and began collecting art. In 1968, Dr. Ghez founded the Petit
Palais Modern Art Museum in Geneva in order to open his personal collection to
the public under his motto “Art in the Service of Peace.” Dr. Ghez died in Geneva in
1998 at the age of 93.

We have chosen to reprint Dr. Ghez's preface to the first catalogue of the Ghez
Collection at Haifa University in 1978. We believe his remarks clarify his drive to
collect artworks by Jewish artists murdered by the Nazis, and the enthusiasm of his
donation to the State of Israel.

On this 30th birthday of the State of Israel, “The
Memorial in Honour of Artist Victims of Nazism”

is to be founded at the University of Haifa. A
whole generation has passed since the end of
history’s most monstrous genocide, cunningly
and methodically perpetrated against millions of
human beings, defenseless adults and children.
How many wonderful human beings and geniuses
could have contributed to civilization such as we
perceive it.

On the thirtieth floor of the Eshkol Tower of the
University of Haifa, surrounded by beauty and
splendor, with a view of the sea and towards the
endless horizon, one will be able to appreciate
the realization of a quite simple idea: to gather in
Israel works by artists who fell victim to Nazism,
works representing today, for the Jewish people,
precious relics to be preserved from dispersion or
destruction.

Following a conversation held in April 1977
between my friend Maitre Ben Peretz, Mr. Eliezer
Rafaelim then President of Haifa University, and
myself, the idea was formed for this Memorial

on the highest floor of the Tower overlooking the
magnificent Haifa Bay. Such a Memorial could only
be erected in a thriving place, animated by youth,
spirit and intellect, and inhabited by people coming
from the four corners of the world.

In this corner of unutterable and eternal beauty,
this Memorial will be a further symbol of the toll
taken by the barbarians of the 20th century, whose
aim was the extermination of the Jewish people
and of its fertile genius. | know that it is this
“lewish Genius,” demonstrating itself in every field,
that the President Eliezer Rafaeli wished to honour.

A few words now, explaining how this collection

of works that | have the honour to give to the
University of Haifa came about. | patiently gathered
them, to build what | called the “sentimental part”
of my painting collection, the one which touched
my Jewish heart most deeply. Fate, which led me
to paintings of Jewish artists killed in deportation,
brought me to conceive the idea of searching for
other works. These works, mostly in the possession
of Jewish families, were not for sale. They were
dear to their hearts. As a private collector, it took
me nearly thirty years to gather the works that
form this donation. But the University, helped by
the existence of this Memorial, will be able to find
many other works by artists who are no more, but
whose names are known to us. | am convinced
that there will not be a lack of donations for this
University endeavor.

The artists represented in this collection came from
many European countries. But it was in france
that most of them were arrested by the Gestapo



and its collaborators, and later transferred
from there to the death camps. Thus, it was

in Paris that | was able to find and acquire all
these works. Paris has always been the center
of artistic attraction, above all for painters
who came from all over the world. Since the
Impressionists, many artists have come to
Paris for inspiration. All those who returned

to their native countries, such as Italy, Austria,
Hungary, Czechoslovakia, Yugoslavia, Poland,
the Baltic countries and, of course, Germany,
had the same misfortune as those who
remained in France during the occupation. Only
a few succeeded in taking shelter under more
hospitable climes.

From the 19th century onwards, the Jews
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made a noticeable contribution to art in

all countries. This contribution grew from

year to year. Starting with the 20th century,
with the birth of the “Ecole de Paris,” this
contribution became more important and

very personal. Among those “giants” of

the “Ecole de Paris,” we note the names of
Modigliani, Chagall, Kisling, Pascin, Mané-
Katz, Kremegne, Soutine, Zadkine, Lipschitz,
Kikoine, Bela Czobel, Hayden, Kars, Epstein,
Ottman, Peské, Marcoussis, Sonia Delaunay,
Mela Muter and many others. Every nation
contributed with its own genius, its feelings
and the inspiration of its masters to the artistic
creation, from painting to music, from sculpture
to poetry, from dance to architecture. How
many movements were born and developed
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in art since the dawn of the 20th century! The
contribution of the Jewish artists - painters

as well as poets, sculptors, composers or
interpreters like Heifetz, Rubinstein, Menuhin
and many others who came from Vienna,
Prague, Budapest, London, Paris, New York,
Berlin, Rome and Milan - was always present.
Weighty encyclopedias covering this short
but rich period already fill the shelves of the
libraries.

Visitors to the Memorial will in fact agree

with this, once they have seen in these works
some incontestable “proofs” and “documents”
directly coming from the hands of the martyrs
who disappeared in the infernal destruction.
After having visited Israel - Jerusalem, its
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capital, Yad Vashem and the Memorial at
the University of Haifa, visitors will confirm
that Israel has earned and deserves the right
to exist; a right which is denied by several
countries. Moreover, this is not only the land
of their ancestors, but also the refuge that
millions of Jews dispersed around the world
aspire to reach. [...]

I end by expressing my satisfaction for the
achievements made here at the University of
Haifa, and my gratitude to the President, Mr.
Gershon Avner, to Mr. Eliezer Rafaeli, and to
all their colleagues who have helped to realize
this Memorial, to ensure its existence and not
allow us to forget.

- Oscar Ghez, 1978 -

Jewisn
Artists of
the School
of Paris

Nadine Nieszawer, Expert of the Ecole de Paris, 1905-1939

Artists of Mahmadim posing at la Ruche, second from the left standing is
Henri Epstein. © Musée d’art et d’histoire du Judaisme, Paris

Who were these artists? These artists had in
common the belief in the old German proverb
“Living like God in France”, which the Yiddish
oral tradition popularized in “Happy as a Jew in
Paris”: Azoy gliklich wi a yid in Paris.

Paris was then the center of the world. Artists
came from Eastern Europe between 1905 and
1939, fleeing from the anti-Semitism present in
their countries, looking for a place that would
welcome them and enable them to freely
express their artistic desire.

These artists settled in Montparnasse and
mixed with the avant-garde which was then
abounding. They recreated a shtetl and met
in the neighborhood cafés. They formed what
is known as the School of Paris. Over five
hundred of them lived in Paris between World

War | and World War II. Many of them were in
close contact with Jewish writers and poets
who published their work in Yiddish journals
and magazines.

The books dedicated to the School of Paris
rarely mention the artists” Judaism. These
artists are often associated with their country
of origin, from which they had fled, where
access to the Fine Arts was limited or even
prohibited due to the “numerus clauses.”

These men and women, driven by the same
hope of life, were suddenly stopped by the
Final Solution. Many perished in the gas
chambers, their work was destroyed, and
those who survived never found again the
common dream that united the artists.



We were a band of children at the heder, already detached from

Talmudic studies for an entire generation but fed on the leaven of
analysis. Having only just taken up pencil and brush, we immediately
started dissecting not only the world around us but ourselves. Who

were we? What was our place in the concert of nations? What was
our culture? And what should our art be? All this was settled in a

few towns in Lithuania, Belarus, and Ukraine, and continued in Paris.

El Lissitzky, Rimon/Milgroim, no. 3, Berlin, 1923

From top left clockwise: Max Jacob; Henri Epstein; Nathan Grunsweigh; Roman Kramsztyk; Leon Weissberg; Naum Aronson; Nathalie Kraemer; Jacques Gotko;
Joseph Hecht; Jacques Cytrynovitch; Georges Ascher; Abraham Berline; Moise Kogan; Alexandre Fasini; Joachim Weingart; Adolphe Feder; Georges Kars
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“To write history means to give dates their physiognomy.”

Walter Benjamin, The Arcades Project

Dr. Rachel Perry

On June 23, 1940 at 5:30 in the morning, one
day after France signed the armistice, Adolf
Hitler celebrated his victory over France with
a triumphant tour of Paris. This was the first
and the only time he visited Paris, and it is
not a coincidence he chose the Eiffel Tower
as the backdrop for his photo op." Carefully
staged, this iconic photograph was shot

on the elevated esplanade at Trocadero so
that the tower wouldn't tower over Hitler or
overshadow him (Fig. 1). Moreover, flanked on
either side by his chief architect, Albert Speer,
and favorite sculptor, Arno Breker, Hitler turns
his back on the French monument, deliberately,
dismissively walking away from it. This is an
image of dominance and disrespect, not of
admiration and awe.

Only several years earlier, in the late 1930s,
the Russian born Jewish artist Alexandre Fasini
took his own, very different, photograph of
the Eiffel Tower, as part of a series he called
Celestial Signs (Fig. 2). Shot on a cloudy day,
the Eiffel Tower is in sight but far away -
almost unattainable - across the great gulf of
the city. It stands defiantly, silhouetted against
the overcast sky which threatens to engulf it,
as something to aspire to: a star to wish upon,

a light at the end of the tunnel. In a letter,

he wrote, “Looking out my window, there is
still Monsieur Eiffel Tower, thoroughly chilled
[...] winking at me in the evening”; In another
writing he exclaimed “Ah, France, Paris,
Montmartre - beautiful dreams...”

The Eiffel Tower was the symbol of the new
century, and avant-garde artists promoted

it as a crucible of modernism..? Guillaume
Apollinaire made a calligram of it in 1916:
“Hello world, of which | am the eloquent
tongue which your mouth, O Paris, will
forever stick out at the Germans.” Le Corbusier
reproduced photos of it in his 1923 book
Towards a New Architecture claiming “Ca c'est
Paris.” In 1955, he called it: “the beloved sign
of Paris, the sign of beloved Paris.” And many
young Jewish émigrés, like Mané-Katz and
Chagall, painted it in homage to the city and
country which had welcomed them with open
arms, creating an Hommage a Paris (Fig. 3).

The first country to emancipate its Jews,
France was a haven for an entire generation of
aspiring young Jewish artists. They made their
way to Paris in the early decades of the 20th
century, overcoming incredible obstacles to do

so - leaving friends and family, their language
and culture - in the pursuit of religious, political
and artistic freedom. Inspired by the motto

of the French Revolution - “liberty, equality,
fraternity” - they migrated from Germany

and Austria, Romania, Ukraine, and Russia,
fleeing pogroms, poverty and persecution.
Some arrived with no more than an address
and a name in their pockets. Together they
formed the Ecole de Paris, a term coined by
André Warnod in 1925 in the journal Comoedia
to designate foreign (predominantly Jewish)
artists working in Paris as opposed to the
French born artists of the Ecole Francaise. As
Romy Golan and Kenneth Silver explicate,

the mass influx of these Jewish artists was
already cast in xenophaobic, anti-Semitic terms
in the 1920s, with critics describing them as a
contaminating, swarming “barbarian horde”
threatening the purity of the French tradition.

Settling in Montparnasse, these foreign-born
artists frequented the cafés Le Dome, La
Rotonde, La Coupole, or the Closerie des Lilacs
where they discussed their work and met with
critics and collectors. They were supported by
the dealers René Gimpel, Berthe Weill, Yadwiga
Zak, Katia Granoff and Léopold Zborowski and

by Léon Zamaron, an Inspector General of the
Police from 1906 to 1932, who protected them
and helped them both financially and with
administrative procedures (applications for
visas, residence permits, naturalization papers).
They set up studios in La Ruche on the passage
Dantzig: a group of cheap studios constructed
from pavilions from the 1900 Universal
Exposition by the sculptor Alfred Boucher. And
they attended classes and joined academies
where they could practice and paint from the
model: in addition to the Ecole des Beaux-Arts,
the Academie Colarossi, Académie Julian and
the Académie de la Grande Chaumiere. They
joined organizations of inter-aid and support.
They exhibited their work in the Salons and in
private galleries: they adopted Paris as their
own.

Perhaps no painting better captures this
unbridled optimism than Adolphe Feder’s

Au bon vin de France (Fig. 4). Arriving in the
French capital in 1910 at age 23, Feder portrays
himself as a dapper young, man with a
cigarette dangling from his mouth and a smile
playing on his lips. Brimming with confidence
and joie de vivre, he asserts his place at the
very center of this sidewalk culture with its
stylish young girls, cafés and good French
wine. Under blue skies, French flags flap in

the wind and the sun bathes his face evoking
Marc Chagall’s oft cited remark that “The sun
has only ever shone for me in France.” This
giddy excitement and unlimited promise is on
display in a photograph Feder sent back to his
friend in Odessa, the artist Amshey Nurenberg,
in 1919, on which he wrote: “Amshey! Look and
admire!™ The artist Henri (Chaim) Epstein, who
had received his French citizenship in 1930 was

also “deeply in love with France"; He often
repeated “I know of no other country, where
one can breathe so freely as in France and
where one can find such exquisite works of art
as Chartres Cathedral.”

The capital of luxury and pleasure,
sophistication and culture, opulence and
glamour, Paris was the epicenter of the art
world, the City of Light (Ia Ville-Lumiére).”
Impressionism, Neo-Impressionism,
Symbolism, Fauvism, Cubism, Expressionism,
Surrealism, Dada: Paris was the stage on which
the avant-garde experimented, with a flurry of
movements and styles and techniques. Kars:

“I' knew there must be a young school there
that is trying to break free of the narrow frame
of outdated traditions, and | hoped | would
find encouraging advice from artists who were
haunted by concerns identical to mine.”

Fig. 2. Alexandre Fasini, Celestial Signs, late 1930s, photograph. Private Collection

For so many, “Paris represented the
International of culture... the Modern”; it was,
the art critic Harold Rosenberg wrote, “the
laboratory of the 20th century” and “the Holy
Place of our time.” The Jewish German refuge
Walter Benjamin declared “At the centre of this
world of things stands the most dreamed-of of
their abjects, the city of Paris itself.””® And one
of the very few things he took with him as he
fled from Nazi occupied France, desperately

Fig. 1. Hitler In Paris, June 24, 1940. © Harwood/Stringer, Collection: Hulton Archive. Photo: Harwood/Keystone/Getty Images

Fig. 3. Emmanuel Mané-Katz, Hommage a Paris, 1930. Mané-Katz Museum, Haifa. © ADAGP

Fig. 4. Adolphe Feder, Au Bon Vin de France, oil on canvas, 73.5x60 cm. Image in the public domain

trying to cross the border into Spain, was

his paean to his adopted city, a massive
manuscript about Paris, Das Passagen-Werk or
The Arcades Project (1927-1940).

Almost overnight, the City of Light was
engulfed in “les années noires” [the dark
years]." As soon as the armistice was signed
on June 22, 1940, the cosmopolitan and
libertarian Third Republic was replaced by an




authoritarian, homogenous, corporatist state
which promoted the slogan “France for the
French.” The Romanian born Jewish émigré
poet Benjamin Fondane noted, with alarm,
“the immense noise of empires and boots/
MARCHING."™ Vichy's “National Revolution”
was fueled by xenophobic and anti-Semitic
rhetoric. Under the direction of the decorated
World War I hero Marshal Philippe Pétain,
officials in the Vichy government set to work
immediately implementing anti-Jewish policies.
They instituted a General Commission for
Jewish Affairs and drafted legislation which
barred Jews from holding civil and military
posts and from working in professions related
to the media or banking.” The law annulled
the naturalizations of foreign nationals, and
it required all Jews to present themselves to
the Prefecture of Police and have their names
and addresses registered. The first Statut des
Juifs, passed on October 3, 1940, specified in its
preamble that:
In its work of national reconstruction the
government from the very beginning was
bound to study the problem of jews as well
as that of certain aliens, who, after abusing
our hospitality, contributed to our defeat in
no small measure. In all fields and especially
in the public service... the influence of Jews
has made itself felt, insinuating and finally
decomposing.
Identity papers would henceforth be stamped
with “JEW,” prompting many to seek
documents from the Commission for Jewish
Affairs declaring that they did not belong to the
Jewish race (“Certificats de non-appartenance a
la race juive”).

Under Vichy, Jewish artists were forbidden to
exhibit or to sell their work. Already in 1940,

in order to exhibit at the Salon d’Automne,
artists were required to sign an official register
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testifying that they were French and not
Jewish.™ Lucien Rebatet, the art critic of Vichy’s
most anti-Semitic journal Je suis partout,
declared that French culture would become
judenrein: “The public presentation in any form
whatsoever, concert, theater, cinema, books,
radio, exhibition, of a Jewish or half-Jewish
work of art must be forbidden, and this without
nuance or reservation.” With measures even
harsher than the Nuremberg Laws, Vichy’s
Statut des Juifs initiated a large scale process
of Aryanization in the occupied zone in June
1940; in July 22, 1941 it was extended to the
southern zone. All “businesses, goods, and
valuables belonging to Jews” were subject to
Aryanization (or confiscation and expropriation
of all their property). Georges Wildenstein's
Galérie des Beaux Arts was “sold” and the
gallery Bernheim-Jeune (where many of our
artists exhibited) was “Aryanized.”"

In 1941, The Jew and France, an anti-Semitic
exhibition, organized by the Institute for the
Study of the Jewish Problem, displayed all of
the perceived ways that Jews impacted and
perverted French culture, government and
economy (Fig. 5). It was a wild success: over
500,000 visitors came to see it in Paris.

Following the Wannsee conference in January
1942, the Nazis began to systematically deport
Jews to concentration camps in the east. In
France, they were aided and abetted by the
collaborationist Vichy regime. Louis Darquier
de Pellepoix, Vichy’s second Commissioner
General for Jewish affairs (1942-44), declared
that deportations were a matter of “public
hygiene” which would bring “France back

to her true ideals,” allowing the country to
be finally “freed of this Jewish scum.”” The
first large scale roundup occurred in May
1941 when thousands of Jews were “invited
to present themselves” to the authorities

for an examination of their papers. Little did
they know that they would be summarily
rounded up and deported in this Billet Vert
aktion. The first convoy of deportees left the
Compiegne internment camp for Auschwitz

Fig. 5. Anti-Semitic
propaganda poster for the
exhibition Le Juif et la France,
1941. © Ghetto Fighters’
House Museum

Fig. 6. Young women
wearing a Jewish badge on a
street in Paris. January 1942.
© Ghetto Fighters’ House
Museum

on March 27,1942. On June 7, 1942, all Jews

in the Occupied Zone were required to wear

a yellow Jewish star by German decree (Fig.
6). By June, all illusions that men were being
sent to forced labor were shattered when
women and then children began to be included
in the deportations. In July, 13,000 Jewish
foreign nationals were arrested, detained and
deported in the Vel d'Hiv roundup.™ By the end
of 1944, between 76,000 and 78,000 Jews had
been deported from France and sent to killing
centers in Eastern Europe. Of these, two-thirds
were foreign refugees. Only 2,500 survived.”

Despite such profound betrayal, many of
these artists remained indebted to France.
The Polish artist Roman Kramsztyk is a case

in point. A prominent figure in Montparnasse,
he lived on the rue Denfert-Rochereau and
frequented the café La Rotonde (Fig. 7). He
had his portrait painted by Léon Weissberg and
painted his in turn (Weissberg as Accordionist).
His sundrenched landscapes of Provence so
indebted to Cézanne exude French joie de
vivre. In the summer of 1939, he returned to
Warsaw to care for his dying mother, and as

he was settling her estate and inheritance
matters, the Nazis invaded Poland, and he
found himself trapped behind ghetto walls
with over 400,000 other Jews. Although he
had been baptized at birth, Nazism turned
Kramsztyk into a Jew. As an eyewitness to

the suffering and death in the ghetto, he

drew begging children and homeless families,
recording the poverty, hunger and despair
around him, smuggling works out to the Aryan
side. Among the drawings that survived is A
Family in the Ghetto which depicts a haggard
bearded man flanked by two emaciated
children, carrying another on his shoulders and
cradling a baby in his arms (Fig. 8).

Kramsztyk was shot and killed during the
Grossaktion liguidation of the ghetto in the
summer of 1942, when between 254,000-
265,000 Jews were deported from Warsaw to
Treblinka in what was code-named Operation
Reinhardt.” The famous musician Wtadystaw
Szpilman, whose life was covered by Roman
Polanski in the film The Pianist, described
Kramsztyk as “a man of incredible culture and

high culture in general, a modest one with

a lot of warmth.”?? In his memoirs, Szpilman
reports that Kramsztyk died on one of the

first days of the aktion, on the sixth of August.
When the house where he lived had been
surrounded, he refused to go down into the
yard, preferring to stay among his paintings.””'
Samuel Puterman, a painter and Judenrat
Ghetto Police officer, described his death in

his diaries, The Warsaw Ghetto. Covered in
blood and barely conscious, Kramsztyk begged
Puterman to promise to “paint the scenes of
the ghetto.” Sacrifice everything, let the world
know about the bestiality of the Germans.”?
Before he died, he handed Puterman colored
sanguine pencils from his pocket directing

him to “Give them a souvenir from Kramsztyk,
they are good crayons, original Lefranc [a good
quality French brand].”” He then handed him a
gold watch awarded to him from an exhibition
in France, inscribed with the French national
motto “Liberté-Egalité-Fraternité.”

That very same sense of affection and loyalty
is evidenced in an inscription left behind on

Fig. 7. Kramsztyk seated
first on the right with
cane, hat and crossed
legs at the Dome cafe,
with the dealer Léopold
Zborowski, ¢. 1924. Image
in the Public Domain

Fig. 8. Roman Kramsztyk,
A Family in the Ghetto,
1942, sanguine on

paper, 54x37.8 cm.

© Emmanuel Ringelblum
Jewish Historical Institute
in Warsaw

a concrete pillar in Drancy by Henri Hague,
one of the “martyred artists” Hersh Fenster
commemorated in 1951 and of whom nothing
else is known. Before he was deported, he
wrote a farewell, which reads: “For all the
artist friends who will pass through Drancy.
Goodbye! After the war... [let’s meet] at the
café le Dome!” (Fig. 9). Another unsigned
inscription reads, “In spite of everything, thank
you France”. This same expression was used
by Jacques Gotko for his painted invitation for
a group art exhibition held in the Compiegne
internment camp (Page 18).

This catalogue traces the lives and careers

of eighteen Jewish artists who belonged to
the Ecole de Paris. Although the Nazis saw
them all as the same - as inferior Others or
Untermenschen - the artists assembled in our
collection came from diverse backgrounds
and countries: Belarus, Poland, Ukraine,

Czechoslovakia, Romania and France. Some
converted (Jacob); others had been baptized at
birth (Kramsztyk). Several of them intermarried
(Gotko, Epstein), while others were born in
deeply religious homes (Aronson was one of
ten children who went to Heder) and remained
committed to Yiddish culture (Epstein) and
Jewish custom (Grunsweigh). They studied
together (Kars, Kogan, Epstein and Weissberg
all attended the Munich academy of art). More
than a few of them knew each other. Hecht,
Haber and Epstein hailed from t6d7; Fasini and
Feder, from Odessa. Some were close friends
(Weingart and Weissberg belonged to the
“Groupe des Quatre”) or relatives (Kramsztyk
and Ascher). Although they gravitated towards
more conventional genres (portraiture, nudes,
still lives and landscapes), there is remarkable
diversity between them: from Kraemer’s

dry, restrained minimalism to Kars” erotic
nudes; from Grunsweigh’s modest provincial
townscapes to Weingart's exotic odalisques
and circus performers; from Haber’'s morose
monochromes to Epstein’s exuberant warm
pastels; from Weissberg's impasto relief to
Fasini’s surrealist fantasies; from Jacob’s
sentimental watercolors to Ascher’s bold,
saturated color blocks.

Too few of them survived like Naum Aronson,
who escaped to safety in the United States,
and Kars, who went into hiding in Switzerland.
Most, being stateless and without visas, stayed
in France, trying to elude the authorities by
moving to the Free Zone (as Kraemer and
Cytrynovitch did) or living in the countryside
(Epstein, Hecht, Weissberg). Two of our artists,
Haber and Kramsztyk, returned home to Poland
in the 1930s on family matters and were
tragically trapped there in the Bialystok and
Warsaw ghettos when the Nazis invaded on
September 1, 1939. Gotko, Fasini, and Berline
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were detained and incarcerated during the
first roundups of the Billet Vert and Vel d'Hiv.
Kraemer, Ascher and Weissberg were captured
during the large roundups conducted in the
South of France in 1943.2° Interned in Pithiviers,
Gurs, and Compiegne, the majority of our
artists were then sent on to Drancy before
being gassed in Auschwitz (Fig. 10 and 11). Two
were killed in Majdanek.

In the summer of 1943, as the Nazis stepped
up their extermination of European Jewry, the
Jewish French writer and art critic Léon Werth
waorried, “All will be forgotten, tossed into
the trashcans of history.”? As Primo Levi has
arqued, the Nazi project was, in its essence,
“a war against memory.”” It is worth noting
that only three days before Ascher’s wife

and daughter were deported from Drancy

to Auschwitz (in the same convoy as the
German Jewish artist Charlotte Salomon) on
October 7, 1943, Heinrich Himmler delivered a
secret speech to senior SS officers in Poznan
in which he stressed that [they were to]
“never speak of the extermination of the Jews
in public”: the history of the Final Solution
would be “a glorious page that will never be
written.”?® Indeed, precious little remains of
these artists. There are few if any diaries or
letters which have come down to us (with
the exception of Léon Weissberg, whose work
has been extensively researched thanks to
his daughter, Lydie Lachenal, who survived).
We don't even have 3 photograph of some of
our artists. Until we began research on these
artists, there were no known photographs of
Kraemer or Grunsweigh. Such small remnants
tie us to the past and those who died during
the Holocaust. Not only were most of the
artists in the Ghez collection murdered, but
their studios were pillaged and plundered, and
their personal papers, archives, memorabilia,
and photo albums dispersed and destroyed.

The art collections they amassed (both Fasini
and Feder had assembled large collections
of “primitive,” tribal arts) were ruthlessly
looted, perhaps by the Einsatzstab Reichsleiter
Rosenberg (ERR), a special Nazi looting agency
created in the summer of 1940 to confiscate
western Europe's cultural heritage, particularly
Jewish libraries, archives, and private art
collections.?? Most of their work disappeared
without a trace. Claude Lanzmann reminds
us that:
each stage of the process of human
destruction was accompanied by a parallel
destruction of property and goods. In other
words, there was a relentless succession
of theft that continued, even after death...
The biography of each artist is impossible,
insufficient and often tragically short (three
lines). A photograph of the artist or only
one of his paintings is all that remains of a
lifetime of creation, of a work in progress.’
The systematic dispossession and murder
of the victims has made us painfully aware
of how much is missing, as Jean Francois
Lyotard has noted, how many of “the facts, the
testimonies which bore the traces of here’s
and now’s, the documents which indicated the
sense or senses of the facts, and the names...

Fig. 9. Henri Hague, “Confiance,
courage - - - 15.5.44.” 18X24 cm.
Fonds Fenster. © Musée d‘art et
d'histoire du Judaisme, Paris

Fig. 10. Jewish Women in
Drancy, doing laundry.

© Ghetio Fighters’ House
Museum

[have] been destroyed as much as possible.”!
We are left with what Henry Raczymov calls
a “mémoire trouée” - a memory full of holes
and blank spots. For us, this was palpably felt
in the case of Karl Haber, of whom so little is
known. Despite all of our efforts, much of the
life stories of our artists remain shrouded in
mystery: an aching reminder of all that is lost
to history.

In Hebrew, the number eighteen stands for life,
“chai.” Whether by chance or by intent, Oscar
Ghez reunited eighteen Jewish artists and
donated their work to the University of Haifa
as a “memorial.” These artists were brought
together by Oscar Ghez because they perished
during the Holocaust, but more unites them
than where, when and why they died. Their
deaths should not define their legacies in what
Eunice Lipton calls an “interpretive injustice”
whereby “the Holocaust’s retrospective hold on
our past” abscures the lives they lead.?

We have approached our project as an act of
restoration—a search and rescue mission—to
collect as many traces of their lives as possible
(a photograph, an identity card, a poem, a

deportation list) in order to flesh out their
biographies. In some cases, it was a question
of merely correcting a date and place of death,
or finding a spouse or a full name. In other
instances, the faint outlines of a biography
materialized, such as when Nathalie Kraemer
suddenly became more than a list of dates

or string of facts, but a daughter, a wife, an
accomplished poet, and a French-born woman
to a Yekke from Alsace-Lorraine and a non-
Jewish woman from the Champagne region
(and not to Polish immigrants, as previously
believed). The old catalogue offered a scant
five lines on each artist and few if any personal
documents or photographs. It stated simply
that Berline was “deported to a death camp
in 1942." We can now say with precision when
he was arrested and where he was interned;
when he was deported and with whom; and
the exact date he was murdered. We now
know that, miraculously, Grunsweigh was not
deported to Germany to die in a concentration
camp in 1943, as the literature would have it;
not only did he survive, but so did his entire
family. We resolved the controversy regarding
Joseph Hecht: he survived. In the process, we
have not only corrected the historical record
regarding these eighteen artists. In many

cases, we found out things about their personal
lives which have never been documented:
where they lived, their children, the names of
their spouses and their professions. Ascher had
a wife and daughter. Kraemer was married.
The family so lovingly depicted in Grunsweigh’s
many paintings is no doubt his own: his wife
Fanny and their two sons and daughter sitting
peacefully in the bucolic backyard of their
family home in the suburbs. Fasini’s wife, Ros3,
was also an artist. Throughout, we were driven
by an ethical commitment not to leave these
artists, or their work, on the margins of history.

Buoyed by desires for a tabula rasa, 1945 was
declared “I'année zéro” [the year zero]: a slate
wiped clean of the experience of four, defiling
years of occupation. Charles de Gaulle himself
inaugurated this “regime of forgetting” when
he announced in the spring of 1945: “The
time for tears is over. Th