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Itinerant Jewish Yiddish theater troupes in the theatrical landscape
of Transcarpathia (1920s-1930s): A cultural perspective

Abstract. The relevance of this study was determined by the need for a scholarly understanding of the evolution
of Jewish Yiddish theatre within the theatrical space of Transcarpathia during the 1920s-1930s. As of April 2026, the
travelling Jewish theatre in Transcarpathia had not been systematically studied; therefore, this topic had remained
insufficiently explored in academic research. The aim of the study was to investigate and systematise travelling Jewish
Yiddish theatres, as well as to examine the origins and dynamics of theatrical performances within the theatrical culture
of Transcarpathia in the 19205-1930s. Jewish theatre remained an important component of Ukrainian cultural heritage,
evolving from theatrical studios and state theatres. Yiddish theatre served as a centre of artistic life, transmitting
Jewish culture through theatrical art. The research methodology was based on the application of dialectical, analytical,
culturological, historical, biographical, and generalising methods. The study analysed the influence of travelling Jewish
Yiddish troupes on the development of the region’s theatrical culture and established that theatre touring routes passed
through the major cities of the region, including Uzhhorod, Mukachevo, Khust, and Berehove. The repertoire of these
theatres was characterised by considerable genre and thematic diversity, encompassing all age groups of audiences.
At the same time, in accordance with public preferences, musical performances were given particular prominence on
stage. Alongside entertainment productions, the theatres staged plays based on national Jewish dramaturgy, which
highlighted issues of Jewish identity and belonging. The creative staff of the theatres consisted of talented actors,
directors, and musicians from Romania, Poland, Austria, Lithuania, and Ukraine. Their destinies coincided with the
cultural flourishing of the theatre, but ultimately ended in repression, emigration, deportation to concentration
camps, and extermination centres. The practical significance of the study lies in the possibility of using its findings
for the study of theatre history and their application in theatre studies and cultural studies, particularly in preserving
national identity through the investigation of regional theatrical art
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INTRODUCTION

Against the backdrop of the mass migration of the early
20™ century, Yiddish theatre flourished, playing a decisive
role in transmitting cultural traditions, styles and ide-
as during the mass migration movements in Europe and
beyond. Its theatrical practices and modes of expression
influenced the development of Ukrainian and global the-
atre. In theater studies and cultural studies, the topic of
Jewish Yiddish theater in Transcarpathia had never been
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specifically addressed, although its role in shaping the re-
gion’s theatrical culture had been examined in a piecemeal
fashion. Numerous sources shed light on the historical
and sociocultural processes underlying the formation and
genesis of Jewish Yiddish theater. An analysis of scholarly
publications had shown that researchers have focused on
studying Jewish theater in various regions of Ukraine. At
the same time, scholars have devoted significant attention
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to the history of Jewish theater in Kyiv, Kharkiv, Odesa,
Lviv, and Chernivtsi. T. Ovcharenko (2009) noted that Jew-
ish theater — a phenomenon that for hundreds of years was
shaped at the intersection of religious prohibitions and
human spiritual and cultural needs - in the cultural space
of Ukraine, it not only developed but also rose to the lev-
el of highly professional theater and played an important
role in global theatrical and cultural processes. O. Bez-
arov (2025) emphasised that the processes of the formation
of Jewish theater in neighboring Austria-Hungary were not
straightforward. Also, in Galicia and Bukovina, the con-
ditions for the development of Jewish theatrical culture
proved to be not very favourable - the Orthodox segment
of the Jewish community did not approve of Jews’ enthu-
siasm for theatrical performances for religious reasons.
Scholar A. Bakanursky (2013) explored the role of Jewish
theater in Odesa, noting that having travelled a complex
path through European countries from the Netherlands
and Germany through Austria-Hungary and Romania to
Poland, Galicia, and Western Ukraine, Jewish theater, by
refining and expanding its repertoire and expressiveness,
as well as the diversity of characters and performers, ap-
proached a landmark date in its history - the profession-
al period of its development. Researchers T. Brahina et
al. (2025) noted that Jewish theater in Kharkiv became an
important stage in the development of Jewish stage cul-
ture and art in Ukraine. Its activities reflected the complex
dialectic between tradition and modernity, the national
and the Soviet, art and politics. V. Polonskyi (2024) ana-
lysed the centuries-long history of the Jewish minority in
Ukraine and traces the development of Jewish folk culture,
music, and theater. Scientist noted that due to its favoura-
ble geographical location, Ukraine has for many centuries
altracted people of various nationalities, who formed na-
tional minorities within the state, became active members
of society, and contributed to the enrichment of diverse
forms of art. A. Quint & A.M.-K. Seigel (2023) uncovered
the untold stories of female artists in Jewish theater from
Romania to the United States, from Argentina to South
Africa. Also, researchers examined the interwar Yiddish
theater scene in Kaunas, highlighting Jewish theater ac-
tress Rachel Berger, who performed in Uzhhorod in 1924.
Researcher 1. Bercovici (1982) was the first to trace the evo-
lution of Jewish theater in Romania from its origins to the
postwar period, analysing the work of prominent figures
in Jewish theater. The aim of this study was to examine the
dynamics of itinerant Jewish theater troupes within the
theatrical culture of Transcarpathia in the 1920s and 1930s.

MATERIALS AND METHODS
The methodology for studying itinerant Jewish Yiddish
theater troupes in the theatrical landscape of Transcar-
pathia was developed using a combination of methods: di-
alectical, analytical, cultural-historical, biographical, and
generalisation. The dialectical approach occupied a cen-
tral place in the methodology, aiming to understand Jew-
ish theater within the theatrical culture of Transcarpathia

through the prism of the contradictions and transfor-
mations inherent in its historical context. This approach
acknowledged the dynamic interaction of cultural forces,
socio-economic conditions, and artistic forms of expres-
sion over time. It was employed an analytical approach
to examine the repertoire, acting techniques and Jewish
cultural influence on the region’s theatrical culture of the
1920s and 1930s. After all, it was Jewish theatre that had be-
come a story of journeys, with its migration of artists, the
travels of various theatre companies, and encounters with
audiences across different regions. The cultural-historical
method enabled to analyse the development of itinerant
Jewish theatre troupes in Transcarpathia: “Haor” (1921~
1922), “Habamah” (1926-1933), the theater troupe of Leon
Berger (1924) and Paul Baratov (1932), “Vilner Trupe” (1933),
the troupe led by Solo Prizament and Giza Haiden (1937),
the “Zigler-Postor” troupe (1937), and the troupe of Moi-
se Lipman (1938). Biographical analysis had contributed
to the study of the touring activities of Jewish theater and
the participation of leading figures of Yiddish theater in
productions (Solo Prizamant, Clara and Solomon Stramer,
Giza Haiden, Herman Tunis, Sara Kanner, Leopold Jun-
gwirth, Dolly Nahbar, Pavel Baratov, Dina Koenig, Joseph
Kamen, Moisha Ziegler, Sylvia Pastor, Moisha Lipman,
Nohem Turkov). The generalisation method was used to
systematise information about travelling Jewish theater
troupes in the cultural space of Transcarpathia. Based on
this method, conclusions were drawn regarding the re-
search findings and future directions for the study of Yid-
dish theater. Hungarian local newspapers from the 1920s
and 1930s had to be proved to be valuable sources for this
study: “Ruszinszkoi Magyar Hirlap”, “Karpati Magyar Hir-
lap”, “Zsid6 Néplap”, “Uj Kozlony”, and “Hatarszéli Ujsag”,
which published announcements and reviews of Yiddish
plays in their pages and introduced audiences to the rep-
ertoire of Jewish travelling theatres in Transcarpathia.

RESULTS AND DISCUSSION
The issue of Jewish national identity had become one of
the key, defining issues in Ukraine’s theatrical culture. The
history of the Jewish Yiddish theater in Transcarpathia
had remained a blank spot on the map of research into
the history of Transcarpathian theatrical culture. This was
the first attempt to investigate and synthesise information
about the origins and development of Yiddish theater in
the region’s theatrical culture of the 1920s and 1930s. After
all, the travelling Jewish theater always encouraged its au-
dience to feel a connection to the Jewish world. Audiences
of plays and concerts took pride in their Jewish identity,
as Jewish actors embodied Jewish vitality. Starting in the
18708, Jewish artists known as the Broders (“singers from
Brody”) began touring the cities of Austria-Hungary. Art-
ists got their name from the founder of the genre, Berl
Broder (real name Berl Margulis, 1815-1868), who started
the tradition of travelling performers, whose shows took
place in wine cellars and taverns. The Broders’ repertoire
included comic sketches that parodied various types of
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Jewish society and required the performer to possess a
talent for stage transformation and the ability to impro-
vise (Rindyuk et al., 2018). Thanks to their performances in
taverns on the occasion of the Purim holiday, singers from
Brody established themselves as artists in Jewish commu-
nities. The foundation for professional Jewish theatre was
established through their activities.

The origins of Yiddish theater were linked to the
Ukrainian Jew A. Goldfaden (1840-1909), who staged the
first performance at the Pomul Verde Theater (Ionel, 2021).
A. Goldfaden’s theater was an immediate success and be-
gan touring Jewish communities in Central and Eastern
Europe. After all, Jewish theater had always been a form of
theater, in which the social function was far more impor-
tant than the quality of the texts or the actors’ performanc-
es. The theater served as a gathering place for the Jewish
community, where they could speak their own language.
The first playwrights after A. Goldfaden were actors and
musicians, who wrote for their own troupes, as they were
forced to stage anew play every week. After the end of World
War I, Transcarpathia (renamed “Subcarpathian Rus”) be-
came part of Czechoslovakia. In Subcarpathian Rus, which
had become part of Czechoslovakia, lived the poorest Jew-
ish community. In this predominantly rural, small-town
region, Jews were mostly engaged in agriculture and local
trade, and unemployment was high among them (Madi &
Sakal, 2023). The region’s Jews actively participated in the
civic and cultural life of their towns - opened movie theat-
ers, run taverns, factories, workshops, banks, and the “Ko-
rona” and “Central” hotels (Khust), where travelling theat-
er troupes perform. The great flourishing of these cities as
centres of Jewish theater can be explained by several rea-
sons. First, during the interwar period, numerous of Yid-
dish-speaking Jews settled in Subcarpathian Rus, fleeing
difficult living conditions and antisemitism. For most of
these Jewish immigrants, attending theater performanc-
es was a common cultural practice, given that at that time
Yiddish theater troupes were performing throughout Eu-
rope. Yiddish was the primary spoken language of Eastern
European Jewry, which had always occupied “a decidedly
low place in the multilingual hierarchy of Ashkenazi Jewish
culture” (Caplan, 2014).

Travelling theater troupes were often family business-
es, consisting of a husband, wife, children, and relatives.
As a folk theatre tradition of a nomadic people, Yiddish
theatre consistently required improvisation under chang-
ing circumstances; however, it was frequently noted by
Yiddish-speaking actors and critics that constant travel-
ling prevented the Jewish stage from attaining the artis-
tic standards achieved by other theatres (Caplan, 2014).
Performances took place in permanent city theaters in
Mukachevo (1899) and Uzhhorod (1907), as well as in hotels,
cafes, casinos, and on summer stages. It was very common
for travelling theatre troupes to visit during Jewish festivals
(Hanukkah, Purim, Sukkot). For example, during Hanuk-
kah, theater groups performed scenes from plays, in which
the main characters were always Esther, King Ahasuerus,

Mordecai, and Haman. Theater scholar I. Meleshkina (2015)
asserted that travelling troupes of Jewish actors visited
virtually every town, while the theatre itself enjoyed con-
siderable popularity among the public, maintained close
contact with audiences, and responded to their needs. Yid-
dish drama uniquely reflected the issues that concerned
Jewish society. National theatre performed in the native
language — both Jewish and Ukrainian - was regarded as
a powerful means of self-identification, fostering national
dignity and encouraging resistance to humiliation, which
often provoked strong dissatisfaction from the authorities.
In August 1921, the Jewish theater “Haor” from Bratislava,
led by Shloyma Pryzament, arrived in Uzhhorod. Theat-
er scholar Yu. Shereheiy (1993) noted that in the 1920s the
“Haor” theatre, directed by Prizamant, staged productions
such as “The Destruction of Jerusalem”, “Esther’s Love”,
and “The Jewish Hamlet”. Although the troupe was large,
relatively little attention was devoted to stage design. At the
same time, the “Habimah” theatre, directed by Shtramur,
presented operettas and dramas including “The Dybbuk”,
“The Blind Violinist”, and “Kol Nidre”. On 17 January 1922,
“Haor” (artistic director: Shlomo Prizamant) returned to
Subcarpathian Rus and began its tour in the city of Uzh-
horod, this time with a new theatre poster (Fig. 1). Uzhho-
rod newspapers reported that “the Jewish theater troupe
“Haor” began its performances in Uzhhorod yesterday. The
public has high expectations for the reorganised troupe.
We hope it will live up to expectations” (The Jewish theatre
has opened, 1922).

 Zidovské divadio — Jiidisches Theater
o : 3 - HAOR“

Figure 1. “Haor” theater poster, 1920s
Source: Leaflet: Jewish Theatre - opera, 1921 (1921)

Director Shlomo Pryzament (Salo, Solomon Pryza-
ment, 1889-1973) was born on September 6, 1889, in the
small town of Uhniv near Rava-Ruska (Lviv region). In 1910,
composer became the director of the “Ukrainska Besida”
theater (Lviv). During the 1920s in Czechoslovakia, the
“Haor” society was established on the initiative of Zacha-
ris Franziska, Itshak Mestel (Yakov Mestel, 1884-1958), and
Shlomo Prizamant (Museum of the Yiddish Theatre, n.d.b).
The first performance was “The Wild Man” by Y. Gordina.
The performance took place during the Purim celebration
in the grand hall of a restaurant in Bratislava. Later, the
troupe went on tour to Czech and Carpatho-Rusyn cities
with the following productions: “The Savage” by J. Gor-
dina, “Ahasuerus”, “Sulamith” by A. Goldfaden, “The Sac-
rifice of Isaac” by A. Goldfaden, “Jewish Happiness” by
B. Tomashevsky, “The Father” by A. Strindberg, “Kol Ni-
dre”, or the “Secret Jews of Madrid” - A. Sharkansky, “The
Jewish Spark™ - B. Tomashevsky, Z. Mogulescu, music by
A. Perlmutter, G. Vol, “The White Slave”. In 1922, the “Haor”
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society ceased its activities due to the local Jewish popu-
lation’s limited command of Yiddish and the resulting low
attendance at performances (Museum of the Yiddish The-
atre, n.d.b). In 1923, Prisazament moved to Poland, became
a member of the Union of Jewish Artists of Poland (Fig. 2),
met the actress Gizi Haydn, who became his wife, and later
founded a new theatre company.
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Figure 2. Solo Prizament - a member
of the Union of Jewish Artists in Poland, 1928
Source: Museum of the Yiddish Theatre (n.d.a)

During World War 1I, Prizamant and Gizi
(Haydn-Prizamant, 1906-date of death unknown) fled to
the Soviet Union. In 1943, they settled in Samarkand, in the
19408, the family returned to Poland. In 1949, he emigrat-
ed to Buenos Aires (Argentina) and continued to work in
the country’s theaters, in 1960, his monograph “Di Broder
Zinger” (“The Broder Singers”) was published in Argenti-
na (Museum of Family History, n.d.). In 1973, Shlomo Pris-
ament died in Buenos Aires. The Transylvanian Jewish
professional theater “Habimah” was founded by Stramer
in the 1910s. Beginning in the 1920s, the troupe active-
ly toured cities in Romania and Czechoslovakia. Between
1926 and 1933, theater performed in the cities of Uzhho-
rod, Mukachevo, and Berehove (Museum of Family Histo-
ry, n.d.) (Fig. 3).

Figure 3. Theater poster, 19308
Source: Leaflet: Jewish Theatre in Myto (1927)

Director, actor, and impresario Solomon Stramer was
born in Eastern Europe on June 6, 1888. After the end of
World War I and the incorporation of Transylvania into the
Kingdom of Romania, Stramer moved to Cluj and began
performing with his theater troupe, which featured actors
Clara Stramer, Albert Segalesco (1889-date of death un-
known), Isidor Ashkenazi (1897-date of death unknown),

Sarah Kanner (Friling, 1882-1959), Marcus Glikman (1883-
1928), Solomon Friedman (1889-date of death unknown),
Avram Ash (Avraham Averbukh, 1895-1942), and Sarah Syl-
via (1893-date of death unknown) (Bercovici, 1982) in vari-
ous European cities (Fig. 4).

Figure 4. Stramer’s theater troupe. Romania, 1920s
Source: based on I. Bercovici (1982)

In November 1923, “Habimah” performed in the re-
gion’s major cities (Uzhhorod, Mukachevo, Berehove) with
A. Goldfaden’s play “Hetskele the Milkman”. The plot cen-
tres on the comical adventures of the quick-witted Het-
skele, who managed to extricate himself from compli-
cated situations. The play was rich in folk humor, songs,
and dances. Jewish theatre functioned not merely as a
performance medium in the Hebrew language, but also
as a cultural phenomenon embodying Jewish identity and
traditions. Although the troupe did not stage complex
dramatic works, its productions were characterised by
professionalism, conviction, and enthusiasm. Among the
performances presented were “Kol Nidre” and “The Go-
lem”. Particular attention was devoted to the artistic con-
tributions of Solomon Stramer and Clara Stramer, Elsa
Rabinovich, Aranka Blind, Gersh Rabinovich, Herman Tu-
nis (Chaim-Gersh Owend, 1900-date of death unknown),
Michael Preis (1904-1978), and Ben-Zion Sigal (1900-1942),
who perished together with his wife Rachel Weissherg
and their children in the Belzec concentration camp. It
was also noted that the travelling activity of Jewish actors
contributed to the dissemination of Jewish culture from
one town to another. In the early 1930s, faced with esca-
lating anti-Semitism and economic hardship in interwar
Europe, Solomon Stramer emigrated to Argentina in 1933
along with the actors (Solomon and Clara Stramer, Isra-
el and Ana Feldbaum, Elsa Rabinovich, Esther and Anje
Rapel, Adolf and Clara Streitman, Sarah Silvia (1893-date
of death unknown), Samuel Silberberg (1892-date of death
unknown), and Joseph Schein). The artist’s key work whilst
in exile consisted of staging musical productions and per-
forming in plays such as “The Blind Clown™ and “The Girl’s
Secret” (Fig. 5). During World War II, Solomon Stramer
continued to work in Argentina at the “Soleil”, “Excelsior”,
“Mitra”, and “Ombu” theaters (Ansaldo, 2020). In addition
to his theatrical activities, Stramer made a significant con-
tribution to the development of sound recording, begin-
ning in the 1920s with recordings of Yiddish couplets, folk
songs, and theatrical excerpts.
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Figure 5. Play poster: Solomon and Clara Strammer, 1931
Source: The New York Public Library Digital Collections (1931)

In June 1924, a Jewish theater troupe from Bucharest,
led by Leon Berger, performed in Uzhhorod at the Coro-
na Hotel. The local newspaper “Zsidd Néplap” reported
that the actors did not receive sufficient support from
the Jewish community; nevertheless, the performances
were characterised by considerable ambition and artis-
tic professionalism. The leading performers of the troupe
included Leon Berger, his sister Sarah Kanner, his wife
Rachel Berger (1907-date of death unknown), and Eni
Smilovich (Shmilovich) (Theatre, 1924). Starting in August
1926, a Jewish theater troupe performing known as “Habi-
mah” (managed by Zacharias Franzos) began touring the
region for three-day engagements (Monday, Wednesday,
Friday). At the Uzhhorod City Theater, the actors - Yak-
ov Weisman, Morris Weisman (188o-date of death un-
known), Moise Lerer (Adolf, Aron Lerer, 1888-date of death
unknown), Zacharias Franzos, and guest stars: Leopold
Jungwirth (1891-1942, died in the Krakow ghetto), and
Ms. Sonya Berson (Paris) showcased their artistry in the
productions: “The Street Musician” by J. Latayner, and
“The King of Beggars”. As for the theater’s director, Zacha-
rias Franzos — a notorious theater impresario who illegally
appropriated the name “Habimah” — would appear on the
scene every year, collect money, and vanish, leaving debts
in his wake. Franzos, acting as concessionaire and impre-
sario of the Yiddish-language theatre troupe, generally
avoided indicating the authors of staged plays in order to
circumvent the payment of royalties. Therefore, director
gave false titles, but showed respect only for the plays of
Goldfaden, Gordin, Kobrin, Pinsky, Kalmanovich, and oth-
er authors, whose works belonged to the “best” of Jewish
theater (Dalinger, 2003).

In February 1927, a troupe led by Zacharias Franzo
performed at the city theater under the “Habimah” banner,
presenting three plays: “The Golden Wedding”, “The Jewish
Soul”, and “Cain and Abel”. A newspaper Habamah Ung-
varon (1927) reported that all fifteen actors demonstrated
a high level of artistic mastery and presented productions
unprecedented for the theatrical life of Uzhhorod. Both
the operetta and the dramatic one-act performances were
characterised by considerable ambition and professional-
ism, while the artistic efforts of the troupe were regarded
as deserving broader support from the Jewish audience of
the city. Thus, on February 24 1927, the troupe presented

the drama “The Seven Hanged Men” by A. Leonidov to a
small but enthusiastic audience. On February 25 1927,
they performed the operetta “The Romanian Wedding”.
Particular distinction among the actors was attributed to
Basha Libgold (Basya or Barbara, 1942-date of death un-
know), who later perished together with her daughter
and husband Zalman Libgold in the Treblinka concen-
tration camp, and whose performance was characterised
by strong artistic temperament. The cast also included
Frenkel, Rosa Gutman (1889-date of death unknown), and
Rachel Weinberg (1901-1942), who perished together with
her husband Ben-Zion Sigal and their two children in the
Belzec concentration camp. Their performances were not-
ed for a high level of preparation and expressive personal
humour. It was also reported that the theatre auditorium
was filled to capacity, while the audience enthusiastically
applauded the actors and joined the performers in singing
the verses (Habamah in Uzhhorod, 1927).

In July 1927, the “Stramer Troupe” arrived in Uzhho-
rod. The Hungarian newspaper “Ruszinszkoi Magyar Hir-
lap” reported that the renowned director Stramer, having
recently returned from a trip to America, arrived in Uzh-
horod for a two-day guest performance accompanied by a
highly regarded ensemble. The performances, scheduled
for 20-21 July, were presented with the participation of
the city theatre orchestra (The guest performance of the
Strammer..., 1927). The performers (Solomon and Clara
Strammer, Elsa Rabinovich, Aranka Blind, Herman Tunis,
Simcha Weintraub (Fisfeld, 1890-date of death unknown),
Max Brinn, Helena Gurevich) presented the operetta “Why
Do Girls Run Away?” by Y. Rumshynsky and “Mosse, How
Are You?”. On February 19, 1928, a Jewish theater troupe
(managed by Zacharias Franzo) opened its run at the
Uzhhorod City Theater with a performance of “The Beg-
gar-Musician” by K. Weill and E. Hauptmann. The local
Hungarian newspaper “Ruszinszkoi Magyar Hirlap” not-
ed that the actors Leopold Jungvirt (pseudonym Leonid
Peretz, 1891-date of death unknown), Zacharias Franzos,
Herman Tunis, and Max Hartzendorf contributed to creat-
ing a distinctive atmosphere within the performance (The
Beggar Musician, 1928).

In February 1929, “Habimah” returned to Uzhho-
rod with new performances and concerts featuring Vera
Kanevska (d. 1945) with her husband Paul Breitman (1890-
1975) and Max Brinn. In February 1930, the “Habimah”
troupe invited Uzhhorod audiences to its performances,
which featured renowned artists such as Leopold Jun-
gwirth, actor and set designer Dolly Nahbar (1903-date of
death unknown), Ernestina Jungvirt (Ferner, 1891-date of
death unknown), theater and film actress Laura Glucks-
man (Larke Glucksman or Perla Leah Glucksmann, 1885-
1938, died in a concentration camp), Fanya Brantsovska
and Herman Tunis. From February 25 to March 14, 1931,
the Uzhhorod City Council made the municipal theater
available to the Jewish theater troupe “Havima” (managed
by Zacharias Franzos). The press reported that Jewish
theatre performances had been staged at the municipal
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theatre since the establishment of the Jewish theatre tra-
dition in the city. Productions on Jewish themes, including
the operetta “Yudales Bar Mitzvah” by S. Vorobkevich were
characterised by a high artistic level. Particular attention
was devoted to the talents within the troupe, including
Sevilla Pastor (1905-1981), although audience interest was
described as moderate (Theatre, 1931). But with every per-
formance, the auditorium grows increasingly empty. The
Uzhhorod public showed little interest in attending thea-
tre performances.

In July 1932, the “Baratoff Troupe™ arrived in the re-
gion. Director, actor, and impresario Paul Brenner (Bara-
tov, 1873-1951) performed under the pseudonym Ben-Zvi
Baratoff (Fig. 6). A reviewer for the Uzhhorod newspaper
“Zsid6 Néplap” reported that the internationally known
Baratov Jewish theatre troupe scheduled performances
across several cities of the region in 1932, including Muk-
achevo, Berehove, Khust, Yaseny, and Uzhhorod. Particu-
lar attention was devoted to Dr. Paul Baratoff, whose act-
ing was characterised as original and highly artistic, and
whose appearance was regarded as a significant event for
admirers of Jewish theatre. At the same time, criticism
was directed toward the management of the troupe un-
der Zacharias Franzos, whose previous theatrical activities
were described negatively in relation to other Jewish the-
atre companies (Theatre Baratoff, 1932). After the troupe’s
first performance in Uzhhorod, the press wrote that Bara-
tov’s acting was not acting, but reality, an event, a slice of
turbulent life. Particularly unforgettable were roles in the
dramas “The Father” by A. Strindberg, “Hinkemann” by
E. Toller, and “The God of Vengeance” by S. Ashi. But no
less successful was actor’s performance in the American
comedy “The Underworld”, where was also demonstrated
unsurpassed mastery. Baratov’s worthy partners includ-
ed: Henrietta Schlitt, Ola Slivkovitz (1910-date of death un-
known), Clara Meisels (Friedhofer, 1896-1960), Yakov Shig-
orin, Boris Sigal (1885-date of death unknown), Herman
Tunis, and actor and playwright Moshe Shnatman (Mikhail
Shnaidov), who formed a wonderful ensemble. At the gen-
eral request of the audience, the “Baratoff Troupe” con-
tinued its tour during 1932 in Uzhhorod: on Saturday, 1932
“Der Mezamet” by Berkovich; in the evening: “The Five
Children of Nachez” by Gorin (Theatre, 1932).

Figure 6. Pol Baratoff, 1930s
Source: based on L. Bercovici (1982)

In January 1933, “Habimah” submitted a request to
perform at the municipal theater in Uzhhorod but Uzhho-
rod audiences were in no hurry to buy tickets to the shows.
It was reported that after the second week the troupe had
begun performing to nearly empty halls, while financial
difficulties became so severe that the actors lacked suffi-
cient funds to leave the cily. On this basis, the absence of
significant demand for Jewish theatre among the Jewish
population of Uzhhorod was noted (A Habimah Jewish The-
atre..., 1933). In the summer of 1933, “Habimah” returned to
Uzhhorod with its productions, in which the leading role
was played by the theatre and film actress Lydia Patots-
ka. In August 1933, the second branch of the Vilnius Jewish
Theater Troupe (“Vilner Trupe”), led by Jozef Kamen (Stein,
1900-1942), arrived in Uzhhorod. In the 1930s, the “Vilner
Trupe” (Fig. 7) split into several groups that toured various
countries. Actors affiliated with the “Vilner Trupe” toured
almost continuously from the establishment of the troupe
in 1915 until its dissolution in 1935. Initially, performances
were staged in small towns and cities throughout Poland,
while later racTponbna gisibHicTs expanded to Austria,
Romania, Germany, the Netherlands, Belgium, France,
England, Canada, Mexico, Brazil, Argentina, South Africa,
Zimbabwe, Australia, New Zealand, and the United States.
These theatrical activities were carried out within the
framework of complex multidirectional migration routes
between countries and continents (Caplan, 2014). The
troupe’s director, Y. Kamen, led one such company, which
performed in cities across Romania and travelled to Tran-
scarpathia with the plays “Richi, China!” by S. Tretyakov,
“The Mutiny in the Penitentiary” by P. Lampel, and “The
Deaf Man”, based on the work by D. Bergelson. The local
newspaper reported that the troupe, featuring Y. Kamen
and his wife Dina Konig (1907-1964), presented the finest
Jewish dramatic works over four days. As for the touring
sets for the productions of “Vilner Trupe”, they were always
created in accordance with the established requirements:
stage sets, costumes, lighting equipment, and props were
required to remain highly portable regardless of the artis-
tic preferences of directors or designers. Scenic elements
were designed to be easily dismantled for transportation in
railway carriages, while props and costumes were inten-
tionally made lightweight and compact. Lighting arrange-
ments also had to be adaptable and readily reproducible in
a wide variety of performance spaces, ranging from large
proscenium theatres in European capitals to converted
barns and temporary tents in rural areas (Caplan, 2014).

Figure 7. Logo of the “Vilner Trupe”, 1916
Source: based on D. Caplan (2014)
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In January 1937, following performances in Mukachevo
and Uzhhorod, the theater troupe led by Salo Pryzament
and Giza Haydn opened its tour in the grand hall of the
“Korona” hotel. The Uzhhorod newspaper “Uj Kozlony”
reported that the theatre management had borrowed
the necessary stage equipment from the city authorities.
Particular attention was devoted to Giza Haydn, whose
performances were distinguished by vocal mastery and
a successful repertoire, contributing to her widespread
recognition. Salo Prizamant was likewise identified as one
of the leading figures of the troupe due to his notable act-
ing abilities, strong vocal performance, and central role in
the artistic activity of the company (Theatre “Haor”, 1937).
The troupe’s repertoire consisted of the plays “The Little
Thief” by S. Talman, “The Bride of Marmaros”, “The Girl
Who Fell from the Fire”, “The Jewish Violinist”, “Passionate
Love”, “Two Kuni-Lemls”, and “Auf der Kayt in Pulisch”
The Uzhhorod newspaper “Zsido Néplap” reported that
troupe’s principal strengths were associated with the per-
formances of Giza Haydn, Salo Prizamant, Kalmen Gut-
man (1901-1945, killed in action), Rosa Gutman, Jacob Relis
(Leizer, 1878-1941), Salcia Waldberg (née Sara Licht, 1878-
1940), and Herman Waldberg (1863-1942). Particular atten-
tion was devoted to Prizament, who functioned not only
as the leading performer, but also as the author and com-
poser of the staged works, whose musical compositions
were characterised by artistic maturity and memorability
(Theatre, 1937a).

In 1937, Siegler-Pastor theater troupe, led by Moise
Siegler (Moritz or Moses Beiser, 1878-1965), arrived. From
1908 1o 1915, Moritz Siegler served as director of the “Jew-
ish Stage” in Vienna. In 1920, together with his wife Rosa,
their three children, and Muni Pastor (Fig. 8), he founded
the travelling theater troupe “Siegler-Pastor”. 1. Bercovi-
ci (1982) noted that the members of the “Siegler-Pastor”
troupe were Rosa Siegler (née Aron, 1888-date of death un-
known), Muns Pastor (stage name Abraham Moses Paster-
nak, 1808-1941/1944, died in a concentration camp in Po-
land), Erna Siegler (1911-date of death unknown), actor and
director Samuel Leresko (Shmuel Lerer, 1876-date of death
unknown) and his wife Adela Leresko (Kerner, 1886-date of
deathunknown), Burach (Borch) Rintzler, Shmuel Iris (1889~
1960), the orchestra was conducted by the young violinist
Marcel Kreisler and Seville Pastor. After the anschluss of
Austria to Nazi Germany, the troupe toured the Carpathi-
an Ruthenia until the group disbanded (Dalinger, 2003).

Sevilla Pastor (née Sevilla Ziegler, 1905-1981), togeth-
er with the company’s stars (Erna Ziegler, Dolly Nah-
bar, Muns Pastor, Rosa Ziegler, Isaac Havish (Isi, Yitzhak
Havish, 1910-1991), and conductor Zon Polyakov (d. 1941),
staged several performances (“Samuel’s Mission” by
A. Zweig) at the recently renovated Uzhhorod City Theat-
er. The Hungarian newspaper “Zsidé Néplap” reported
in its pages that “performances by the Jewish troupe will
take place: June 15-17 in Khust; June 19-24 in Mukachevo;
June 26-30 in Uzhhorod” (Theatre, 1937b). Each visit by the
Yiddish theater troupe allowed residents of the region to

enjoy the actors’ performances, discovered new plays, and
experience theatrical culture, demonstrating a close na-
tional connection in the shared cultural development of
national art (Sandrow, 1996). In January 1938, the Warsaw
Jewish theater troupe “Habimah” (directed by Moise Lip-
man) began a tour in Uzhhorod. Moise Yakub Lipman was
one of the founders of the State Jewish Theater in Odesa. In
the 1920s, Lipman toured Galicia and performed in theat-
ers in Warsaw. In 1926, he became the director of the Ska-
la Theater (L6dz, Poland), in 1928, the artist collaborated
with the Warsaw Theater under the direction of Abraham
Isaac Kaminsky (1867-1918). Starting in 1929, director began
working actively in film (Fig. 9). Among the plays presented
in Uzhhorod “Motke the Villain”, “God of Vengeance” (“Got
Fun Nekome”) by S. Ashi, “Yoshe Kalb” by J. Singer, “The
Street Child” by V. Sigel, and “The Dybbuk” by S. Ansky
were particularly successful. In which the troupe’s actors
performed - Nukhem Turkov (Jonas Turkov, 1898-1988),
Moise Lipman (1893-1947), Natalia Lipman (189o-date of
death unknown). In October 1938, when Hitler’s army in-
vaded Czechoslovakia, the troupe dishanded (Museum of
Family History, n.d.).

Figure 8. Sevilla and Muns Pastor, 1930s
Source: based on 1. Bercovici (1982)

Figure 9. Moshe Lipman
in the film “In the Polish Wilderness”, 1929
Note: director: Jonas Turkov
Source: Shtetl Routes (n.d.)

On March 18, 1939, Transcarpathia was occupied
by Hungarian troops. A large-scale anti-Jewish cam-
paign began, culminating in a wave of deportations to
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ghettos and camps. Itinerant Jewish theater troupes
stopped coming to the region to perform their plays. Actors
from many Jewish theaters emigrated to Argentina (Solo-
mon and Clara Stramer, Elsa Rabinovich, Morris Pelz, Es-
ther Rappell, Samuel Silberberg, Sara Kanner, Leon Berg-
er, Iris Shmuel); the United States (Paul Baratov); Australia
(Sara Silvia); South Africa (Vera Kanevska, Paul Breitman),
and Israel (Moshe Shnatman). Those who did not man-
age to emigrate were deported to concentration camps
or death camps (Auschwitz, Oswiecim, Belzec, Treblinka).
The Yiddish theater of the 19205-1930s was an internation-
al phenomenon in the theatrical culture of Transcarpathia,
created by various travelling Jewish troupes that brought
the best theatrical traditions from different countries to
the region. The findings of this study were consistent with
a number of articles and works that have examined Jewish
culture and Yiddish theatre from various perspectives. For
example, T. Stepanchykova (2005) examined the social and
cultural life of Galicia and the emergence and develop-
ment of professional Jewish theatre. I. Meleshkina (2020)
researched the history and activities of Jewish theatres
in Ukraine during the 19™ and 20™ centuries. The authors
provided a detailed and well-founded account of theatrical
elements in traditional Jewish culture, from the emergence
of amateur troupes through the brief flourishing of Jewish
cultural life to its dramatic decline under the pressure of
anti-Semitic policies. B. Pinchevska (2013) sought to shift
the perspective of Ukrainian academic art history regard-
ing the subject of Jewish art as an independent cultural
and artistic phenomenon that developed separately within
a specific multi-ethnic region. M. Abramowicz (2022) pre-
sented a detailed history of Polish Jewish theatre, begin-
ning with the earliest theatrical performances, through the
performances of travelling theatre troupes, to productions
following the World War II. The study was based on a large
number of Polish and German sources (archives, librar-
ies, including the memoirs of actors such as Jonas Turk-
ov, who performed regularly in Uzhhorod in the 1930s).
S. Simakova (2023) conducted historical research into the
preservation of the memory of the Kyiv Jewish Theatre.
The researcher worked with first-hand accounts from
people, who were involved in the theatre’s activities dur-
ing the 1980s and early 1990s. D. Caplan & R. Moss (2023)
examined the finest production of the Yiddish play the
“Dybbuk”, which had served as an answer to the question
of Jewish identity. For many audience members, the play
marks their first encounter with Jewish culture. The schol-
ars analysed various productions of this play and reveal
the secrets behind its enduring presence on the theatrical
stage. This research had highlighted the conclusion that

Jewish theatre, with its deep historical roots, was regarded
as an evolutionary aspect of national culture. The history
of Jewish theatre was a history of journeys, the movement
of productions and theatre companies, and the migration
of artists and audiences.

CONCLUSIONS

A study of itinerant Jewish theater troupes in the theatri-
cal landscape of Transcarpathia riviewed the activities of
Yiddish-language Jewish theaters in Transcarpathia dur-
ing their heyday between 1920 and 1930. The art of Jewish
theater was examined in relation to national and regional
cultural traditions. Throughout its history, the Jewish Yid-
dish theater had worked to preserve folk traditions and
promote Jewish drama. After the outbreak of World War
II and the Holocaust, records of Jewish theater activities
and the subsequent fate of the artists came to an abrupt
end. Most representatives of Jewish theater perished in
the ghettos or emigrated to other countries. Yiddish the-
atre lived on in the cultural heritage and in the memories
of audiences, remaining forever an important part of the
country’s cultural history. It had been established that
the origins of the itinerant Jewish Yiddish theater influ-
enced the subsequent development of theatrical culture
in Transcarpathia during the 20" century. For example,
the theatre companies “Haor”, “Habimah”, “Vilner Trupe”,
“Zigler-Postor”, and the troupes led by Leon Berger, Paul
Baratov, Solo Prizament and Moise Lipman became a sig-
nificant milestone in the development of Jewish cultural
life in the region. Reports on the theatres’ touring per-
formances made the front pages of the local press, but all
publications noted the high standard of professional per-
formance. The touring activities of Jewish Yiddish thea-
tres proved decisive for the creative development of the
Transcarpathian Ukrainian Music and Drama Theatre and
the Mukachevo Drama Theatre during the period 1946-
1980. A prospect for further research is the examination
of stage design and theatrical costume as a continuation
of the theme of Jewish (Yiddish) theatre within the context
of the multicultural theatrical environment of 20"-century
Transcarpathia.
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ManapiBHI eBpelichbKi iU Tpynu
B T€ATPAJIBLHOMY IIPOCTOPi 3akapnarTs (1020-1930 POKN):
KYJIbTYPOJOTIIHII ACIEKT

AHOTAIISI. AKTYaILHICTD IIHOTO JOC/IZKEHHA 3yMOB/JIEHA HEOOXITHICTIO HAYKOBOrO PO3YMIHHA PO3BUTKY €BO/IIONIT
€BPEHCHKOrO IIMII T€ATPY B T€ATPAILHOMY IIPOCTOPI 3aKapHaTTs 19020-1930-X POKIB. JI0 KBiTHA 2026 POKY MaHIDiBHIIT
€BPEUCHKUI Tearp Ha 3akapoaTTi He BUBYABCSA, TOMY IISI HAYKOBAa TeMa 3aIMIINIACI MAaJIOBUBUYCHOI. Mera
JTOCTIKEHHS — TOCTIINTY Ta CUCTEMAaTU3YBaTU MAHIPIBHI €BPENCHKI IIMII TeaTpu, PO3LITHYTH BUTOKU Ta JUHAMIKY
TeaTpaJbHUX BHUCTYIIB B TeATPAJbHIN KYIbTYPi 3aKaprmarTsa 1920-1930-X POKIB. EBPEHCHKUI TeaTp 3aIUIINBCS
BAK/IMBOI0 YACTUHOK YKPATHCHKOI KYJIbTYPHOI CIAJIIMHY, €BOTIOMIOHYIOUN Bil T€ATPAJIbHUX CTYIIN Ta JepP;KaBHUX
TeaTpiB. Ium TeaTp 3aBAKIU OYB 0CCPEAKOM MUCTCILKOIO CEPETOBUIA, TPAHCIIOUN €BPCHCHKY KYILTYPY uepes
TeaTpajibHe MUCTEITBO. MeTOI0/I0 i TOCIIZKEHHS I'PYHTYBAIACS HA BUKOPUCTAHHI JiaJJeKTUIHOT0, aHAJTITUIHOTO,
KYJIBTYPOJOTIYHOI0, iCTOPUYHOTO0, OiorpadivyHoro Ta y3araabHIOI090r0 MEeTO/IB. Y TOCTIKEeHHI Oy/10 IpoaHaIi30BaHo
BILIMB MaHIPIBHUX €BPEHCHKUX TIMII KOJIEKTUBIB HA PO3BUTOK T€ATPAIbLHOI KYIBTYPH PEriony Ta 0yJ10 BCTAHOB/JICHO,
1[0 TaCTPOJIbHI MApUIPYTU TE€ATPIiB MPOXOIILIN Yepes Beauki micra periony (V:kropoa, Mykaueso, XycT, beperoso).
Pernepryap TeaTpiB Bij3HAYaBCH KAHPOBO-3MICTOBOIO PI3HOMAHITHICTIO, OXOILTIOIOUU BCi BIKOBI KaTeropii risjauvis,
BOJHOYAC, BPAXOBYIOUN BIIOJ00AHHA MyOJIiKU, Ha CIIEHI TeaTpiB HajaBaIach mepeBara My3UdHUM BHUcCTaBaM. OKPiM
PO3BAKAIBHIX BHCTAB, BUKOHYBAIICS IT'€CH, SIKI 0asyBaIMCs Ha HAIIOHAJIbHINA €BPEHCHKINl apaMaryprii, sKi
AKTYa/I3yBa/IM IMTAHHS €BPEICHKOT MPUHAIEKHOCTL. TBOpUMII CKIa1 TeaTpiB (hOPMYBaBCS 3 TAJAHOBUTHX AKTOPIB,
pesKucepiB, My3sUKaHTiB 3 Pymynii, Ioibii, Ascrpii, Jintsu, Ykpainu. X 1014 crniBnasa 3 KyILTYPHUM PO3KBITOM
TeaTpy, a 3aBeplieHa — pernpeciaMu, eMirpaiiieio, Iernopraiin 10 KOHICHTPAIIINHNX TabopiB Ta IEHTPIB CMEpTi.
[IpakTHYHE 3HAYCHHS TOCIIKEHHS II0ISTAI0 B MOSK/IMBOCTI BUKOPUCTAHHS I10r0 PE3yIbTaTiB I/ BUBYEHHS icTOPIT
TeaTpy Ta IX 3acTOCyBaHHI y cdepi TeaTpo3HaBCTBA Ta KYJILTYPOJIOTIl y 30epesKeHHi HallioHAJIbHOT iIeHTUYHOCTI B
JOCIJ;KEHHI TeaTpaJlbHOI0 MUCTELTBA PErioHiB
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