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Shoot as mad dogs!

this slogan, cliamed as an outcry and
order of the working class, had been
thoroughly fulfilled during decades in

Georgian courts, and obedience caused
by fear was the main instrument to rule
society. The first wave of repressions
spread all over Russia and the countries
conguered by Russia from the beginning
of 20™c. 1920s and reached its peak in
1930s, killed millions of innocent people,
millions have lived in exile for years,

and those who survived from death and
exile turned into a submissive mass who
forgot the notion of freedom and forbid
themselves to manifest it.

Mass repressions known in history as a
“Red Terror”- a powerful instrument aimed
at demoralization of population and its
total control, affected all layers of society
and age category, and starting from the
USSR history till its end remained as a main
method of relationship with the population
for the government.

030

At the dawn of the regime, by incomplete

gm0l

one year from the Revolution, on 5"
September 1918, in Kremlin, Council of
People's Commissars adopted a Resolution,
which clearly formulated the concept of
“Red Terror”: “Ensure safety of Soviet
Republic from class enemy via izolating
them in concentration camps. All persons
related to White Guard organizations,




conspirators and rioters should be shot.
Publicize their names and the basis for
measures taken against them.””

Mentioned in an official document
“concentration camp”, which Lenin also
mentions in his message sent to Penza
Gubernia, where he requests to “isolate
suspicious persons in concentration camps
and carry out merciless mass terror”, in

“ Russian State Archive of Socio-Political Histary. £.19,
Descr.1. Case 192. p.10.

those years, and especially after the First
World War, is very well known to the

Soviet

death camps
world. However, it was the Soviet Union
who used for the first time the terms “class

o

enemies”,

o

saboteur”, “terrorists”, or “counter
revolutionaries” in order to izolate their own
citizens.”"

The notion of “enemy” was widely spread,
and the creation of “image of the enemy”
was the most important part of Soviet
propaganda. Anyone could become an

" starting from a peasant to a poet,

if authoriti

s and court, which was a blind

g Archipelago. (Russian
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9o ©g39dsdo. ogo ,bogdser Jotgdal
bogeabpabataognm dobszgddn nBmenodgdolbo
@ @ogbomdgarn, dobmdtnga @gmeatinl
aoomgoel” nmbmgs. damgzgemo dbmaemom
mdols 873amad badbymem hyzngdnbs

©ov 20d73700bmgal a0b3pmgbaeno
lso3mbpabdtogam dobozgde 1330

Jogagess 3bménano dbmaemnmbamgol.
odgo ,3esbmomog dnGrgdewm,”
,303bgdengdom,” ,hghmdobhgdem” oy
»3MbaHGMyzmemombiigdsm® 8gtsgbyemo
bogpomamo dmgdoeodngdal oBmenn®mgdobogol
nbobo dotmagensm baddmmas Jo3dnhda
godmnynbgb.”

a3omyegbom hogemo agm L, 8htol’ gbgds,
bmenem dgtinl bogob dngdbo boddmos
3tamdogobool 1dbodzbgemmgobyly doBobl
Fotdmamanbwe. ,,8hmsm” nmzemgdmms
g3gems, gobsg bgmobygemyds o

3ol bgemBo 8680 nstsmawm Jugpemo
Lobadstorenm badgmoms bobmagomgdobmael
dogemadema doohbyzos, nothm Bpbhewm 30,
»30B5689Fmbama,” mamdg odal 1931-
1938 Fongddo bodgmoms gogdacnl ogbhognab
bobacmbem 3mdobon, gabbeggmtndyann
bobobgoiom 3bmdnmmo b. 3choemgbim
smbodbagos: ,Mmgmmog o by ngemb
dtwemmgdemal nbpagomemmyto mgobgdgde,
Aol dndotam dgopobgdnl dbergmengo gthonn
Fgormwo pbws godmgoygboom: gb ool dobn
Jemabeadtngo 8oBobdnfmboanemdnl dagpobgds. ™"
»3eobmdmngo 30BebdgFmbommmanl
dgmobpdol® dodbndoenytn godotmiozgdabomzol
1934 Femob 1 @p30doaGb boddmos 3ozdatals
3abpMmoermndo sedsbéyegdgemn 3mdoghghol
dtrgBnwoydds binbbenol badathmenol 3mddgm
3megdb8n gaamomads dgodsbe. 3aemommgdnls
dobawanm Bgthmdabhnemn mtgebobagogdobs
o BoGrmeobdyeno adhgdeb dgbabgd
bobbgmols badstromennb bagddggdal

a98mdngds 10 omgBg 3gabobl o Pbos
avathdgmgdgemoym, bagdal 3mlbidghs nboo

* 5. bvema)gBagnbo. stagodgemoan guemogn

(Fapbyempbogeba gadmggda). ebgmga, 2010, @2, aa.13,
* adag. &l az.287.

weapon in their hands, considered them

as inappropriate for Soviet society, more
precisely “inexpedient”. In 1931-1938,

the USSR People’s Commissar of lustice,
known for his peculiar ferocity N. Krilenko
said: “Whatever the individual qualities of
the accused are, we should use only one
method for evaluating them: it is evaluation
of their class expediency.”” In order to
maximally ease the process of “evaluation
of class expediency” on 1% December 1934,
the Presidium of the Central Executive

* Solzhenitsyn. The Gulag Archipelago. (Russian
edition). Moscow. 2010, Vol.1. R.287.
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Committee of the Soviet Union introduced
an amendment in the acting criminal code,
according to which investigation of criminal
cases related to terrorist organizations and
terror acts should not have lasted more
than 10 days, case hearings should have
been carried out without involvement of
parties, and in the case of shooting verdict,
the individual should have been executed
immediately.

This provision, which was adopted on the day
of Stalin’s comrade-in-arms Kirov’s murder

and was in force untill 1956 (with minor
amendments), buried the rights of a just court
and gave free rein to the revolutionary tribunal
to eradicate “people’s enemies”. Kirov's
murder led to the arrest of 40,000 people only
in Petersburg (former Leningrad), and who
knows how many more in the whole Union.

An excellent novel by Eugenia Ginzburg
“Journey into the Whirlwind” starts

with Kirov's murder, and describes the
unbelievable story of an innocent woman
who spent 18 years in Soviet camps. There
are millions of similar stories. Some are
written in person, some — tracked down, but
the majority are by executed people who
took their stories to their graves. By those
who the regime considered “unexpedient”
and eradicated them by methodical
repressions with its peak during 1937-1938.

The “Great Purge” carried out in 1937-1938
was based on the Order #00447 of the
People’s Commissariat for Internal Affairs
(NKVD), dated 30 July 1937, which was

personally initiated by Stalin and Nikolai Yezhov

(“About repression of former kulaks, criminals,
and other anti-Soviet elements”). According
to the Order all regions of the Soviet Union
received numbers of people to be executed
and arrested. The initial recommendation was
to shoot 72,950 people, and arrest 259,450
throughout Soviet Union.” Mentioned in the

5.5, Montefiore Stalin:The Court of the Red Tsar,

N. Dolgorukov
V.deni

Poster

1939
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document numbers were the minimum the
the point of view of Stalin and the Party that
reflected the real number of enemies who
were mixed among citizens and had to be
eradicated immediately. The punitive system,
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created by the regime throughout Soviet
Union, accepted the order by enthusiasm

and the order came into effect immediately.
Moreover, regions were requested to increase
the number of “saboteurs”! And as a result
the NKVD based on # 00447 Order executed
386,798 Soviet citizens.”

This are just dry statistics, numbers. However,
behind these numbers stand pecple. Among
them those whose names we all know.

Great painters, poets, writers, musicians,
scientists and film and theatre directors.
While speaking about repressed people, in
the first instance, we recall exactly them and
that intellectual-moral and aesthetic loss,
which Red Terror brought down on Georgia,
as a Soviet Republic. There are millions of
other people, who were killed, or exiled for
many years, and whose names do not tell us
anything. We know neither their faces nor
what they were thinking about in their dying
hours. It seems as if these people are needed

* T. Snyder. Bloodlands. Europe between Hitler and
Stalin. Thilisi. 2014. p.149.
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only for statistics and for numbers that render
assistance in disclosure of the bloody regime
creators. Numbers that are real, counted,
documented and still unbelievable.

There were people except those executed,
exiled, known and unknown, who carried

out all this with their own hands. Those

who requested to increse the numbers

for execution, to shoot more people, or

send them in exile; so called “troikas”, who
judged, tortured and forced them to name
other “saboteurs” and then executed them;
informers, who cast aspersions on friends,
neighbours or just acquaintances and
condemned them to death. Nobody knew,
who would appear in whose role — of a victim
or an executor, as the system which stands on
violence, transforms everyone into vicims —

into killers and killed ones.

Like all segments of the society, as a result of

the “Great Purge” Georgian artistic society

APHANIEIBL
MI3MILNAIBIC0A6 IAM
DMEBMBI 3MbIIEANLIY JN
J3NEMELO, S8N&Ma 3 NE6I6
8401L LAbJIJBL,

BMMaN CIMENdNL LibICManh
CN&IAIS DML LabIDaENS3IM
37%37an

PEQPLE WERE AFRAID TO BE SEEN
ON PHOTOS WITH THE REPRESSED,
THEREFORE THEY DELETED THEIR
FACES.

GIORGI LEONIDZE STATE MUSEUM
OF LITERATURE
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became endangered. Most of the Georgian
artists and artists of other nationalities
working in Georgia, whose lives were taken by
repressions, had had tens of years of artistic
and social work and were in the avangarde of
art processes of the country by 1937-1938.
Henryk Hrynievski, Dimitri Shevardnadze,
Vakhtang Kotetishvili, Richard Sommer and
Petre Otskheli were convicted and executed
for being counter-revolutionaries or spies.
Kiril Zdanevich, Ivane Pataridze, Vasili
Shukhaev spent many years in exile. Sculptor
Raisa Mikadze and artist Nino Zaalishvili
served their sentences accused “as family
members of people’s enemies.” Repressions
took away years of their lives, and even lives.
And those who escaped death and exile,
continued existence in the country, where
their freedom was restricted every day and
they had to carry on their creative work

fig

hting (or conforming) with Tsarist and then
Communist Russia dominance caused by

peripeteias of Georgia’s fatal history
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aNMman CIMeNndad,
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(UNERTURERRH]UUIR]
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83%33an

SITTING: VASIL BARNOV,
GIORG! LEONIDZE,

IAKOB NIKOLADZE,

TAMAR ABAKELIA,

STANDING: KIRILL ZDANEVICH,
VALERIAN GAPRINDASHVILL,
PAOLO IASHVILI,

TITSIAN TABIDZE

GIORGI LEONIDZE STATE MUSEUM
OF LITERATURE
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DIMITRI SHEVARDMNADZE,
KETEVAN MAGHALASHVILI,
DAVID KAKABADZE

GEORGIAN NATIONAL MUSEUM
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“Style is an offspring of emotion. In this regard it relates to taste. The
if it does not exist it indicates only immaturity. There is also no const

o constant taste and
1t style, even in the creative
work of one author. If it exists, then the author has died alive. Both, style and taste transform and
develop in the process of working and learning. As mistake and falset i is possible with regard
to taste, then unnaturalness and falsehood of a style is also possible. Sometimes the cause is
tyrany, sometimes — a pre-made idea, and sometimes a false way of seek
is there where the creator is right vis-a-vis with himself, when he is d.
doing it as he feels it”"

o body. The real style

vhatever thrills him and

Vakhtang Kotetishvili

V. Kotetishwili. History of Sculpture. Tbilisi 1963. pp. 134-135

Georgia is located at the crossroads of East
and West, in the cross center of different
ethnocultural worlds, during millenia
developed culture of monumentalism,
distinctive to Eastern art, seeking to
generalization, full of sensation of “big
forms,” correlation with the universe,
balance, and harmony adopted from
European Meditteranian aesthefics. These
signs emerged with different intensity

and correlation, though as a whole, their
synthesis determined the character of
Georgian art — indigenous, and at the same
time with specifically European typological
signs, distinctive to Estern European culture.

Georgia, isolated from the European world

for almost 400 years and later appearing as a

province of the Russian Empire, travelled the
path to establishing and developing stages of
easel painting in a very short period of time

from the beginning of the 19" c. From this

time on a very interesting event took place —
establishment of the “Tiflis Portrait Schoaol”,
which combined factors of a centuries-

old tradition of Georgian monumental art,
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V. KOTETISHVILI'S FOLKLORISTIC
EXPEDITION IN ATENI GORGE. 1933
PHOTOGRAPHER - IURI DILEVSKI

GIORGI LEONIDZE STATE MUSEUM
OF LITERATURE

influence of European easel painting, Iranian

painting and local Armenian school-studios.

Samples of easel painting is an example

Bo@oganb, 136370 med: of integration of different features into an

3bahatmdnl shlmddngn gsgangbal, sbagy artistic unity, multicultural thinking, typical
Hobaano Gbogathmoobs s BEZ0TMBMNZ0 to Georgian art, creative openness rather
bemdbyomo bymema-bobgenmbbomgool than mechanical imitation of external
{_i.)bol'uc-.'.cu"_]C‘J::‘_“:'rgt\cn'L) AMMMOEOmOno influences. At the next stage of easel
Hodmyaemodndyann dognBy boobhamgbo painting, development, starting from the
dbagtrnenn dogengbs — ,derocobydo 1980s painters with European and Russian
dotbheghyneno bimenas education entered the field of arts in



Georgia: David Guramishvili (1857-1926), JUEMaN 8bd B3N

3 endmem nb da
Aleksandre Beridze (1858-1917), Romanoz aabmoﬁT;?)é%r:s?r‘?mbnm

Gvelesiani (1859-1884), Aleksandre 1862 5. &NEM, DAON. 89X129 L3
- : Mb IAMABTCTN 80%33a3N
revlishvili (1866-1933) and Gigo Gabashvili L3ddMMIACML 3

e = UNKNOWN ARTIST
1862-1936).

(1862-1936) NIKOLOZ EDISHER MUKHRAN-

BATONI WITH HIS FAMILY

They changed the limited genre range of 1862, OIL ON CANVAS; 83X123ciy
) 8 by GEORGIAN NATIONAL MUSEUM

“Tiflis Portrait School” and non-uniform

artistic rank into the diverse genre art based

on academic education, although under vivid

influence of Russian Peredvizhnik (Itinerants)

art and raised to the new level Georgian

fine arts still existing in the medieval artistic

and aesthetical era. Art of Gigo Gabashvili is

als antly important in this regard

On the brink of 19'"-20'" centuries work

rent societies, whether supporting
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development of arts or having educational
functions and processes that they initiated
in the field of arts in Georgia, progressive
ideas of “Tergdaleulebi”, creative work of
German and Polish painters working in
Georgia, prepared the foundation leaving
Russian stylistic coverage and speeding

up its Europeanisation. By this period

Niko Pirosmanashvili's (1862-1918) art

emerges, which aggregates features of

medieval monumental art and contemporary

easel painting into one whole artistic
unity and appears as a connecting bridge
between two epochs. During the same
period a painter Mose Toidze (1871-1953)
appears, who is oriented on European

arts contemporary tendencies in Georgian
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GIGO GABASHVILI

THREE CITIZENS

1893. OIL ON CANVAS. 86X122cm.
GEORGIAN NATIONAL MUSEUM



reality and is distinguished by the “new
level of high quality paintings, and in

the first instance by painting language.””
He creates preconditions for Georgian
modernism through a wide painting
manner, direct manifestation of creative
process, through using clean colors,
interest in space modelling and considering
European painting problematics of tge post-
impressionism stage. His diverse artistic
interests combine stylistic elements of
impressionism, nabism or symbaolism and
relevant thematics. At the given stage
Toidze's paintings are mostly of searching
type rather than systemic one, although

it does not change the fact, that through
Mose Toidze's creative work integration
of real-time problematics of European

painting into Georgian painting starts.

In the creative work of Georgian painters

of the next generation this process

G, Khoshtaria. Issues of new and the ne

tion. Collection of scientific works. Thilisi

BNJM BNMMLEIBSBINCIN
BAGITMAMMBN

MI634N, BION. 36X73 La
LaddmO3I DML IMM3IEICN
dd%aaan

BIBMENMTCNS EN3N&MN
8I30AEBHINL BNTM

NIKO PIROSMAMNASHWVILI
STILL-LIFE

OIL OM TIN-PLATE. 36X73cm.
GEORGIAN MATIONAL MUSEUM
DOMNATED BY DIMITRI
SHEVARDMNADZE
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gLuagly)

transforms into the stage of pivotal, deep
conceptualization rather than superficial
imitation of European painting tendencies.
The factor of individualism is significantly
increased. David Kakabadze (1889-1952) with
rationalism, and heaven born anti-mannered

3AM36ICN BAMIMID
1920-Ny6N BCI&N
GEORGIAN NATIONAL GALLERY. 1920s

aMmuLd MMNda. 3RS
1895, BNOM, BION. 22X28.2 LA
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MOSE TOIDZE. STREET
1895. OIL ON CANVAS, 22X28.2cm.
GEORGIAN NATIONAL MUSEUM
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mbacmoBdoom,

nature and genuine artistic taste, Lado
Gudiashvili’s (1896-1980) world created by
spontaneity, sharply individual expression and
inexhaustible fantasy; Ketevan Maghalashvili
(1894-19573) with objective artistism and
heaven-born nobility and Elene Akhvlediani
(1898-1975) — teasing with lyrical intuitivism
shape their own artistic systems into organic
artistic-stylistic unity. In 1910s Valerian
Sidamon-Eristavi’s (1883-1943) creative

work developed interestingly, in parallel,
vanguard processes initiated by brothers Kiril
(1892-1969) and llya (1894-1975) Zdanevich
swept artistic circles. Tiflis living with rich
artistic life turned into a somewhat cultural
sanctuary, which became a productive and
creative space for Georgian painters, writers
or poets, and for the artists, who escaped the
First World War and Revolution and became
their shelter. The tolerant environment of the
international city at the same time bearing

eastern exoticism and western elegance

JMIBI Sb3CTICNIEN
3amNBN
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ELENE AKHVLEDIANI

PARIS

1926. OIL ON CANVAS. 38X46cm.
GEORGIAN NATIONAL MUSEUM
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KETEVAN MAGHALASHVILI
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IAKOB NIKOLADZE
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combined in one space Azeri, Armenian,
Jewish, Polish, German, Russian, Kurdish
and others diverse religious, or national
thinking and rites. Each ethnos contributed
to the development of the city with their
own, individual symbols and all these were
combined in specifically interesting Tiflis
culture phenomenon. On the one hand

conservative painters, writers and scientists
and on the other hand young rioters, worked

in different directions, although all of them

had one common goal — breathe new life

into Georgian culture. In 1917-1920 Ekvtime

Takaishvili initiated the establishment of
the Georgian Historical and Ethnographic
Society (established in 1907), which
arranged expeditions to study Medieval
Georgian architecture. Obtained materials
in the frames of expeditions laid significant
foundation to future scientific research

of the epoch. In 1913 by the initiative of

the Society for Spreading Literacy among

©a3NM Jd4983dI
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DAVID KAKABADZE
BRETAGNE

1921. WATER-COLOUR ON PAPER
22X28cm.
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Georgians a monument was erected on llia
Chavchavadze's grave, which was made by the
first Georgian sculptor Iakob Nikoladze (1876-

1951). During the same period, under the

patronship of a physicia
1ail G

1 and public figure

Mil

levanishvili the first volume of
llia Chavchavadze’s works were prepared for
ing. Henryk Hryniewski (1869-1938)

strations for this edition. This was

rgian Artists” was

ished in 1916 by Dimitri Shevardnadze

) and carried ¢
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and bohemian events were taking place —
. N : - 5 LadamMIImML IAM3EIN 83%3TaN
Lado Gudiashvili, Kara-Darvish and Nikolai
Chernievski established the “Syndicate of LADO GUDIASHVILI
SELF-PORTRAIT

Futurists,” wvanguard books were published, 1919. OIL ON CANVAS. S0X72¢m.
B - e . GEORGIAN NATIONAL MUSEUM

futuristic manifests, “Tsisferkantselta” Poems,

Saumur Poetry was recited in Artistic Cafes,

painted by Georgian and Russian artists —

“Fantastikuri Samikitno” (Phantastic Tavern),

“Chimerion”, “Argonavtebis Navi” (Boat

of Argounauts) and “Parshevangis Kudi”

(Tail of the Peacock). 1910s were years of

creative freedom in Tiflis when art existed

autonomously from the state. Georgian artists

still do not know what censorship means and
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art and artists that serves government. In

the document prepared by the Panel of Arts
Affairs (1920) about cooperation between
officials and art society we read: “Although
the state does not interfere into artistic
work and should not interfere, it supremely
supervises, supports and spends material
efforts to revive national art.” "

These projects, vital for Georgian culture and
its future development, were carried out in
the 1910s with limited human and financial
resources, in the environment of significant
political and social fluctuation in a very short
period of time from historical perspective.

It seems that the main resource for such
developments was not political or economic
factor, but the vivid civic position of the
Georgian artistic and scientific society. Georgia
was developing as a Republic of contemporary
type. Although the modernisation process
was halted due to the Russian occupation

in February 1921 and during a further 70
years Georgia became the hostage of an
unprecedented cruel totalitarian regime.

* Georgian National Archive. Fund 1833. Description
1. Case 1007. p. 106. Also see: D. Kakabadze. How to
arrange here art. Art and Space. Thilisi. 1983, pp. 21-26.
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HENRYK HRYNIEWSKI
GEORGIAN MOUNTAINS
AND FORTRESSES
ILLUSTRATION FOR

ILIA CHAVCHAVADZE'S

POEM “PHANTOM", 1912-13.
PAPER, INDIAN INK. 12.5X25.3cm.
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STATE MUSEUM
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IAKOB NIKOLADZE
TOMBSTONE SCULPTURE

OF ILIA CHAVCHAVADZE
MTATSMINDA PANTHEON OF
GEORGIAN WRITERS AND PUBLIC
FIGURES

1913
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“If you ask a proletarian, what he wants, he will deliver great ideas, which can
arrange a coup in the lives of mankind. But if you ask the similar question to a
futurist, he will endlessly repeat “form... form...””
S Anatoli Lunacharski

S.Mezentsev
Monument of
Marx and Engels
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Soon after the Bolsheviks won, propaganda of
government ideas became the main function
of arts. People’s Commissar of Education and

main ideologist of post-revolutionary culture
of Russian Soviet Socialist Republic Anatoli
Lunacharski recalled: “In 1918 Vladimir llich
summoned me and told me that we had

to actively use arts as means of agitation.
He showed me two projects. Firstly, in his

opinion, buildings, fences and other places,
o elp el E e = = e where posters were stuck, should be replaced
; by Revelutionary inscriptions... The second

"SB16T “0MICEEIWE A01aaCeaC S SRUARMCE “UECOACRLE
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project implied erection of sculptures of
Revolutionists. These should have been
temporary sculptures and had to be made
out of gypsum and placed in Moscow and St.
Petersburg.”” Lenin's “Plan for Monument
Propaganda,” that Lunacharski is speaking
about, is the first Bolshevik artistic reform.
In the scope of the plan all monuments of
kings and public servants were removed
from Russian towns, as “having no historical
or artistic values” and instead monuments
of party leaders and heroes of revolution
were erected. The fact that Lenin selected
monumental sculptures from the visual

arts sphere, is logical, as a monument

A, Lunacharskl, Articles about Art. (Russian language

edition). Moscow. 1941, p. 449

N3s63 30Vb35dI

Jdbdbad LBIINGNL
38MLICDY MINBNBBIE
838a014 BNBLY3I

&NEM, vaMn. 180X270 La
badaAmMITTML IAMAGI N 83%2330N

IVANE VEPKHVADZE
COMRADE STALIN'S SPEECH IN
FRONT OF RAILWAY WORKERS
OIL ON CANVAS, 180X270cm.
GEORGIAN NATIONAL MUSEUM
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located in & public environment becomes

an effective means for the formation of
mass thinking, and its large-scale impact is
doubtless. From these first steps it becomes
clear that according to the policy of Soviet
culture, the main criteria for evaluation of a
sample of art is not its artistic value but its
ideological “expediency” as it was similarly
happening later, during “Red Terror” while
evaluating citizens. Even the author of the
plan did not like the initial sculptures erected
in the frames of “Plan for Monumental
Propaganda.” The artistic value for almost
every sculpture was very low. Moscow
citizens were mocking at sculptures of Marx
and Engels erected on 7" November 1918

e

and called them “Bearded swimmers.”” Lenin

lamented — “Incompetent people gathered
in Moscow”.”" In order to strengthen the

A. Lunacharski. Articles about Art. (Russian language
edition). Moscow. 1941, p. 450

I. Stalin
» Photo taken in
I Batumi during
Sarrest. 1902

irchive of The
Ministry of Internal
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Soviet regime the Leader considered it most
important to deliver Party ideas to Soviet
citizens, especially to workers and peasants,
who were regarded as a priviledged class,
through art. Therefore, he sought to “create”
such art, which could effectively illustrate
these ideas. That is why Lenin considered
the financing of Moscow Big Theatre by the
government as an ineffective expenditure,
as he considered it as a “part of landlords’
culture”” and a symbol of past bourgeois life
and culture and it was less important, hostile
and ideologically harmful fer him.

On the contrary, it was necessary to create
“truly peoples’” new Soviet art that had to
immortalize proletarian life of working class
full of heroic work, praising happy Soviet
citizens, leaders and great development

of the country under their leadership. In
order to uproot past aesthetical ideals, the

* A. Lunacharski. Articles about Art. (Russian language
edition). Moscow. 1941, p.452

JM&BIEN babadd

93bJ6IS LBSENENL
3MABMIGN

1939 6. &NM, BION. 70X70 L3
LadIAMIAE ML

JmM3BTCTN 30%3T3N

KORNELI SANADZE

COMRADE STALIN'S PORTRAIT
1939. OIL ON CANVAS. 70X70cm.
GEORGIAN NATIONAL MUSEUM



p =z Tnaghy[sTo] S

Soviet censorship in the 1920s partly allowed
even existence of vanguard art, as at the
initial stage of revenge over the past and its
demonization, vanguard poets, painters and
writers oriented on innovations and future
were still ideologically “needed”. Therefore,
despite the fact that arts ideologization and
“Plan of Monumental Propaganda” started
immediately in Georgia, as soon as Soviet
power was established, (in 1921 Lenin’s

first bust was erected in Thilisi, created by
V.Seergeey, and in 1925 revolutionist Kamo's
monument created by lakob Nikoladze),
until the second half of the 1930s Georgian
modernism still existed and existence of

modernist painters was sfill allowed.
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Takob Nikoladze

Monument of
revolutionary Kamo
1925




* 3. Bataaggensdgona. @ogonm gogededal sédogamsb. mdoemabn, 1988, a3.42.
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. “In the Middle Ages the Georgian nation was a progressive team among cultural nations of
| those times. And this exmple must assure us that Georgian artist will still be able to ascend up
| to the peak of arts, if he fully masters the soul of contemporary culture””

David Kakabadze
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| * p. Margvelashvili. From David Kakabadze’s archive. Thilisi. 1988, p. 42.

In the second half of the 1920s painters
from Independent Georgia visited Paris

and returned back to Soviet Georgia. In

May 1928 David Kakabadze exhibited his
works created while being in France in the
Hotel “Orient” — bright painting and precise
blending of pictorial dabs and at the same
time by their artistic contrasting he conveys
beautiful landscapes of Brittany's seaside
full of the sense of humid air; abstractions
with polyphonic colorful spaces, cosmic,

or dynamically placing embyonic forms

and therefore achieving strong contrast by
embedding it with metal frames; collages,
where adaptive to vanguard language
monumentalistic feeling is achieved through
imaginatively stressing effects distinctive to
materials, through rhythm of placing items
and rational pauses among them, with
aristocratic simplicity typical for the painter.
This was the last personal exhibition for
David Kakabadze in his lifetime. According to
reaction of his critics™~ it became clear that
his creative work would not last for long in
this form in Soviet Georgia. Similarly Lado
Gudiashvili who arrived from Paris in 1925,
had to alter his painting manner typical

for the painter full artistism, defermed,
mannered, amazingly expressive painting and
system of faces presented in sharp dynamics,
his decadent aesthetics or live blending

of wavy and broken forms, which was
intolerable for portraying Socialistic Georgian
reality.

* = K Kintsurashvili. David Kakabadze. Thilisi. 2013. p. 15.
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Borders closed behind painters who arrived
from Paris. The Soviet block and its citizens
found themselves in full physical and
informatonal isolation behind the “Iron
curtain.” Isolation naturally was extremely
negative factor for the development of
culture, but on the contrary, for the total
ideologization and strict control it was

very useful. David Kakabadze’s desire to
revive Georgian culture for “mastering
contemporary soul” remained unrealized for
his generation as well as his craving to gain
back his lost freedom.

Lenin’s epoch ended and started Stalin’s
epoch. His “Social engineering” concept
implied fundamental reforming of citizens’
spiritual and conscious activities in all spheres
— and creation of a new Soviet person, a
person who lacked national features, religion,
identity and personality and had to become

a member of a grey mass. Individualism was
replaced by a notion of class membership,
freedom — by obedience, and personal
thinking — by mass consciousness built on
romanticization of false and utopian ideas.
Stalin’s right hand and one of the generals

of the bloody regime- Nikolai Yezhov stated:
“We start a fundamental attack on our
enemies; don’t be offended if anyone gets
jolted by our elbows. It is better if ten innocent

©53N01 49458543
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people suffer, rather than one spy escapes. ‘E“;ﬁrﬁggélfﬂéﬂflﬂ@ﬂ
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This is how people who created cultural life, 94M3EIMN 33%933N
new Georgian art and artistic consciousness LADO GUDIASHVILI
turned into “chips” together with thousands KRISTINE

1915. OIL ON CANVAS, 137X107cm.

of citizens of the country. They were wiped e e

out without any trace and graves by the
regime in 1937-1938. Their names were
erased, their faces on the photos were
scraped off, and for the following tens of
years it was forbidden to mention their cases.

* 5.5. Montefiore. Stalin: The Court of the Red Tsar.
Thilisi. 2012, p. 265.
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“The Union of painters in the name of the “S¢

with its apolitical positions, national circu

-iety of Geargian Painters”
~ribeness, Is a somewhat

es not feel soviet social
requirements, hinders development of Soviet artwork, infringes growth of
its left-wing revolutionary part, its getting closer to contemporary life and
therefore becomes subversive to the development of soviet art-work.With
this purpose we leave the “Society of Georgian Artists” and establish the
Association of Artists of Revolutionary Georgia”,”

non-contemporary organization. This society do

From Declaration of AARG

=} * Catalogue for AARG exhibition. Thbilisi. 1930. p. 3

The AA - iat 15 Madarm 33543005
e AARG — Association of Artists of A e e
Revolutionary Georgia was established aMIbdab T4NMbi3L
in 1929. Painters of different generations EICI-IBIL
: 43D3mEN, 3AATCTN SIIBNIS
were united there. The set goal of the new 39.5X34 L3
LdddmM3I ML

Soviet art for them was management of 0/M3EDETN a0%I TN

ma [ i i
ss consciousness, active involvement TAMAR ABAKELIA

in the aggravated class struggle, YOUNG STALIN READING THE
DEDA-EMA (Mather Tongue)

illustration of socialism building and TO THE PEASANTS

ruthless struggle against bourgeoisness, MIXED TECHNIQUE ON PAPER
- RS : Sa 35.5X34cm.
individual life and traditional taste. GEORGIAN NATIONAL MUSEUM

The AARG shared similar pathos as
Association of Artists of Revolutionary

Russia (AARR). Therefore the new association
dissociated from the Society of Georgian
Artists established by Dimitri Shevardnadze in

1916 and declared merciless struggle against

this past.

o ' : On 23™ April 1932 by the Order of Communist
Party about the “Reform of literary and
art organizations” AARG type small art
organizations were abolished and United

ooddbols Professional Unions were established. Art

=cialists were centralized at the Georgian

4
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Artists Union and during the next few
decades this Union guided its ideology.

From the beginning of 1930s, the doctrine
of socialist realism gets established. Its
concept was presented by Maxim Gorki at the
First Congress of Writers’ Union. Returned
from immigration in 1931, Gorki becomes
Stalin’s ideological comrade and his name
and authority was actively used in Bolshevik
propaganda. Gorki, who was one of the
eulogists of Belomor Channel, which was
built by slavery work of prisoners, carried
out a significant work in ideclogization of
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STALIN'S SPEECH IN BATUMI
1937. MIXED TECHNIQUE ON PAPER
52.6X40cm.

GEORGIAN NATIONAL MUSEUM
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Soviet literature.” Starting from literature
ideologization process spread over all spheres
of art.

“The main goal of Soviet art is to talk and give
directions to people, or in the first instance,

it should be understandable for people and
serve them... therefore, it is obvious that Soviet
art can be only realistic”.” " In order to create
“understandable” art the Soviet government,
instead of increasing the educational level of
its population, chose to use spoken language
of art and extremely simplified technique, and
reduced it to narrative-illustrative form. These
features were reflected with special acuity
from the 1940s, although the process started
from the 1930s.

in the 1530s, when the modernism epoch
was coming to its end in the whole world,

it was naturally absolutely illogical and
regressive to legalize realistic forms for arts.
In addition, extreme profanation of the
notion of realism occured in the Soviet Union.
One of the Russian Peredvizhniks, namely

Ilia Repin (1844-1930) turned to be the ideal
example for imitation. He was considered

5.5. Montefiore. Stalin: The Court of the Red Tsar.

Toilisi. 2012. pp. 122-124, Also see: A, Solzhenitsyn. The
Archipels sian language edition). Moscow.
Vol. 1. p. 11
Art of Soviet Georgia
F iape edition), Moscow. 1975, p.29
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to be the most suitable for Soviet art for his
manner reaching naturalism, extremely
realistic painting and critical social thematics.
Although, in contrast to the itinerant artists
(Peredvizhniks) social critics never occurred

in Sovier art. In the country of workers’

and peasants’ dictatorship, according to the
declared ideology, there was no oppressed
class and censorship of any aspect was not
allowed. Posters, superficial pictures and
slogans depicted myths about Soviet paradise
and people living there. Heroically idealized
faces of Leaders presented in a naturalistic
way, terrible aesthetics of falsely modelled
pictures and scenes later laid foundation

to extreme vulgarization of art and its
perception. Art censorship was extremely
strict. Any deviations from the requirements
set by censorship was followed by accusing in
formalism. By the end of 1930s this was a life-
threatening accusation. Heavy atmosphere of
1930s significantly developed self-censorship,
which became main feature of Soviet citizen's
behaviour and thinking during decades.

Accusations in formalism was heard mainly

from functionairs. The essence of art was

absolutely unknown for them. Nevertheless,
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KORMELI SANADZE
TEA PLANTATIONS IN GEORGIA
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authority to control art was their prerogative. JMABIEN LyBdD
daBMNIEN bagadMman
BNM, %00, 200%120 Ld
nothing in common with specifically artistic LaddAMMB3I ML
ImM3BACN 30%3TaN

Therefore, their evaluation criteria had

aspects. Only propagandistic nature of works
was significant for them. KORNELI SANADZE

SUNRISE IN SAMGORI
: : S OIL ON CANVAS. 200X120cm.
On 15" May 1934, a review of an exhibition GEORGIAN NATIONAL MUSEUM
“13 years of Soviet Art” was held at the

Arts Union. Young painter Korneli Sanadze’s

1985) work “Guliko took off hijab”

was severely criticised. One of the speakers

d: “A woman is standing holding lermons

ito her chest | do not think that a
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woman is so pale and has such a petty-
bourgeois glance. This is certainly the weak
side for the painter, and he has to improve

it and come closer to really socialistic
reality”” Another speaker also points out
inappropriate decision and “mismanagement
of the content "of the painting to Sanadze:

“l know very well Adjarian women, their
types, but in these three women not Adjarian
women are presented, but women who just
left the saloon, and who are strolling against
a background of Adjaristan... ... if a painter
paints a picture, he must justify the content
as well ... ... we must show that the Adjarian
woman not only took off her hijab but totally
changed her living forms. This is what we
should see in a picture painted on the basis
of socialist realism” ™" It is easily explained
that after such evaluation from authoritative
and powerful people Korneli Sanadze totally
changed his artistic manner and rejected his
extremely intersting artistic explorations.

Together with evaluation of ideclogical
“expediency” functions of Party organizations
implied: “Bolshevik vigilance, focusing
Bolshevik attention, studying professors

and teachers and those persons who waork

in apparatus and are not approximated to
apparatus’ and the Government’s goals”.”™"
In the cited document David Kakabadze,
Shalva Amiranashvili and Nikoloz Kandelaki
are named and considered as such people.
Controlling and revealing people’s enemies,
counter-revolutionists or spies mixed within
Soviet citizens applied to everyone. he party
had to be aware of everything — how Soviet
painter lived, how he breathed, what he was
thinking and talking about.

Reckless speech often led to rage of the Party
elite and in the best cases caused big career
problems. A meeting organized by the Party

* Georgian National Archive. Fund 10. Case 39. p.80,
=% |bid. p.81.

* =% Archive of the Ministry of Internal Affairs of Georgia.

Fund 865. Description 1. Case 7. p.62.
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organization was held at the Academy of
Arts on 11" September 1936, which studied

Alexander Bazhbeuk Melikov’s inconsistent

speech and behaviour: “Bazhbeuk-Melikov

F

was asked why he did not use good colours

while working on comrade Stalin’s historical
theme (high quality oil paint i1s implied here.
E.K.), his reply was: “l cannot use good

colours for this theme”. As it became clear

Bazhbeuk Melikov uses good artistic materials

7inting pictures of petty-bourgeois,

hemian, erotic nude women rather than

ical revol

lutionary theme ... | think such a

pers should be expelled from the Georgian

Soviet Arts Union and suspended from

jermnent of pictorial arts department of

} not remain unnoticed due to “Bolshevik

that the founder of Georgian

3. 339807d-832NdM3N
aMbIGBNSI BNAMIN

1939 6. &NC0M, BI0N. 44X51 L3
LadSAMMBI ML
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A. BAZHBEUK-MELIKOV
TRAVELLING CIRCUS

1939. OIL ON CANVAS. 44X51cm.
GEORGIAN NATIONAL MUSEUM

4. 3533334-3200NJM3N
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1940 6. &NM, H30IN. 63X52 LA
BNMMmaN CaMendnt Labdmant
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A. BAZHBEUK-MELIKOWV
PORTRAIT OF YOUNG STALIN
1940. OIL ON CANVAS. 63X52cm.
GIORGI LEONIDZE STATE MUSEUM
OF GEORGIAN LITERATURE
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realistic pictorial art, by that time 72 years
old, behaved “inappropriately.” He created
Beria’s portrait “inappropriately,” did not
show up a meeting to get an order to draw
Stalin’s portrait, and used to place anti-Party,
Trotskist, directly counter-revolutionary
paintings in newspapers. In addition he
never attended lessons in Marxism-Leninsm
arranged for the pedagogical staff of the
Academy of Arts. When he was demanded
to explain, he made excuses saying that he
attended classes at “Sakhelgami” (The state
publishing house) but failed to submit a
certificate of attendence.”

Gigo Gabashvili died in Tsikhisdziri in 1936. He
had to work on an order in Adjara, and depict
working community. The painter travelled

to Adjara and passed away alone in strange
circumstances. His family was notified about
his death one week later, soon after that

his wife Olimpia Milbaum was arrested and
sent in exile.”" It locked as if Gigo Gabashvili
was not a victim of repressions, although

* Georgian National Archive. Fund 10. Description 1.
Case 54. p.68.

® % @G. Saradjishvili, M. Damenia. M. Tsitsishvili. Gigo
Gabashvili. Thilisi. 2012, p.23.
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GIGO GABASHVILI
IN HIS STUDIO
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it is a fact that the old painter, who was seriously
involved in establishment and popularization of
easel painting, spent the last years of his life under
heavy pressure and kept justifying himself in front of
Party organisers. Today it is difficult to say if these
circumstances speeded up his death.

Except Party organisers colleaugues often accused
each other. Today reading these accusations arouses
surprise, anger and heartache simultaneously.
Although when the regime berates — “if you do not
search for an enemy, you are an enemy yourself”
people act under a self-preservation instict. And the
way for saving themselves, they chose denunciation
and betrayal.

At the pre-election meeting with Thilisi Soviet

working inelligencia, Lavrenty Beria during his
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speech informed them about “destruction” of agents of Fascist
Okhranka, traitors, saboteurs, conspirators — poet Titsian
Tabidze, writer Mikheil Javakhishvili, director Sandro Akhmeteli
and others and added: “The same fate waits for all who dares
to go against the great Soviet people, Saviet government. You
must know that enemies still remain to continue underground
subversive activities. We must remember and must never
forget great Stalin’s wise directions that while the capitalist
environment exists, they will send us spies, saboteurs, wreckers...
... therefore we need to strengthen revalutionary vigilance.
Soviet intelligentia together with all workers must fight against
the enemies of Party and people.”’

Newspaper- For Bolshevik cadres, 1937. #28.
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“In 1937 and 1938 approximately 250,000 J06mNJ IMNEI3LINL
L, AN s E3b3MIBNL MJan
people were executed in the Soviet Union LJAAM3IML BNEIBIE
on ethnic grounds. Five-year plans had to :i“jf:smna MBS0
U-nvbo o I mm e flourish, national cultures united under Y
W HENRYK HRYNIEWSKI'S
socialism. In reality by the end of 1930s none EXECUTION RECORD
Vil 4 ARCHIVE OF THE MINISTRY OF
of the countries could compete with the INTERNAL AFFAIRS OF GEORGIA

Soviet Unior persecuting citizens on ethnic

grounds in the whole world”.

“The Polish operation was the most bloody

he Soviet Union’s “Great Terror in all

on Out of 143,810

91 were executed as

Timothy Snyder
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The NKVD Order (# 00485) dated 11th August
1937 “On the liquidation of Polish sabotage
and espionage groups “ " laid foundation

to ethnically motivated repressions in the
country, which declared socialism and
friendship among nations. After WWII began
Germans who lived in the USSR shared this

fate. Although the first target of Stalin’s terror

for ethnically motivated persecutions were
Poles.

145 Polish citizens were arrested in Georgia
in the 1930s 88 were sentenced to death
through shooting.”” One of them was the
painter Henryk Hryniewski.

Starting from the 1900s till 1938 none of
the significant cultural events in Georgia
was carried out without Henryk Hryniewski’s
involvement. His heritage comprises easel
and monumental painting, illustration of
books, sketches of most significant Georgian
architectural monuments, architectural

* T. Snyder. Bloodylands. Europe between Hitler and
Stalin. Thilisi. 2014, p.164.

“ M. Surguladze. Poles in Georgia — Henryk Hryniewski,
“ArchiveMoambe”. # 18. 2018. p.97.
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THE GROUP OF GEORGIAN ARTISTS,
ARCHITECTS AND SCIENTISTS ON THE
JVARI MONASTERY OF MTSKHETA.
SITTING IN THE FIRST LINE:

DAVID KARITCHASHVILI,

HENRYK HRYMNIEWSKY,

EKVTIME TAKAISHVILI,

DIMITRI ERMAKOV,

SERGI GORGADZE.

GIORGI LEONIDZE STATE
MUSEUM OF LITERATURE



details and ethnographic items, a building in
the center of Tbilisi, which was designed and
painted by him. One of the founders of the
Georgian Academy of Arts, Henryk Hryniewski
starting form 1922 and till his arrest he
educated a whole generation of painters

and architects for the country. “l knew him
very well, he was my teacher. Lived in one

of the buildings of the Academy of Arts, this
building... ... was round, with a hall covered

by a dome — it was his studio, where he

caned

us together to teach. It is easy to in e

what atmosphere was there in the studio,
where walls were covered with his work:

and shelves were full of books

. .Hryniew
sincerely loved Georgia, Georgian culture,

which he selflessly served till the end of

his life” "— wrote academician Vakhtang
Beridze in 1989. By this period more than

a half-century passed from his execution.
During decades Soviet people were urged to

commemorate repressed people soundlessly,
without mentioning their names

Henryk Hryniewski was born in Kutaisi in

1869. According to his autobiography ~ he
studied painting and architecture in Italy and
Germany — in Florence Academy of Arts and
Karlsruhe Polytechnic Institute. He returned
s PERChERRE to Georgia at the age of 29 and settled in
T A by, Thilisi, Griboedov Street #22. From 1902 he

o e participated in exhibitions arranged by the
A T e S e Fine Arts Society of the Caucasus, and from
] . A = e = : i . 1807 he became a permanent member of the
2l . ' F ._ Society. During these years he worked as a
5 S teacher of painting in the Arts School of the
bgaban 1869 Fao Inmantido Society, and in 1918 he was nominated as
oo, Babo o somgtogool™ dobgogoo a Director of the School. After transforming
» (oo ofagodgddnte dob ofonr the school into the Academy of Arts he

sagl B0l LTl 3900430n) © became the Professor of the Academy. At

= same time he taught at the Technical
nool for Construction. Hryniewski travelled

a lot throughout Georgia and sketches of

". 1989, #1. p.51
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FRAGMENTS OF CHANCEL
SCREEN OF KVASHVETI CHURCH

medieval monuments, paintings and decors
are distinguished by artistic and priceless
documentary values.” chancel screen paintings
at Kvashveti Church (1904-1910) belong to
him. In 1908-1913 Hryniewski was a member
of the Commission who worked on the
monument of Lilia Chavchavadze's grave,
established by the Society for Spreading
Literacy (together with Anatoli Kalgin, Simon
Kldiashvili, Ivane Javakhishvili) and work on
the sculptural and architectural part was
carried out”~ under his direct supervision. In
parallel, he participated in the establishment
of the Georgian Historic and Ethnographic
Museum. In 1910s he carried out two most
important projects — Bank of the Nobility

and decoration of the first volume of Ilia
Chavchavadze's novels.

After llia Chavchavadze's murder the
edition of a book of his literary heritage
was actively discussed within the society.
A physician and public figure Mikhail
Gedevanishvili initiated this matter. Mikhail

“ V. Beridze. Henryk Hryniewski. “Spectr”. 1989, #1. p.49.
#4 Georgian MNational Archive, Fund 481. Case, 1125,
pp.79-82.
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ILLUSTRATION OF FIRST VOLUME
OF ILIA CHAVCHAVADZE'S WORKS
1914

Gedevanishvili in Tbilisi owned the first X-Ray
and Physiotherapy offices. He had a long-
term friendship with the Chavchavadze's
family. After Ilia’s death he took care of Olga
Guramishvili.” He got down to publishing

the first volume of the first academic
collection of llia Chavchavadze’s novels.

“This book — First volume of full collection

of llia Chavchavadze’s works — is a desire

that turned into engagement of ideas and
thoughts that | had for many years” ™ — writes
Mikhail Gedevanishvili in the introduction

of the book. The first volume of novels was
published in 1914. This is the first Georgian
book with decorations and color illustrations
after edition of “Knight in Tiger's Skin”
published by Kartvelishvili. M. Gedevanishvili
invited Henryk Hryniewski as decorator of the
book. Hryniewski worked on the decorations

Collection of Conference Materials. Henryk
Hryniewski. M. Gedevanishvili. Mikheil Gedevanishvili —
ski‘s ordering customer. Thilisi. 2007, p.89.

Hryniew

* = |bid, p.91
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in 1912-1913. The only décor of the simple
cover was llia’s signature. The volumetric
edition with artistic thoughtful order is
distinguished by its academician. Hryniewski
exposed genuine knowledge of Georgian
architecture and ethnography while drawing
illustrations, Mtavruli Letters, prefixes and
suffixes for the book. Strict arrangement

of ornaments painted with Indian ink and
expressive inclusion of architectural details
in the scenes is effective. Illustrations of

the novels represent a priceless source

of information about clothing, weapons,
household environment of the epoch.
Selection of illustration plots reveals
Hryniewski’s rational, objective nature.
“Most important plot elements are selected
from each novel for the development of its
plot... ... The artist almost precisely follows
with documentary accuracy the narrative

of the writer, look of each character, and
description of their environment. Hryniewski
is very restrained in expressing his attitudes
and it indicates the nature of the painter
and his personality” — wrote art critic Meri
Karbelashvili. Gedevanishvili's edition is one

of the most significant rarities. Alongside with
its public importance, Hryniewski’s design and

* Collection of Conference Materials. Henryk

Hryniewski. M. Karbelashvili. Henryk Hriniewski and his
illustrations for llia Chavchavadze's Collection of Novels.

Thilisi. 2007, p.36.
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artwork determines unigqueness of the book.
The Bank of the Nobility Project designed

by Architect Anatoli Kalgin and Henryk
Hryniewski won the bid. It was selected
among 6 competitive projects, as only this
one met bid terms — that the Bank should
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L1989, #1. 2450,

have been of “Georgian style”.” Hryniewski’s
part of the Project was the decor of the
building. While carrying out decoration of
the facade and especially interior, Hryniewski
originally matches medieval Georgian
architectural motifs and modern style.
Building, where at present the National
Library is located, was completed in1916 and
represents the brilliant sample of National
Architecture — “modern interpretation of
national architectural heritage”.™"

Except the Bank of the Nobility Hryniewski
worked on the Project of Thilisi Stadium
together with architect Archil Kurdiani.

* V. Beridze. Henryk Hryniewski. “Spectr”. 1989. #1. p.50.

“ 1bid. p.50.
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H. Hryniewski also designed the building B3 [DIANES ;
: : J5MIMEN, H43SMIEN, BIBIIAN
of the Transcaucasian Railway Department 14.3X25.7 1.3
; i 1t : LaJIAM3CML
in 1nisi. | 1
Thbilis jt. 3 ml:tte‘-worthy that he, in 1927 D en aaaeen
together with Dimitri Shevardnadze, Giorgi
3 g i BALLET DANCER
Chubinashvili, loseb Sharleman and Sergi PENCIL, WATERCOLOUR ON PAPER
Gorgadze, was the member of a special 14.3%25.7cm.

h ; 3 ) GEORGIAN NATIONAL MUSEUM
commission, which studied the issues of

treasure that was taken from Georgia to
France.” This once again illustrates what
authority Hryniewski had in the society.

As we have mentioned above, from 1922
nll his death, Henryk Hryniewski lectured
at the Academy of Art. From 1923 he was
the Dean of the Architectural Faculty and
one of those who loudly argued against the
planned abolishment of the architectural
faculty. “Architecture, as art is so closely
linked to sculpture and visual art, that it is
physically impossible to split them without

* Collection of Conference Materials. Henryk Hryniewski.
H. lustinskaya. H. Heyniewski. Thilisi. 2007, p.151.

* . Beridze, Memoirs, “Soviet Art”. 1984, #10. p.127.
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disintegration of the harmony of visual

art” — it was his principled position. During
1927-1929 Hryniewski held the position of
Prorector of the Academy of Arts. He was the
author of a book — “Practical manual in linear
perspective” which was published. He never
got a chance to publish his second work
“Analysis of Georgian Ornament”. Later on
his staff members published the book based
on Hryniewski's materials. His name is not

" In 1937 Hryniewski
was arrested. On the same day a short note

mentioned in the edition.”

was entered in the order records of the
Academy of Arts: “Rernove from occupied

. '\Fc‘\.\-'sp iper — Zaria Vostoka. 1928, #153. Cited:
Collection of Conference Materials. Henryk Hryniewski.
Thilisi. 2007

* Collection of Conference Materials. Henryk
Hryniewski. H. lustinskaya. H. Hryniewski. Tbilisi. 2007,
p.153.
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SKETCH

1905. INDIAN INK ON PAPER
22.3X17cm.

GEORGIAN NATIONAL MUSEUM
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position — head of the department of painting,
teacher of perspective from 15th December of
the current year”.”

In two days, on 17th December, a meeting of
The Party organization was held and listened
to the “information about currently revealed
enemies Hryniewski and Devdariani (second
repressed individual E.K.) and stated that
Bolshevik sobriety of the Party organization
is weak, and professors and teachers of the
Academy are not examined yet. For example
this is obvious as our organization failed

to identify people’s enemies who we just
currently detected.””"

According to the minutes of “Troika’s memo
dated 3rd February 1938 Hryniewski was
accused of intelligence and spying in favor
of three countries during 20 years, collecting
intelligence materials and creation of agency
and was sentenced to execution with
confiscation of his property.

After Hryniewski’s arrest staff of the Academy
saw individuals, who were thought to

be snitches, in Hryniewski’s mercilessly
destroyed studio.”” " Later, the reason for
snitching will become clear — he toasted his
first homeland- Poland at a banquet at his
friends” home. ™"

On 7th May 1938 a letter was sent from the
Academy to the Chairman of Thbilisi Council,
comrade M. Gvishiani: “In the yard of the
Academy of Arts, in Griboedov street 22 lived
Professor Hryniewski, who has been arrested
since February. As far as Academy is restricted
in flat area (here the name and surname are

* Archive of Tbilisi Academy of Arts. Cited: Collection of
Conference Materials. Henryk Hryniewski. N. Zaalishvili.
Victim of Soviet repressions in 1930s — painter H.
Hryniewski. Thilisi. 2007. p.68.
** Archive of the Ministry of Internal Affairs of Georgia.
Fund 865. Description 1. Case 7. p.80,
® =% N. Zaalishvili. New data about biographies and work
of repressed Georgian painters. “Georgian antiquities”,
2005. #7-8. p.359.

* Collection of Conference Materials, Henryk
Hryniewski. E. Tsitsishvili. My old friend and teacher,
Thilisi. 2007, p.83,
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deleted E.K.) An order was issued that the
above room with the inventory was handed
over to Academy.

Today, on 7th May | was told at the
Committee of Interior Affairs that the flat and
inventory would be handed over to Academy
under receipt only to keep inventory. Academy
has no enough space to keep the inventory.
Please hand us over this flat and inventory,
especially literature, with the terms, that we
will use it for its intended purpose. Inventory
will be recorded in the inventory register and
literature will be handed over to the existing
Academy library.””

Henryk Hryniewski's wife Italian dancer Maria
Perini, founder of the first ballet studio in Thilisi,
where Vakhtang Chabukiani, Vera Tsignadze,
Maria Bauer, lliko Sukhishvili, Nino Ramishvili
were taught, was banished from her flat. Her
son from the first marriage was arrested and
executed. In 1938 Maria Perini, as a citizen of a
foreign country was urged to leave the country.
One year later she died in Nice.™

Henryk Hryniewski was rehabilitated on 16th

January 1989.
* Archive of the Ministry of Internal Affairs of Georgia.
Fund 865. Description 1. Case 7. p.80.

* % M. Surguladze. Poles in Georgia — Henryk Hryniewski.

“Archive Moambe®. # 18, 2018. pp.102-103.

» =% Collection of Conference Materials. Henryk
Hryniewski. Thilisi. 2007. p.113.
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MARIA PERINI WITH STUDENTS
OF THE BALLET 5CHOOL
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NCILEAIUNS N, $533535d00L
AMObAMBNLITBNG LIAAMBI Y BIE"
1912-13 66. a0 EnN, $IJ3N.13,5X25 La
NCTNS $5383533dNL LadTMIML
LIbICEENBM 8VB2I8N

OLD TBILIS!

ILLUSTRATION FOR ILIA CHAVCHAVADZE'S
STORY "ON THE GALLOWS"

1912-13. INDIAN INK ON PAPER. 13.5X25cm.
ILIA CHAVCHAVADZE SAGURAMO

STATE MUSEUM

J&0an

NE2ALSMIBNS N. 533535dNL
aMOlbAMaNLIMaNL ,83%33mNL BIMNEIaN"
1912-13 66. da0a0MEN, &V3N.19X27.7 La
NECNY #5383533dNbL LABTAIBML
LabI@EENSTM aVHITBN

IN THE COACH

ILLUSTRATION FOR ILIA CHAVCHAVADZE'S
STORY “TRAVELLER'S LETTERS"

15912-13. INDIAN INK ON PAPER. 19X27.7cm.
ILIA CHAVCHAVADZE SAGURAMO

STATE MUSEUM
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NEILSAIBNS N. 35333335dNL
C3JLnLma3n. .833y"

1912-13 66, JA0ACEN, 333N, 21X22.5 L3
NE?NS F333335dNL LIBTAIBML
LIBIAENSM 80B208N

WORKER

ILLUSTRATION FOR ILIA CHAVCHAVADZE'S
RHYME “WORKER"

1912-13. INDIAN INK ON PAPER. 21X22.5cm.
ILIA CHAVCHAVADZE SAGURAMO

STATE MUSEUM
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1912-13 BB. 320307, 3J33AI0TN. 27 K36 LA
NS 9338535dNL LABDAIBML

LIBICTEENDTM 83%338N

THE KING IN FRONT OF A KHAN
ILLUSTRATION FOR ILIA CHAVCHAVADZE'S
POEM "KING DIMITRI THE DEVOTED"

1912-13. WATERCOLOUR ON PAPER. 27X36cm.
ILIA CHAVCHAVADZE SAGURAMO

STATE MUSEUM

&8

J4963LIBICDN BIECMBY

ML MIUNS N. 4334533dNL aMONbAMBNLIM3NG MOSMISEM J3AN3N"
1912-13 66, 440 0ON, 434D, 27 X37 L

NETNS 3539539dMNL LOBTAIAML LILICBENBM 8VBIJBN

LAST DISCLOSE OF A SECRET

ILLUSTRATION FOR ILIA CHAVCHAVADZE'S STORY “OTAR'S WIDOW"
1912-13, WATERCOLOUR ON PAPER. 27X37cm.

ILIA CHAVCHAVADZE SAGURAMO STATE MUSEUM

33N 2 8dNBaMI dalTN

NEILGMABNS N. #3389535dNL 3MIBNLMANL dS6EIBNCIN"
1912-13 66, JOCHIDEN, 430AIMMN. 27 X37 ba

NENS 3333333dNL LI2TAIAML LIBIABENDM 83%33a8N

MONK AND SLEEPING WOMAN

ILLUSTRATION FOR ILIA CHAVCHAVADZE'S POEM “HERMIT"
1912-13. WATERCOLOUR ON PAPER, 27X37cm.

ILIA CHAVCHAVADZE SAGURAMO STATE MUSEUM
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A ILG ASUNS N. 3333535dNb
AMOIbMMaNLIMINL .MONdMmISE0
J3mN3N” 1912-13 B6.
Jamar0En, $4354307N. 27 X36 La
NNy #533335dNL LaddmIarmL
LAbBICPAENBM aTwITEN

WIDOW CLEANING A WEAPON
ILLUSTRATION FOR ILIA
CHAVCHAVADZE'S STORY

“OTAR’'S WIDOW"” 1912-13.
WATERCOLOUR ON PAPER. 27X36cm.
ILIA CHAVCHAVADZE SAGURAMO
STATE MUSEUM

badMmMbL 8363ICMI
300MmaILMab

N ILG MILNS N. 3533335dNL
3MAanLmant .Mmoaeienad
LIAION 36T J3NBMEN YoRIENL
UbM3&%IaNMe3" 1912-13 6E.
J3DI0EN, $433AIMN. 27X36 La
Nemny #538333dNL LHBVMIBML
LabIMMEENSM 37378N

ZAKRO'S MEETING

WITH A CARTER

ILLUSTRATION FOR ILIA
CHAVCHAVADZE'S POEM

“SEVERAL SCENES OR EPISODES
FROM ROBBER'S LIFE” 1912-13.
WATERCOLOUR ON PAPER. 27X36cm.
ILIA CHAVCHAVADZE SAGURAMO
STATE MUSEUM



M0k 3585BI3AId
NILSMAIUNS N 353353 adMNb
AMMbAaMaNLIM3NG . JA6NS-
JEINI6NY" 1912-13 66.
DI N, 5J35MICTN. 27 X36 L3
NeoNy $538533dNb LIBTMIBMUL
LABICTEENAM 8TBIVAN

TRAVEL TO TELETI

ILLUSTRATION FOR ILIA
CHAVCHAVADZE'S STORY

“I5 THE MAN A HUMAN?!” 1912-13.
WATERCOLOUR ON PAPER. 27X36cm
ILIA CHAVCHAVADZE SAGURAMO
STATE MUSEUM

PaMIXRIEN BIMbL BICOMU3SL
NI TLGEMIUNS N 4538335dNL
AMMbAMBNLIMING . J58BNd-
a@33N36NA" 1912-13 66
Ja@AEN, 3433AICN. 27 %36 L3
neeng 4534535dNL LA IMIBML
LabIAENBM 83%IT8N

DAREDJAN WRITES A SPELL
ILLUSTRATION FOR ILIA
CHAVCHAVADZE'S STORY

“IS THE MAN A HUMAN?I" 1912-13
WATERCOLOUR ON PAPER. 27X36cm.
ILIA CHAVCHAVADZE SAGURAMO
STATE MUSEUM
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JoE@ACEN. 343342020
31.5¥51.50L8
LadsAM3TCML
IMMIBICTN 833 D3N

LIGHTHOUSE

WATERCOLOUR ON PAPER
31.5X51.5cm.

GEORGIAN NATIONAL MUSEUM
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3363UNNL d5%BSMN
JACACDEN, SJTIMITDN
24X55 L3

LA MMIBIEMU
J/MM3BICN 30%338N

VEMNETIAN BAZAAR
WATERCOLOUR ON PAPER
24X55cm.

GEORGIAN NATIONAL MUSEUM
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BAdMONL LBIBY
dADAIEN, 4d3aMI N
9Xx14 La
LadamI3a ML
JAMM3IBIN 30%II3N

BATTLE SCENE
WATERCOLOUR ON PAPER
9X1dcm

GEORGIAN NATIONAL MUSEUM

dedMNL LBIBS
8JHIM, 4433MmACDN
9%15 L3
LadAMMITML
JAMIBICIN 83%I V8N

BATTLE SCENE

WATERCOLOUR ON CARDBOARD
9X15cm

GEORGIAN NATIONAL MUSEUM

&mdMNL LUIGS
JAAEN, JJTIMICTN
9x15La
LadaAmM3a ML
IMmM3EIEDN 80%03aN

BATTLE SCENE
WATERCOLOUR ON PAPER
SX15cm.

GEORGIAN NATIOMNAL MUSEUM



aerdMENL LUIES
dIdaM, d435MICN
9X13 ba
LaJSMMBICT ML
3AM3BACTN 33%00an

BATTLE SCENE

WATERCOLOUR ON CARDBOARD
9X13cm.

GEORGIAN NATIONAL MUSEUM

adMENL LUIBY
aIHaM, 4J3MICN
T7X1250ba
LadaMmM3ITML
3AM3BIN 3TDITBN

BATTLE SCEMNE

WATERCOLOUR ON CARDBOARD
7X12.5cm.

GEDRGIAN NATIONAL MUSEUM

aAdMNL LBIBS
JAEAOEN, 4435AICDN
8.5X15 bLa
LOdSMOIBIC ML
3m@M3BICN 8VBITBEN

BATTLE SCENE
WATERCOLOUR ON PAPER
8.5X15cm.

GEORGIAN NATIONAL MUSEUM
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KamNbIOLN
JADAEEN, 3435AICTN
15X11.50L8
LaddMM3ICML
JmM36IN 83%37aN

SOLDIER

WATERCOLOUR ON PAPER
15X11.5cm,

GEORGIAN NATIONAL MUSEUM

HamnNbdabn

3T43M, 3435/AICN
13.5X13 L3
LadSMM3IC ML
J4M3ETEN 83%I38N

SOLDIER

WATERCOLOUR ON CARDBOARD
13.5X13cm.

GEORGIAN NATIONAL MUSEUM

FamNbLISLBN
JoCHEEN, OJ3AMICN
14X10.5 L8
L3ddAMBICML
2MM3BTEN 80%2JaN

SOLDIER

WATERCOLOUR ON PAPER
14X10.5cm.

GEORGIAN NATIONAL MUSEUM

KamNbJIoLBIBN
ENERTURVE R ok sy}
14X13.5 La
LadSAMIT ML
JmM3BTCN 3JITEN

SOLDIERS

WATERCOLOUR ON CARDBOARD
14X13.5cm.

GEORGIAN NATIONAL MUSEUM

3MbILBN XSMNLISLN

1904 6. JdCICTEMN, 34IdAICN
27.3X11 ba

LadammM3aML

0AM3BTENN 8T0ITEN

OLD SOLDIER

1904. WATERCOLOUR ON PAPER
27.3X11cm.

GEORGIAN NATIONAL MUSEUM




amdMENL LUIGS
3VHIM, H3TIMICTN
11X15.8 L@
LA3dAMIIML
JMM3ETCN 302 T8N

BATTLE SCENE

WATERCOLOUR ON CARDBOARD
11X15.8cm.

GEORGIAN NATIONAL MUSEUM

afdMENL LBIGS
ATHAM, H335MICN
14%14.7 L3
LaddMM3IET ML
JAMIBICTN 83%37aN

BATTLE SCENE

WATERCOLOUR ON CARDBOARD
14X14.7cm.

GEORGIAN NATIONAL MUSEUM

&endMOTAL LUIBS
ATYIM, H433MICTN
13.5%15.5 L3
LadMM3IE ML
JAM3BICN 3JBITAN

BATTLE SCENE

WATERCOLOUR ON CARDBOARD
13.5X15.5cm,

GEORGIAN NATIONAL MUSEUM



AdMONL LUIGS
83743M, 3J3aMICN
15.5X18.8 L3
LIdIAMIICML
JMmMIBICN 300ITaAN

BATTLE SCENE

WATERCOLOUR ON CARDBOARD
15.5X18.8cm.

GEORGIAN NATIONAL MUSEUM

BindMINL LUIBS
8345M. HJ3SMAMDN
13.5X17 L3
LdddMIM3AML
3MM3BIEN 8TDITAN

BATTLE SCENE

WATERCOLOUR ON CARDBOARD
13.5X17cm.

GEORGIAN NATIOMNAL MUSEUM

amdMENL LUIGS
JOEHEN, 44354300 N
14X14.5 L3
LAdJaMM3IC ML
J@M3BICN 3VBIDAN

BATTLE SCENE
WATERCOLOUR ON PAPER
14X14.5cm.

GEORGIAN NATIONAL MUSEUM
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In December 1937 German painter Richard
Karl Sommer (1866-1938)was also arrested.

He arrived in Georgia for the first time in

1894.7 In 1890s he travelled several times
to Central Asia- Samarkand, Bukhara and

Tashkent. During his travel he painted

sages, scenes of ethnographic and genre

nature,where landscapes, habitat and
environment were depicted with precise
accuracy. After settling in Georgia Sommer
participated in the establishment of the

Society of Caucasian Painters. Simultaneously

gave lectures at the School of Pictorial Art
and Sculpture and gave private lessons. He

was one of the first, who noticed the artistic

L. Gudiashvili. Book of recollections (Russiar

language edition). Moscow. 1987, pp.29-30

Japnownua

AN3dME BM3TANL
Eib3MIBNL MJan
LYdSMMIBIE ML BNEIBIE
L3I0 LIBNENLSAML
Smdnan

RICHARD SOMMER'S
EXECUTION RECORD
ARCHIVE OF THE MINISTRY OF
INTERNAL AFFAIRS OF GEORGIA
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talent of the very young Lado Gudiashvili.
“Blond, with slightly swollen face, dressed
in a shabby suit with a bowknot with black
ribbon round his neck, looked like a real
aristocrat. | was especially impressed by his
wide-brimmed hat. With his appearance
he looked like a character straight out of
Rembrandt’spaintings” — This is how Lado
Gudiashvili recalled Richard Sommer.

In 1920s Sommer, like many his fellow-
countrymen were significantly involved
in artistic processes in Georgia and very
positively influenced these processes.
Sommer’s works preserved in Georgian

* L. Gudiashvili. Book of recollections (Russian language

edition). Moscow. 1987, p.29.

3% MNL LEIBY
3343M. LIMN
23.5%32.5 L8
LaddAM3I@ ML
3AMIBTEN d0%3TaN

MARKET SCENE

OIL ON CARDBOARD
23.5X32.5cm.

GEORGIAN NATIONAL MUSEUM



1800-006-20-00b Foempddn B8y, obgan
mgmihg bagetmzgemedo dommgofy dobo
omobadgdedyemg bbas dbapatadn, dggysbodo
dndnbatag bobgemmgbgdm dhmpgbals
dbnB3bacmmaabo 8ebafoemgbo ay3bgb s
Pmtgbom mamgdom aogenbol sbrogbobyb
dolsBy. bagdathogaenmb gthmgbyemn 878gndol
4menadangddn oo Bmdgol 8ogé 8o
2Booba o Jogzabasdo Gmgdogtmdobaob
dgbegeadgemo badygdgatigdo oy hgoemobols
sdbsbsnn bptemgdo Bmngesk gemdgbac
banBnthgbm obmmmdagnal bbgsmobbza
motznb bdggoscmobigdobomgel. dobo
3goBozndo 30 eratoBoms o Bbs@lzhobomgnls
babobnsom bagthgmorogo dmaingom
aodmnthgge.

1937 Gemobs 31 g3g8dtnoe masmatomgdgeno
9.5 baBgmemob bbrmaol md8al 8obgogno,
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1989 Fennls 16 nobgamb.

National Museum collections, created in
Central Asia and the Caucasus, or paintings
depicting Thilisi, convey significantly
interesting information for specialists of many
fields, his landscapes are distinguished by
specific to the painter spatial poetic style.

According to “Troika” records” dated 31st
December 1937, Richard Karl Sommer

was accused of being an agent of German
intelligence, transfer of espionage
information and links with several foreign
consulates and sentenced to be executed by
firing squad. The sentence was carried out on
2nd January 1938.°

He was sacrificed to terror earlier than
other Germans living in Georgia who, like
Poles, became victims of repressions on
ethnic grounds. During mass deportation of
Germans on 15-30 September 1941, 23,580
Germans were extradited to Siberia and
Central Asia.”

Richard Karl Sornmer was rehabilitated on
16th January 1989.

* N. Zaalishvili. New data about biographies and work
of repressed Georgian painters. "Georgian antiquities”,
2005. #7-8. p.357.

** Germans and Georgians from Medieval period till
present days. Thilisi. 2013, p.142.
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wJz9Beth8s50am60 seazoambo vthnob! “Reptilians have been ENandmn 3335ME6IINL
S - 306UbOEIBS
- wiped off the face of the world! LOISMOBICOML BNEIBIE

LaJad0d LIBNENLE MML
aMmdnan

At the emergency meeting... all words of
DIMITRI SHEVARDNADZE'S
APPLICATION

devotion towards the Soviet Country and great ARCHIVE OF THE MINISTRY OF
INTERNAL AFFAIRS OF GEORGIA

the orators are inspired with deep love and

hatred towards people’s enemies. Among

them, towards former Director of the Museum,
scoundrel Dimitri Shevardnadze, who, during
his whole work, poured out masked poisonous

venom against our country, persecuting Soviet

thematic from the Museum, and idealized

archaic ancientry instead.”

O It " Newspaper "Akhalgazrda Komunisti”

12 fuly. 1937
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Dimitri Shevardnadze arrived in Tbilisi from
Munich in 1916. He has done much more

for the country than one person could have
done, until 1937, when the Soviet Georgian
press deemed him as a scoundrel and later
the Soviet court, which was the main leverage
of tyranny, sentenced him to death. Idealist
intellectual and at the same time, practical
and goal-seeking person he stood at the
origins of main events of Georgian culture
history during the most difficult 21 years. And
still, main Art Institutions of the country stand
on the foundation that he had laid.

After his arrival from Munich in 1916, he
established the Association of Georgian
Artists, He surrounded himself with

nabLm dANLBGI =, BbNBICTN MBS0
1412-1431 B6.

D3onLaamacnl 34CaLng

6323bBI3N, ddAMEN.

®. 3033AE6dNL LN
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CHIRST ANAPENSON

1412-1431

CHURCH OF THE VIRGIN MARY
NABAKHTEVI, KARTLI (EAST GEORGIA)
COPY BY D.SHEVARDNADZE, 1916
OIL ON CANVAS. 198X208cm.
GEORGIAN NATIONAL MUSEUM
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painters, architects and scientists of
different generations and set the goal

of the Association — arrangement of
scientific expeditions to study Middle

Ages architecture and monumental art.
Painter Giorgi Eristavi recalls: “He used to
start working energetically and spread his
enthusiasm to others and involved them into
work”." Dimitri Shevardnadze started his
first expedition to the village of Nabakhtevi.
Lado Gudiashili, Giorgi Eristavi, Mose and
Irali Toidzes, Mikheil Chiaureli and Dimitri
Shevardnadze participated in the expedition.
Ivane Javakhishvili wrote about them:
“Georgian artists work with sincere love and
great relish. Despite poor living conditions
in Nabakhtevi, they still work vigorously
and tirelesly, and while redrawing old wall
paintings are doing their job with such
consciousness that there is no better way

VIEW OF A METEKHI CHURCH
BEGINNING OF 20™ CENTURY

GEORGIAN NATIONAL MUSEUM

possible”.””

Soon after Nabakhtevi, in 1917 Dimitri
Shevardnadze and Ekvtime Takaishvili
arranged another expedition to Southern
Georgia, to the Gorge of Torum-Ispiri.
Anatoli Kalgin, llia Zdanevich, Lado

* |. Abesadze. K. Bagratishvili. Dimitri Shevardnadze.
Thilisi. 1998. p.252.
** |bid, p.39.
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Gudiashvili, Mikheil Chiaureli accompanied
them in the expedition. In the framework of
the expedition they studied plans, sculptural
decors, murals and inscriptions of Ishkhani,
Oshki, Khakhuli, Ekeki and other churches
as well as fortresses, arranged their
photo-fixation and prepared their copies.
“Expedition did everything that could have
been done during the available short period
of time. They prepared plans and cross-
section drawings of all visited churches and
monasteries, made replicas of many bas-
reliefs and brought them to Tbilisi” — wrote
Ekvtime Takaishvili.”

Dimitri Shevardnadze and Ekvtime Takaishvili

planned and carried out this historical

expedition during the First World War

in a totally unstable and unpredictable

environment. Expedition materials were J&MIETCTN BT A

S Nat llerv i 17 and dmancon enedant &idamn
exhibited at the ‘Ljonal Ga_ _v in 191 e Ten e o SbARUnLN
“ E. Takaishvili. Archeological expedition in Southern

NATIONAL GALLERY
Georgia in 1917. Thilisi. 1960. p.6.

BEGINNING OF 20™ CENTURY
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1920s and are regarded as most important ROBIbOGN
. 19116, d3@ICEN, BabANAN
for Georgian art researchers of mid 55.5X41.5 L3
: LaddAMBIE MU
“BHEUIEs, JAMM3IBTCN 3TBITBN
In 1917-1920 Association of Georgian SKETCH
. <o 1911, CHARCOAL ON PAPER
Artists arranged a few more exhibitions at 55,5X41,5cm.

the National Gallery, among them, three GEORGIAN NATIONAL MUSEUM

big exhibitions of painters of different
generation, who worked in Georgia in
1919-1920. As a result of these exhibitions
Dimitri Shevardadze organized one more
outstanding work for descendants. He
was oriented on future and development,
and considered it crucial to assist and
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educate young painters. Therefore,

under his initiative and financing from

the Independent Georgian Government a
few young Georgian painters traveled to
Europe to get education. These painters
were David Kakabadze, Elene Akhvlediani,
Ketevan Maghalashvili, Shalva Kikodze,
Mikheil Chiaureli and others. Later they will
get a significant place in Georgian arts and
this was facilitated by their artistic widened
horizon, obtained during years spent in the
modernistic European Center.

Niko Pirosmanashvili's 12 pictures were
exhibited at the exhibition of Georgian
painters in 1919 at the National Gallery.
Dimitri Shevardnadze got interested in Niko
Pirosmanashvili’'s works as soon as he arrived
in Thilisi. He evaluated him as a painter of
having historical importance, deserving
being exhibited in museums and together
with like-minded young painters, writers

and poets started searching and buying

his paintings for the Museum. Brothers

Catalogue of Association of Georgian Painters. Thilisi
2015, p.437
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KETEVAN MAGHALASHVILI
DIMITRI SHEVARDNADZE'S
PORTRAIT

1921. OIL ON CANVAS, 51X41cm.
GEORGIAN NATIONAL MUSEUM
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ALEKSANDRE TSUTSUNAVA,
KETEVAN MAGHALASHVILI,
DIMITRI SHEVARDNADZE

GEORGIAN NATIONAL MUSEUM
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Zdanevich were assisting him in these
efforts. The Zdaneviches were the first to
mention Pirosmanashvili in Georgian artistic
circles and take first steps to popularize
him, as well as Titsian Tabidze, Paolo
lashvili, Giorgi Leonidze, David Kakabadze,
Lado Gudiashvili, Vakhtang Kotetishvili,
Zigmund Valishevski, Kolau Cherniavski and
others. On the other hand, painters of the
older generation did not share his views
and considered Pirosmanashvili's works as
“exotic breeze” worthy of Thilisi taverns and
unworthy of being exhibited in a museum.
“In those times it was heroic to defend Niko
Pirosmanashvili as the atmosphere around
him was so poisoned by false academicians.
We were the first who started collecting his
paintings and publicize the painter’s name
in press and publicly. A number of enemies
afflicted us because of this”." — recalled poet
Titsian Tabidze.

Despite resistance from reputable
colleagues, Dimitri Shevardnadze bought
Pirosmanashvili’s 16 paintings for the
National Gallery collections. Only during
1930 he got 70 more pictures for the
Museum. He obtained 6,769 Roubles from
the People’s Commissariat for Education,
personally travelled to Moscow to Kiril
Zdanevich and bought Pirosmanashvili’s 39
paintings from him. Among the pictures that
Dimitri Shevardnadze brought from Moscow
are: “Giraffe”, “Actress Margarita”, “Gate
keeper”, “A Bear in Moony night”, “Peasant
woman with children goes for water” and
others, which today are the pride of Shalva
Amiranashvili National Museum collection.

Except those art works that were
bought with government funds, there
are paintings that Dimitri Shevardnadze

BNLBIMJSBNIEN SN
&NEM, 30N, 70X47 La
LadaMmM3ICE ML
IMMIBICTN 80%%3T8N

A WOMAN IN LIGHT BLUE DRESS
OIL ON CANVAS. 70X47cm.
GEORGIAN NATIONAL MUSEUM

handed over to the Pirosmanashvili’s
museum free of charge. On 29th February
1927 D.Shevardnadze bought in one

* T. Tabidze. Prose. Correspondence. Book Il. Thilisi.
2015. p.437.
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of the markets and accommodated
Pirosmanashvili's art works in the museum
such as “Party by the river Tskhenistskali”,
“Tapestry in six paintings”, “Feast in Kartli”,
and “Big Marani in the forest”. In addition
he handed over to the Museum “Vintage”,
“White bear with cubs”, “Still life”, etc.

In total 11 artworks.” By the end of 1930
the Museum owned 105 paintings. While
D. Shevardnadze was the Director of the
Museum this number increased.

* |. Abesadze. K. Bagratishvili. Dimitri Shevardnadze.
Thilisi. 1998, p.209.
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It is to Dimitri Shevardnadze’s credit, that
the major part of Pirosmanashvili’s collection
and the best samples of his paintings are
now owned by the Museum. Popularization
of Pirosmanashvili’s name is also related to
him. Initially self-educated Pirosmanashvili,
who triggered admiration and poetic
inspiration only in leftist artists, in a few
years became well known in the country and
abroad due to D. Shevardnadze’s efforts.
Except for small scale exhibitions held in
1516-1927, Dimitri Shevardnadze arranged
ambitious exhibitions in 1930-1931 in
Thilisi National Gallery and then in Moscow,
Leningrad, Kharkov, Kiev and Odessa.

Dimitri Shevardnadze considered it
essential to popularize old and modern

art beyond USSR borders. He planned to
arrange Pirosmanashvili’s exhibition in
Dresden Contemporary Art Gallery and

had carried out tremendous preparatory
works. Unfortunately this Project was never
implemented.

Except Pirosmanashvili’s collection, Dimitri
Shevardnadze, who established and managed
the National Art Gallery from 1920, (currently
Dimitri Shevadnadze Georgian National
Gallery) initiated creation of different types
of collections and their enrichment due to
extremely effective and rational conception
of museum development. In 1920-1933
the Gallery collections were enriched by
bibliographical rarities, samples of Georgian
and European paintings, unigque collections
of Eastern paintings and miniatures, rarest
samples of antique furniture, dishes and
rugs. “In parallel, with old art samples he
bought contemporary, among them very
young painters’ works. “He collected art
samples, everything beautiful: pictures,
statues, ceramics, porcelain, bronze, crystal
and textiles. Hence, he laid the foundation
of the Georgian Arts Museum. He collected
everything with great love, cleaned and

restored them, returned old items to their
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initial brightness, in order to preserve them
for future generations,” — recalled Titsian
Tabidze’s wife Nino Tabidze.

With the increase of collections it became
more essential to find a bigger and more
relevant building. For such a purpose Dimitri
Shevardandze considered Metekhi prison. As
a result of great efforts on 18th November
1933 the building was handed over to the
Museum. Dimitri Shevardnadze managed the
Metekhi Museum till August 1936. With the
knowledge gained in Germany he took into
consideration all components of Museum
management: be it a creation of a collection,
their restoration-conservation, or scientific
research of Georgian art and preparation

and edition of publications. Creation of the

N. Tabidze. Titsian and his friends. Tbilisi, 2017, p.63
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best museum in the country was the upmost
goal of his life. “/ have to establish a Louvre in
Georgia” — he used to say.

Dimitri Shevardnadze greatly contributed

to the establishment of Thilisi Academy

of Arts. He had worked on this issue since
establishment of the Association of Georgian
Artists. A letter of the Founders dated 28th
October 1919 sent to the Art Commission
relates to the establishment of the Academy.
He addresses the Art Commission with the
purpose of establishing “European type of
Academy” " and finding a suitable building

for it. (The letter was also signed by L.

2530 ZE

S <. Bagratishvili, Dimitri Shevardnadze
Thilisi. 1998. p

Jational Archive. Fund 1833. Description 1

7; p.141
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Gudiashvili, Sh. Kikodze and |. Nikoladze).
Due to the long-term work of Dimitri
Shevardnadze and his like-minded friends
the first Art Institution in the Caucasus was
opened in 1922,

“He has not left many paintings. But left
great heritage: deep, inexhaustible fove of
arts and homeland,” — these words also
belong to Nino Tabidze. Dimitri Shevardnadze
definitely did not have enough time for his
artistic work due to the scope of his public
work. And really he wrote in one of his files:
“I personally gave up painting because of
lack of time.” " Although his artistic heritage

M. Tabidze. Titsian and his friends. Tbilisi. 2017. p.63.
* |. Abesadze, K. Bagratishvili, Dimitri Shevardnadze
Thilisi, 1998. p.219
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is quite impressive. During the years of the
Independent Republic, Dimitri Shevardadze
together with David Kakabadze participated
in the creation of the country’s heraldry. He
also prepared designs for monetary units and
postal stamps, created new graphic design of
Georgian fonts, logo and stamp of the State

, carried out artistic work in theatre

5. The main part of his pictorial
and graphical art is preserved in the Shalva
Amiranashvili Arts Museum of the Georgian

MNational Museurn

Dimitri Shevardnadze was dismissed from the

tion of Director of the Metekhi Museum

BIBTMAMMBN
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on 4th August 1936. He was replaced by 33334N3N
: . : BNIM, BI0MN. 54X43 13
Grigol Bukhnikashvili, and Shevardnadze b33N ML
was offered the post of his deputy, but SallHon S e bard]
: : . : : BAVARIAN
he rejected. For a short period of time he R
worked as a head of a department, and on GEORGIAN NATIONAL MUSEUM

20" September 1936 he resigned from the
Metekhi Museum, which he established.”

On 10th June 1937 Dimitri Shevardnadze was

arrested.

I. Abesadze. K. Bagratishvili. Dimitri Shevardnadze
Thilisi, 1998. p.281.

N. Zaalishvili. New data about biography and art work
of repressed Georgian painters. “Georgian antiquities”
2005. # 7-8. p. 356.
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His arrest is related to Metekhi Church. The
fact that Metekhi Church still looks down
at Thilisi is achievement of a few people
including Dimitri Shevardnadze. And it was
Metekhi Church that he was sacrificed to.

First Secretary of Georgian Communist Party
Lavrenty Beria issued an order to demolish
Metekhi Church and erect Shota Rustaveli’s
Statue. Naturally the motif of such a decision
was his barbarous lust rather than desire to
immortalize Shota Rustaveli’s name. From the
testimony given in 1956 by D. Shevardnadze’s
closest friend Ketevan Maghalashvili, for
rehabilitation of the painter, we learn that
Dimitri Shevardnadze did not allow entry to the
working group who came to accomplish their
work and demolish the church. He, together
with other outraged and bold persons, like
himself including Giorgi Chubinashvili, Mikheil
Javakhishvili and Sandro Akhmeteli visited Beria
and requested him to change his decision.

“As soon as he saw us, black redness flushed
across his face. He told us in a brusque way:
You should not have come here together as a
delegation, why did not you come separately?
—recalls Mikeil Javakhishvili’s daughter Ketevan
Javakhishvili his father’s narrative — when he
returned home he was pale. After silence he
told us: he will not forgive us this.”""

And he never did.

He did not forgive their boldness. Neither
did he forgive the fact that they understood
the value of the Church compared to him,
and that they were afraid to lose the church
more than were afraid of him.

Alike Dimitry Shevardnadze, Mikheil
Javakhishvili and Sandro Akhmeteli were also
sacrificed to 1937.

Dimitri Shevardnadze was executed on
10th August 1937. Shortly his room at the
* |. Abesadze. K. Bagratishvili. Dimitri Shevardnadze.
Thilisi. 1998, p.262

* K. Javakhishvili, .M. Javakhishvili - life and work”
Tsiskari. 1981. #12. p.134
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Museum was searched and after inventory,
whatever they considered unworthy of
having museum value, was publicly burnt in
the museum yard.

His name was declared taboo for decades.
But after it became possible to talk about
repressed people, Dimitri Shevardanadze
was recalled not only as a great figure but
as a person with huge personal charm.
“During my life-time | have rarely met such a
bewitching person like Dimitri Shevardnadze
was. With short body, deeply set head, as

if even humpbacked, with beautiful white
chevelure, attractive face, whose expression
was an indication of his inner strength,
respectableness and kindness,” — wrote
Academician Vakhtang Beridze. From Nino
Tabidze's memories we learn about the
atmosphere that was reigning in Dimitri
Shevardnadze’s home: “Dito lived strangely,

I. Abesadze. K. Bagratishvili. Dimitri Shevardnadze
Thilisi, 1998. p.255,
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beautifully and amazingly. As soon as you
visited him in Barnovi Street, he immediately
invited you to the roof of his house with
lounge chairs. He would accommodate
everyone, would offer black coffee and
conversations started about paintings, new
poems. Whole city was seen as if in the
palm of his hand, with flickering lampions.
A fairy scene unfolded before our eyes. We
talked about Pirosmani, his just discovered
paintings”.”

Dimitri Shevardnadze was rehabilitated in
1956.

In 2012 Dimitri Shevardnadze’s name was
granted to the National Gallery of the
Georgian National Museum. At constantly
operative exposition of the Gallery mainly
those works, which Dimitri Shevardnadze
acquired for the Museum are exposed.

* N. Tabidze. Titsian and his friends. Thilisi. 2017. p.63.
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Vakhtang Kotetishvili was 45 when he

was sacrificed to Red Terror. However, the
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a range of activities that turned Vakhtang
Kotetishvili’s forbidden name to legend.

Folklorist, literary historian, art theorist,
sculptor, painter, essayist, sociologist,
publicist Vakhtang Kotetishvili was born in
1892. After completion of Tiflis Ecclesiastical
Seminary he traveled to study at Petersburg
Psycho-Neurological Institute. Here he
studied at pedagogical faculty during 1911-
1916, and in 1916-1918 he continued studies
at the faculty of history and philology at
Dorpat (Tartu) University. After completion of
studies he was invited to work at the faculty
of social studies as a lecturer. He already had
created all preconditions to have a successful
university career, but after he learned about
the announcement of the Georgian Republic’s
independence he returned to Georgia.
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During almost 20 years, in 1918-1937, the
record of works and activities that he had
accomplished is huge. Like other intellectuals
of his generation he had to carry the heavy
burden of establishment and development
of scientific institutions and disciplines in the
new state of Georgia. At the same time he did
not have the luxury to limit his activities to
one field, as he “started his activities in the
country, where modernization of structural
changes in living and thinking in all cultural
spheres, and even in politics, had to be
carried out. That's why he failed to avoid
responsibility, which was almost the fate of a
Georgian writer to be a creative worker and
public figure, be actively involved in literary

and political domains.”

£ T‘,.‘,_‘ v
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Like Dimitri Shevardnadze, his weapon

was fundamental education, which he

gained in Europe, and devotion to his work.
Due to his personal charisma, charm and
artistic temmperament, being near Vakhtang
Kotetishvili meant being in the atmosphere of
festival and creativity. That is why he attracted
people like a magnet. He evoked love and
fascinaton in most of them. But in some- he
evoked envy. They envied him for his intellect,
appearance, success, culture and even black
velvet bow constantly pinned to his shirt,
which he wore so elegantly.

Envy in 1930s was an ominous factor in the
newly established unhealthy environment

of “Red Professors.” Neither talent, nor
intellectual resource supported pioneers of
pseudo-scientists, pseudo poets, and pseudo-
writers, panegyrists of the regime. In turn,
denouncing, writing anonymous letters and
pasquils or slandering were successfully used
for career advancement in Soviet countries
in 1930s. Vakhtang Kotetishvili, who was
founder of folklore studies, and worked in
the Section of folklore research, which he
established (then at the Rustaveli Institute

of Literature) a person was appointed as a
Head of the Section, a person “who could
not tell the difference between folklore

and literature, had no idea what a passport
of folklore text meant, who mentioned
Doctor Faust as a “Physician Faust” in his
monograph, as far as Doctor for him was only
“bolus”... and French Scientist’s surname
Bedier in his transcription sounded “Bedier”,
as he could not understand the obstinacy of
French —if they write damned “r” at the end
of the name, why they are lazy to pronounce
it?1” — Wrote Vakhtang Kotetishvili’s son,
literary figure Vakhushti Kotetishvili in his
memoir “My Earthly Life.”"

However, before this happened, Vakhtang
Kotetishvili managed to lay the foundation
for Georgian Folklor studies. In 1926-1936

* V. Kotetishvili. My earthly life. St. Petersburg. 2005.
p. 224,



he arranged the first expedition related to 83MarmIaNL 3MAEMIBIN
aD4am, AN, 57X70.5 L3

folklore studies first, round Tiflis suburbs, and 3 JMEIBN3INNL
later in Shida Kartli, Ateni, Algeti and Tedzma MIbAL LISINHIBS
Gorges, and Meskhet-lavakheti. In 1932 he PORTRAIT OF PARENTS
: ) OIL ON CARDBOARD. 57X70.5cm.
established a folklore archive in the Georgian OWNED BY V. KOTETISHVILI'S FAMILY

Museum. In 1934 he published the most
significant research “Folk poetry”, which was
equipped with brilliant scientific features —
indices and explanations of words, names,
geographical names, and authors. Today it

Is evident how important it was in 1930s to
look for Georgian folklore samples, to record
thern and create their archive base, when
collectivization and anti-people’s processes
were changing traditional way of living of

Georgian villages, when folk speech, was
EES, E

manarmdboe o aomenls ofar i 1934 S replaced by songs and rhymes about leaders

T and revolution. And Vakhtang Kotetishvili
AR o0 Ao St An (T managed to do this. What does it take that

A s e ORACED he was the first to publish full version of
atGaams, s imoalh oo = o e the masterpiece of Georgian folk literature

< “Rhyme about Tiger and Brave Young Man.”

Tents ynong Samples of falk poetry, explored with love,
turned out to be a shelter for him from

propagandist streams that swept Georgian
pictoral arts, literature, poetry and most of
cientific research and turned them into a

c par _,.)I_.|._’,
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Vakhtang Kotetishvili published his first article
in the Georgian press while he was a student.
This was an article “Social motifs in Archili’s
and David Guramishvili’'s works” published in
1913 in the newspaper “Sakhalkho gazeti”
(People’s newspaper). From 1913 until his
arrest, apart from folklore he was writing
about prose, poetry, art, sculpture, politics
and sociology. His first significant research
about Shio Aragvispireli was published in
1919, in 1924 — selected novels by Aleksandre
Kazbegi (in 2 volumes), it was followed by

a fundamental work “Aleksandre Kazbegi

and issue of his authorship” in 1925. In
1925-1927 three volumes of History of
Georgian Literature was published, in 1926
Niko Lomouri’'s novels were published with

V. Kotetishvili’s introductory letter, in 1928
Kotetishvili edited and published for the first
time a full collection of Grigol Orbeliani’s
poems and letters with remarks and critical
notes. He systematically published analytical
articles about current processes reflecting
Georgian artistic atmosphere, as well as
about the artistic works of lakob Nikoladze,
Gigo Gabashvili, Lado Gudiashvili, Elene
Akhvlediani and Niko Pirosmanashvili.
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VAKHTANG KOTETISHVILI
AND IOSEB GRISHASHVILI
WITH STUDENTS

GIORGI LEONIDZE STATE
MUSEUM OF LITERATURE
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In 1922 Vakhtang Kotetishvili, with diplomas
from two foreign universities and with
significant authority in scientific and
publication spheres, entered newly established
Academy of Arts in Tiflis at the faculty of
sculpture. He continued studies until 1928 in
lakob Nikoladze's class. After completion of
the Academy he prepared and gave his first
lecture on the history of sculpture for the
Academy students. At the same time he gave
course of lectures on folklore and poetics at
the State University. He also lectured at Kutaisi
Pedagogical Institute, traveled with lectures
in different towns — Gori, Batumi, Telavi. In
1830-1932 he was the Rector of the Academy
of Arts, chaired the Society of Georgian
Artists (1924-1929); he together with Dimitri
Shevardnadze established the department

of sculpture in the “Metekhi” Museum and
was managing it for years. As well as museum
activities Vakhtang Kotetishvili and Dimitri
Shevardnadze closely cooperated while
establishing Academy of Arts.

Vakhtant Kotetishvili’s sculptural works have
not fully reached present days. Part of them
were foregone to his tragic fate, and part

was ruined during the 1991 civil war, during

a fire in Kotetishvilis’ house. However, even
the smallest part that was preserved in

the family and collections of the Georgian
National Museum makes it evident that newly
established Georgian art lost an interesting
sculptor, who appeared by the end 1920s
and disappeared in 1937. These sculptures
are carved by an aesthete, in the broadest
sense, who is able to sense body, silhouette
and plastique and artistically convey them in a
flowing rhythm on bas-relief or in dynamically
moving forms of round sculpture. He is an
aesthete, who is based on his inner artistic
culture and whose absolute taste is revealed
in all aspects of his works.

The carved wooden figure of a “Kneeling
man” is placed on a graded base. A young
man holds his hands on his knees. From the
first glance, angle form base and artistry of



plastic form contrast of a body impresses
the viewer. The author reveals true sense
of composition through combination

of base scale with forms. Accentuated
disproportional length of hands in contrast
with the body, combines silhouette of the
figure into united flowing rhythm. The head
of the man is strongly bent in a way that
beard is spread over his chest and his face
cannot be seen. Such bent position of the
figure, face disappearing in the shade, slight
asymmetry of his shoulders fills the simple,
at a first glance, composition with plasticity
richness and deep emotion. This tragic
plasticity of the small form is unforgettable.
This is a drama delivered with a silent,
aristocratic self-control, with organic unity of
compositional segments and a monument
of sadness created by virtue of artistic

expressiveness.

One of the main themes of the
propaganda art in the 1930s was
reflection of a happy man living in
a Soviet paradise. But Vakhtang
Kotetishvili creates a sculpture
of a kneeled man, a desperate,
doomed person crushed by

the regime. “Kneeled man” by
Vakhtang Kotetishvili is the bitter
truth that the silent Georgian

art of that period ignored.

A few multi-figure
compositions are
preserved in the
collections of the
Georgian National
Museum and

the family of r—
the sculptor. .
In these stone

and alabaster

sculptures
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skin of the bodies are used

lakob Nikoladze sensed

Kotetishvili's teacher
\ seeing “Slaves” by WHITE NUDE
o MARBLE. 27.3X23X18cm.

OWNED BY V. KOTETISHVILI'S FAMILY

this method v

vher
Michelangelo and later learned at Rodin’s
on Finito.”
ob Nikoladze,
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flowing
rhythm, well-proportionally disseminated

0, Kot shvili seeks for plastic

S and dramatic dynamics. For

25 artistic methods

intercrossed rhythm of figures, sharp
NOWVi ts and their live placement in the
metric tructure of a composition
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His work “White Nude”— a nude
woman'’s body carved out of
marble is characterized with
tangible plastic firmness

and volume of forms. A
sharply curved body with
exaggerated forms and
proportions seems as if she
is in a process of struggling
and freeing herself from the
stone mass. Here, effective
contrast of the body with
natural texture of marble is more
expressive. “White Nude” as well
as embossed image of “Nude
man” can most probably

be regarded as the best
sample of the new

genre in Georgian

sculpture.

The author feels the
human’s body, but with an
absolutely different type of
artistic interpretation. This
is well depicted in two small
sized sculptures. These are nude

figures of standing women carved out of
marble. One is full face, another — full back
position. Figures created in bas-relief, which
remind replicas of goddesses or inspiration
of plastics read on ancient grave stones, cast
a spell on a viewer with the simplicity of the
form and at the same time artistic richness.

Fortunately V. Kotetishvili's several
sculptural portraits have been preserved.
“Father’s, llia Kotetishvili's Portrait” and

“Wife’s Portrait” are performed with realistic

portrait design. “Portrait of Aleksandre
Kazbegi” and “Young Woman" are done
with more dynamics, asymmetric placement
of plastic mass. From each art work
interestingly typified person looks at us.
Vakhtang Kotetishvili worked in Georgian
sculpture not anly as a Nudes distinguished
artist but as an interesting portrait painter.
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NINA DILEVSKA

PLASTER. 45.5X32.5X21cm.
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And with his fine arts V. Kotetishvili caresses
his family members: mother and father —
Ilia Kotetishvili and Ekaterine Bidzinashvili,
who sit at a table in the evening and think
about their children — Vakhtang, Gigo, Lado
and Ivlita. Modesty of the environment

and faces of old people show “democratic
aristocratism,”” as recalled by the artist’s
son, that characterized his father and was
originated from his parents’ ordinary and
dignified environment; his wife — beautiful
Nusia Dilevska, daughter of Aleksandra
Kartvelishvili and Polish lawyer Evgeni
Dilevski, with whom he was tied by true
love, happy years and three children; his
daughters — Leila and Manana, their childish,
nealthy faces, big black eyes and a bow,
with an inscription made with love “Father’s

woman.”

On 5th November 1937 Vakhtang Kotetishvili

“ V. Kotetishvili, My earthly life. St. Petersburg. 2005. p
122.
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PORTRAIT OF LEILA KOTETISHVILI
OIL ON CANVAS. 36.5X23cm.
OWNED BY V. KOTETISHVILI'S FAMILY
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was arrested. A Chekist car approached
their house late at night, as usual. His elder
daughter Leila witnessed her father’s arrest.
She was 14 then. Youngest son Vakhushti
was 2 years old. Middle daughter, Manana,
was in the hospital dying from leukemia and
had a few days left. Kotetishvili asked the
men, who came to arrest him to allow him
to see and say goodbye to his daughter, but
of course they did not listen.

The death sentence was issued on 17th
January 1938. He was accused of being a
member of counter-nationalistic, espionage,
subversive group of social-federalists. After
being tortured for a few months, he was
executed in March 1938. His family did not

neENENS
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know anything about his execution. His
mother continued to carefully collect parcels
to send to her son, as officially he was
known to be in exile. His family found out
about his death 19 years later.

One of Vakhtang Kotetishvili’s paintings is
named “ldyll.” Vakhtang Kotetishvili and
Nusia Dilevska are sitting on an armchair

in the beautiful garden. The sun is shining
brightly. Their children — Leila and Manana
are playing nearby. Their big and kind dog 15
lying in the front. The painter is leaning on the
back of the armchair, his hand is resting on
the arm of the chair and he is relaxing. All are
so calm, the sun is shining warmly, people fill
the painting with happiness and even the dog
is so devotedly guarding them, as if nothing
bodes how this idyll will be soon ruined. Nusia
Dilevska will die in labor, leukemia will kill
Manana, and the Soviet state will kill Vakhtang
Kotetishvili. His children will be raised with
the stigma — “people’s enemy’s children.”
Some part of family friends will be sacrificed
to repressions, and another part will back off
their visits, any relations and even greetings.

However, Vakhtang Kotetishvili’s colleague
and close friend, composer Dimitri
Arakishvili every Sunday used to visit the
children bringing groceries. And he started
to shout fearlessly from the street to make
everyone hear: “Kotetishvilis, | am coming,

L

open the door!

Vakhtang Kotetishvili was rehabilitated in 1956.
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LEILA AND MANANA KOTETISHVILI
OIL ON CANVAS. 69.5X50cm.
OWNED BY V. KOTETISHVILI'S FAMILY
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3. JMBIBNAINCETNL MAIbAL LOIIOIMIDY

PORTRAIT OF A YOUNG WOMAN
OIL ON CARDBOARD. 93,7X65.5cm.
OWNED BY V. KOTETISHVILI'S FAMILY
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8330CNL 3MAEAIBN
1927 B. JO0I00EN, BI6IdMN. 29.6X20.7 L
3. JMBEIBNBINCDNL MHEIbNL LISIOAIBY

PORTRAIT OF WIFE
1927. PENCIL ON PAPER. 29.6X20.7cm.
OWNED BY V. KOTETISHVILI'S FAMILY

dda0NL 3MAGMIGN
JSCICVEN, BIEISMN, 22X17 LD
5IENBINCINL MAEIbNAL LIJIMAIBS

PORTRAIT OF WIFE
PENCIL ON PAPER. 22X17cm

ETISHVILI'S FAMILY
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JBNL 3MEBMIGBN
&N, 65X50X21 by
<IBAL LISIN @I

DRE KAZBEG]|
21cm.
LI'S FAMILY




338NL, NCNY JMBIBNAINCINL IM&ABMIBN
MN3258NAN. 52X20X25 1,3
3. dMBIBNBINEINL MMIbAL LIJTOMIBS

PORTRAIT OF FATHER. ILIA KOTETISHVILI
PLASTER. 52X20X25¢cm.
OWNED BY V. KOTETISHVILI'S FAMILY
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B TBOBMEI JIENL 3MABMIBN
SMeNMIBTETN MIdIBNMAN. SOX25 5X24 L3
3. JMEISNBINCNL MAEIBAL LAJINAIBS

PORTRAIT OF A YOUNG WOMAN
TINTED PLASTER. 50X25.5X24cm.
OWNED BY V. KOTETISHVILI'S FAMILY




8na3aacen daemn
ddmaamNEmM. 26.5X14 La
3. JMBIGBNBINCTNL MEIbAL LISITAIBY

NUDE
MARBLE. 26.5X14cm.,
OWNED BY V. KOTETISHVILI'S FAMILY

JOEEM3MITBY
B3MISMNTDM. 28X17.5 LA
3. JM&IGBNAINEDNL M3RIBNL LISTMAMIBS

GODDESS
MARBLE, 2BX17.5¢cm.
OWNED BY V. KOTETISHVILI'S FAMILY



50

JMaaMsnisnsg
435, 42X30X26 L3

3. JMS3ENa3NENL MEESBNL LIJDMSTBS

OWNED BY

COMPOSITION
STONE. 42X30X26em
.. KOTETISHVILI'S FAMILY




JoN 3AMBNCEN
BMBMNMIBTETN MaddBNMA. 21.5X18.5 La
4. JMEIGNAINCDNL MXIBNL LSJDMMIBY

A WOMAN IN PROFILE
TINTED PLASTER. 21.5X18.5cm
OWMNED BY V. KOTETISHVILI'S FAMILY

ana3armn 833345uNL BNBT A
1923 6. &MENMIDTCN 323N AN
47.5X51.5 L3

3. JM&IBN3IINENL

MadbNL LOIDMAIBY

NUDE MAN

1923. TINTED PLASTER
47.5%51.5cm.

OWNED BY V. KOTETISHVILI'S FAMILY
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JMa3mMsnung

327 6 CRTCENT T Tl 45X34x%

3334MIIm MY JAM3BIrmN

I
L
80%233n

GEORGIAN N




JMaamsnuns
BaMddMmNM. 30X39X20 La
LIJdAMBIEML
0mM3BTCTN 80IT3N

COMPOSITION
MARBLE. 30X39X20cm.
GEORGIAN NATIONAL MUSEUM
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ababNMan 63&mM 39R65dD
M3833NMN. 80X 46 1,3
LadMOIBIC MY

IAM3BICN 33%37an

ACTRESS NATO VACH NADZE
PLASTER. 80X46¢m,
GEORGIAN NATIONAL MUSEUM




aMua43533 NN ddMOENdI
Moda3NAMN. 57.5X39 La
3. JM&IBNFINCTNL M3EIbNL LISJIMAIBS

DANCER LILI BARAMIDZE
PLASTER. 57.5X39cm.
OWNED BY V. KOTETISHVILI'S FAMILY
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“This deep and clear emotion goes with dull pain,

somewhat Kafka-like absurd feeling: Why?!”

Kafka-like absurd, which accompanied

not only the circumstances around Petre
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Gogi Khoshtaria®

PETRE OTSKHELI'S
EXECUTION RECORD
ARCHIVE OF THE MINISTRY OF
INTERNAL AFFAIRS OF GEORGIA

Otskheli’s death but the whole painful

Soviet history, is felt at present times as it
was felt in December 1937, when Otskheli

was ex

cuted. However, Petre Otskheli,

who showed up in Georgian theatre in 1927

still dwells there as theatre director Kote

janishvili wrote to him: “Death does not
word! Exactly what

is conquering death, or
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Marjanishvili first saw theatre decoration
created by Petre Otskheli in 1927 in the
Thilisi Workers’ Theatre. The performance
was staged according to A. Lunacharski’s play
“Arsonists” and student of the Academy of
Art Otskheli turned it into such a wonderful
scene, that Marjanishvili decided to work
with him. From 1927 till the Director’s

death (1933) they worked together on 15

performances. Among them are such Georgian

SbIMAIBMED a3dJaLN

1925 6. &N, BI0OIN. 70.8X49 LA
LyJIAMIIET ML MIIE ML,
3ILNINL. JNEMLI B
AMAIMBAIDNNL LabICaENDM
83%23an

YOUNG MAN

1925, OIL ON CANVAS, 70.8X49cm.
GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY
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scenic design masterpieces as: “Uriel Acosta”
(1929), “Beatrice Cenci” (1920), “Khadija”
(1930), “Master Builder Solness” (1931),
“Dumbs start talking” (1932), “Robbers”
(1932 was not staged), “Otello” (1933).
Totally Otskheli’s artistic heritage includes
scenic designs for 31 performances, graphic
sketches, a few paintings and decoration and
costurne sketches for L. Esakia’s film “Flying
Decorator”. He was twenty when he came to
the theatre and 30 — when died. And during
those incomplete 10 years his creative work
inherited an eternal place in the golden fund
of Georgian cultural heritage.

When viewing Otskheli’s works, one can see
how he sentenced himself to death. In the
Soviet Union 1930s when the only allowed
method in arts was socialist realism, the
main goal of arts — ideological “expediency,”
artistic language was deemed as formalism
— guilt, such creative work had no chance for

existence, and its author — for life. Despite

the fact that theatre, following its conditional

LHORSOIBN". RSBILIGI
1932 6. d5OAEN, BAAITEN
®3J6NJY. 16.7X39.8 La
LSdSAM3ACT ML MISE ML,
AULAINL, JNEMLS [
AMAIMBMIBNNL
LALIMEENBM 80%3TaN

“THE ROBBERS". SKETCH
1932. MIXED MEDIA ON PAPER
16.7X39.8cm.

GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY

A3BMIMMEMIBN

1935 6. JaMAI0EN, Babdaki
19.8X13.7 L3
LadamMaarm My M33& ML,
AULNSNL, JNBEMLS B
AMAIMBMIBNNL
LALIMIENBM 8I%IT8N

SELF-PORTRAIT

1935. PENCIL ON PAPER
19.8%13.7cm.

GEDRGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY
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nature, could accommodate creative freedom
more than other directions of art, Otskheli was

too much!

His sketches are creative works having
independent values. They ideally match
scenic concepts and entirely exist beyond
scene as well. Otskheli creates not anly
costume but also artistic image of the hero.
A human in Otskheli’s best sketches is a
meta-individual. This image penetrates into
the viewer’s consciousness with the one
and only impression and stays there forever.
Creative image of cunning, wise or noble

in Otskheli’s interpretation is absolutely
unlimited in its possibilities. Depicting with
such vigor the universality of an individual
in the creative form on the one hand was
an ingenious sample of creative thinking,
and on the other hand it was giving a slap to
Soviet ideology fighting with individuals.

In his best works Otskheli creates a gathering
image of inner nature and history of a hero,

LAJABAMRI RIGAN". RIBILIGN
1930 6. JaCACDEN, BIBIIMI.
LaddMMITCML MAISANL,
3JLNJNL. JNEMLY B
dM&AIMa&AIBNNGL

LOBIMAENBM aTwIJ8N

“BEATRICHE CHENCHI". SKETCH
1930. PENCIL ON PAPER
GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREQGRAPHY



-000BANRI RIBRN". RaBIBIGN
1930 6. J0DAMDEN. BIEIIMAN.
LIIAMTIBICML MISBANL
83LNJNL. INBMLS @3
IM&AIMBMIBANL

LIBICEENSM 83%3Tan

“BEATRICHE CHENCHI”, SKETCH
1930. PENCIL ON PAPER
GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY

L&NIBNL AbsNBn L3JIBHITNLMBNL -03MMmaan”
1530 6. 303N, BI6IIAN. 11X6 L3

La3dAMIATML M3sE AN, ILNSAL, JNBMLY @3
IMAIMBAHIBANG LILIMEENTM 83%27an

COSTUME DESIGN. "WHITES”

1930. PENCIL ON PAPER, 11X6cm
GEORGIAN STATE MUSEUM OF THEATRE,
MUSIC, CINEMA AND CHOREOGRAPHY
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generalizes it, frees it from any narrative and
turns it into a quintessence of an idea. And
these forms and ideas exactly express the
essence of a hero. At the same time Otskheli’s
creative language is very distinct and laconic.
This is why images created by Otskheli impress
both professional as well as dilettante. Most
likely a chekist censor whose cultural archive of
consciousness was limited only by propagandist
posters, and read literature with written
slogans, Otskheli’s works would provoke only
one idea: the author must be shot!

Sense of a human body and its plasticity
mostly stipulates uniqueness of artistic images
created by Otskheli. His manner of stylization
of forms with volumetric and plane segments
is distinguished by its ideal unity. Character

conveyed in one supple silhouette can be read

LJN%BN LIIBIIENLAOIBNL
.88963a0rmn LMEEEILNT
19316, dADIDEN. BABIIAN.
3433000, 22X31 L3
L3d3AMAAE ML N3G ANL.
83LNJ4NL, JNEMLS B
IMAIMBMIBNNL
LAbICBENSM 33%3T3N

STAGE DESIGN

“THE MASTER BUILDER”

1931, PENCIL, WATERCOLOUR ON
PAPER. 22X31cm.

GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY
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in each detail, each stroke. Dotted and distinct
line is faultlessly combined with rhythmic,
wavy insertions, and expressive character

of costumes creates tangible contrast with
structurally constructivist decorations.

Petre Otskheli’s short life blossomed in

three cities: in Kutaisi, which was one of the
Georgian important cultural area, in Thilisi,
where Irakli Gamrekeli, Elene Akhvlediani, Lado
Gudiashvili, David Kakabadze, Tamar Abakelia
and others worked in the theatre in the same
period and in Moscow, in the center of diverse
processes of modernism, which undoubtedly
influenced his creative work. Petre Otskheli
manages to ingeniously summarize modernism
putting it through his own prism of this cultural
stream and turns himself into its image-
monument, as far as his works are much more
than work of one individual. It is not accidental
thatin 1939, when he was not alive, at the
World Exhibition of Theatre Artists in London,
his sketches were awarded a Gold Medal.”

Petre Otskheli was arrested in Moscow. He
was there by invitation of Moscow Small
Theatre subsidiary Director V. Abashidze to
work on Friedrich Von Schiller’s “Intrigue
and Love.” V. Abashidze and G. Zhordania
were arrested together with him. Their court
hearings were held in Thbilisi. All three were
sentenced to death. They were accused for
absurd allegations — membership of counter-
revolutionary and terrorist organization
established by Moscow Small Theatre Director
Sergo Amaghlobeli. They were executed on
2nd December 1937.

The painter’s family was waiting for his arrival
for decades, as officially he served his sentence
in exile. The truth became obvious in 1991,
when theatre historian V. Kiknadze found Petre
Otskheli’'s formal note on execution at the
Archive of the Ministry of Interior.””

Petre Otskheli 1907-1937. Thilisi, 2007. P.28.

Zaalishwili. Mew information about biographies
vork of Georgian re sed painters. “Georgian
antiquities”. 2005, #7-8. P357

TgIMULIEN 8EI533N
1936 6. JODIEN, BI6ISAN,
3J35MIEN. 47.7X31.5 bd
L3S AMBIML MISBANL.
a0LNJNL, JNEMLY Bd
IMAIMdAHIBNNL
LOBICAENBM 80BIVEN

FLYING DECORATOR

1936. PENCIL, WATERCOLOUR
OM PAPER, 47.7X31. 5cm.
GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY
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19316. J50I N, BI6ISIMN,
3433MI0TN. 36.8X24.2 LA
LadammM3Im@ML MIdGANL,
gILNJNL, JNBMLS B
IMMmIMaAIBNNGL
LabIMaENSTM a0wIVEN

COSTUME DESIGN

“THE MASTER BUILDER"

1931. PENCIL, WATERCOLOUR ON
"-=._,__““_ | PAPER. 36.8X24.2cm.
. GEORGIAN STATE MUSEUM OF
i THEATRE, MUSIC, CINEMA AND
S| CHOREOGRAPHY
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dMMmIMaMmIBNNL
MIAENDBM 33ATaN

COSTUME DESIGN
E MASTER BUILDER"
ERCOLOUR ON
PAPER. 30X18cm,
E MUSEUM OF
5IC, CINEMA AND
CHOREQGRAPHY
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JMLENIaNL ALINoN

L333GHITNLM3NG HIRSEIBN"

1932 6. 35O N, BIAITCEN
BII6NJS. 40X19.5 L3
b3IIAMIIE ML MASSMNL
aILNJNL, INBMLS ©H
AMAIMaAmIBNNL
LABICTBENTM 80%023aN

COSTUME DESIGN. “THE ROBBERS”

1932, MIXED MEDIA ON PAPER
40X19.5cm.

GEORGIAN STATE MUSEUM OF

THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY
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WGty elicos Loesp

JMLGNIanNL dbdnsn

L3JdBASNLM3NG . 01001MIsN"

1930 6. JoCBCEN, BAMIICTN
&336N4d. 22.8X10.1 L3
LadoMM3ATML MISSMNL,
aILNJdnL. JN6MLY Lo
AMmIMSMmIBANL
LABIDBENSBM 80%378N

COSTUME DESIGN. "WHITES”
1530, MIXED MEDIA ON PAPER
22.BX10.1cm.

GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
OGRAPHY
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JML®naant dbdnsn
L3IBSIMNLOBNL HORIEISN
1932 6. JaMyeDEN, 33433020
@IJ6NJS. 38.9X19 L8
L3JSAMBIML MBS AL,
ajundnt, JNeMus By

dMIMams BN

LIbICMEENTM 80%B3T8N

COSTUME DESIGN. “THE ROBBERS”
1932, MIXED MEDIA ON PAPER
38.9X19cm.

GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY
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LOANE 9dMLBY”

1928 6 Ja@HC0EN, BIBIIAN,
3433432N, 25.5X13.5 L3
LIJIAMBIML T3S MNL, 3ILNJNL,
JNBMLY EY IMMIMBMIBNNL
LAbLIMAENSTM 82%IV3N

COSTUME DESIGN
"HURRIEL ACOSTA"

1928, PENCIL, WATERCOLOUR
ON PAPER. 25.5X13.5cm
GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY
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LITIBHS@NLMINGL . MBIM*

1933 6 da@IIDEN, BH6ISAMN,
AJ3SMIMN, 49X45 La
LIJIMMIITML MISE AN,
AILNSNL, JNEMLY @S
IMAIMEAIBNNL
LabIMEENBM 80%0T8N

COSTUME DESIGN
“OTHELLO"

1933, PENCIL, WATERCOLOUR
ON PAPER. 49X45cm.
GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY

JMu®NIant abdnwn
L32dBSJNLMBNL . 2IIBMNARD
RIBRN"

1930 6. 353N EN, BIMITN
&Id6N4. 29X20.2 LA
LdJSAMBI ML O3B ML, 3DLNINL.
JNEMLS By dAMMIMaMITNNL
LALICNAENSBM dVLITEN

COSTUME DESIGN
“BEATRICE CHENCI™

1930. MIXED MEDIA ON PAPER
29X20.2cm.

GEORGIAN STATE MUSEUM OF
THEATRE, MUSIC, CINEMA AND
CHOREOGRAPHY
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to “arrest all traitors’ wives... send them to

camps for 5-8 years and send children under 15

ody.” “Their isolation was

v explained, =" if it were not

done this way, they would have caused havoc in

the country lodging complaints.”

Raisa Abramia, one of the first women

) Georgia, lakob Nikoladze’s

arrested in 1937 and was

BNJM BNAMMLBI6IBINCTN
aMmames 6NN
238600

2745M. BIMN. 65.3X40.8 1.3
LdIIMMIITMU

9MM3BIEN 80%IT3N

NIKO PIROSMANASHWVILI

GIRL WITH A

RED TOY BALLOON

OIL ON CARDBOARD. 65.3X40.8cm.
GEORGIAN NATIONAL MUSEUM
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STANDING: G. TABIDZE, T. TABIDZE A. MIKADZE
GIORGI LEONIDZE STATE MUSEUM OF LITERATURE
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out of millions of “wives of people’s enemies,” who spent years in inhuman

conditions and slavery work in the camps of the regime.

Raisa and Archil were inseparable members of Tiflis artistic circles. Friends

of “Tsisferkantselebi” (Blue Horns) and futurists, owned a library of well-
known and rarest books, and were abducted by Pirosmanashvili’s art. In
Pirosmanashvili’s first published catalogue in 1926, it was indicated that
paintings — “Girl with red balloon,” “Iranian lion and sun,” and “ Roe deer with
a fawn by the brook” were owned by Archil Mikadze. Currently from these
paintings, two are kept at the National Museum. Raisa Abramia- Mikadze
handed over these painting to the Museum in 1934,

We cannot talk about Raisa Abramia-Mikadze's art works. None of her works
have reached us. They were sacrificed to the author’s tragic fate. Most of
them were lost in the 1930s or have been destroyed later. After returning
from exile she never returned to her profession. She left only memaories.
Memories of an innocent prisoner, narrated in a somewhat quiet manner, but
full of desperateness about the years spent in Soviet camp under torture and

humiliation.

Lost history. Memories about repressed women, Thilisi. 2012, pp. 283.227
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Really new, great communist art should grow
n this soil, which will create form, according

> the content”
V. Lenin
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continued living and working under rigid self-
censorship, developed as a result of the big
terror. At the same time a generation grown
up in Soviet Georgia came to the public arena
— people accustomed from their childhood
to pseudo-values and messianic faces of
leaders. For some of them freedom was a
legend whispered by their parents and only a
few adored this idea. Due to self-isolation in
the iron curtain boundaries and considering
everything different as an enemy, the notion
of freedom in the collective consciousness
was replaced by a deadly war against it.

Soviet society got another strong wave

of repressions from 1941, Painter Nino
Zaalishvili, due to ethnic factor of her German
husband was exiled to Kazakhstan™ together
with her children. Similarly, painter Maria
Hartsfield-Jajanidze spent years in exile in
Potma.” They shared the fate of sculptor

Lost history. Memories about repressed women.
SOVLAB. Tbilisi. 2012, pp. 380-400.
N. Zaalishvili. New data about biography and work of
Georgian painters. “Georgian antiquities”. 2005, #7-8
pp. 367-368.
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Vano Pataridze, repressed in 1930s, who is
the author of animalist sculptures located
in front of Vake Park in Thilisi. In 1947 Vasil
Shukhaev arrived in Thilisi after spending
10 years in exile together with his wife. Kiril
Zdanevich arrested on false denunciation
in Moscow served his sentence in Vorkuta.
He is the one who Georgia is grateful to
for discovering Pirosmanashvili, and whose
art work is the most significant chapter of
Georgian modernism; the youngest victim
of repressions, sculptor Otar Kremer never
arrived alive from exile. His arrest was
greeted enthusiastically by the participants
of the Party organization meeting on 17"
September 1936 at the Academy of Arts.”

Alongside with the liquidation of ideological
enemies and sending people into exile, art
censorship carefully kept an eye on the
processes in the arts field. Repressions

have not touched them literally though
David Kakabadze, Lado Gudiashvili, Valentin
Sherpilov, Aleksander Bazhbeuk-Melikyan
were under heaviest pressure in different

Archive of the Georgian Ministry of Interior. Fund

865, Description 1. #7. p. 62.

JNANE BEIBIINRN

N4

JICAEN, $I3IDMI. SBXB4 LI
LIJSAM3ICML

JAmM36ICTN 8V%2IJaN

KIRILL ZDANEVICH

OLD TBILISI

TEMPERA ON PAPER. 58X84cm.
GEORGIAN NATIONAL MUSEUM

JNANE BEIEIINRN

BB IMAMABN

1917 6. &NCM, BION. 135X135 LA
LadSAM3IC ML

0MMIBICN 80HITaN

KIRILL ZDANEVICH

STILL LIFE

1917, OIL ON CANWVAS. 135X135cm.
GEORGIAN NATIONAL MUSEUM




3o@adnol Soradme

JmbaFoemgbn 1936

@0 SEt

wosbabmndsbosb gthmag

106876

s lakalaslete
Sk

bagthmm

- OO
HoCT f.l[),.,r ]
—jeomzbgom

= 002000 b

e Mob
B A ALLE R o)t

-@..‘afu‘ug:\. ©a &

DEaEgbhm gnd

= ama. Adathommong
B0, Jutmye

periods. By the end of the 30-ies in the art
works of all generations dominated paintings
depicting socialist working process, building,
history of revolution, portraits of leaders. The
common image of Soviet art of this period is
distinguished by a dry realistic manner and
vulgar falseness, which is complemented by
thematically ordered primitive, frequently
even comic, inconsistency with art language:
“Reading a newspaper in collective farm”,
“Red army soldiers and youth of collective
farm are resting singing and dancing”,
“Setting up a radio in Svaneti by Red army
soldiers”, etc. In this regard the art of Stalin's
Soviet Union and Hitler's Germany stylistically
have similarities despite differences to some
extent. In both cases art processes and
tragedy of artists managed by totalitarian
consciousness are vivid.
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IVANE PATARIDZE
TIGER
SCALE MODEL. CLAY
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Georgia spent the most part of 20" century
within unprecedented tyranny under lengthy,
high scale cruelty. The image of Georgian art,
on the one hand extremely interesting, and
on the other hand full of challenges, can be
explained by the peculiarities of historical
and social contexts. In 1920s eradication

of the spiritual and military elite and attack
on peasants through collectivization in
villages, or the greatest blow in 1930-

1940s on the intellectual part of the society
caused emptiness and breaks in the logical
development of culture and left its noticeable
mark on the society. Georgian Soviet art, as
well as artistic processes, critics and teaching
methods are characterized by oppressing
personal and creative freedom. Of course,

in each generation of Georgian artists, there
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were eminent individuals, who despite the

pressure, remained devoted to main art

iin the common socialist realistic

picture their art brilliantly stands apart from
it. But there are none left, who did not have

D compromise

= art compromises creative

and human tragedy becomes more evident,

nies the fate of a citizen who

lives in a totalitarian country.
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