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Cven qarTul saqmes vakeTebT



talantis nebisyofa araerTxel daumarcxebia brZolis niWiT 
dajildoebuli usaxo Semoqmedis jiqur energias. boroteba 
xSirad sikeTis lozungiT ikafavs gzas. amitom tribunas ufro 
xSirad mebrZoli sinacrisfere ipyrobs da sxvaTa lanZRva-
ginebiT ikmayofileben sulier ambiciebs. maT aviwydebaT, rom 
adamianebi erTmaneTze siyvarulis niWiT maRldebian da ara 
sworad gamoZerwili yuriT da misi plastikuri RirebulebiT. 
mcdeloba imisa, rom profesiuli normebi gaiTiSos adamianur-
zneobrivi normebisagan da damoukidebel avtonomiad 
gamocxaddes, pirovnuli usaxobis borotebis gziT gadarCenis 
mcdelobaa. maRali zneoba ara marto yofaSi, aramed, upirveles 
yovlisa, SemoqmedebaSi fiqsirdeba da misi misia am zneobis 
mxatvrulad warmoCenaa.

The will-power of talent has many times been defeated by the obstinate 
energy of a featureless artist possessing the fighting spirit. The evil often 
fights its way forward on behalf of the good. That is why the orator’s 
platform is frequently occupied by the bellicose ignorami satisfying their 
spiritual ambitions by severely criticizing others. They forget that a man 
surpasses others by his talent for love and not by a correctly modeled ear 
and or plastic value thereof. The effort to divide professional norms from the 
human and moral ones and to declare them as the independent autonomy 
is the effort to save the evil by means of personal featurelessness. High 
moral standards are revealed not only in everyday life but, first and 
foremost, in the art, and they aim at artistically displaying those moral 
norms.
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 Some ten years ago or so a daring illusionist ventured to 
make The Mother of Georgians disappear on the day of the 
annual holiday of Tbilisoba; certainly for a shortest period 
of time…

The people in the government got startled and wouldn’t 
hear another word about it. They said The Mother of 
Georgians was the symbol of the unity of Georgia and they 
would not allow anybody to show magic tricks on it...

However, as Robert Musil has it, monuments have 
disappeared all the same.

The fact is that The Mother of Georgians by Elguja 
Amashukeli, whether we like it or not, remains a kind of 
paradigm of Georgian urban sculpture, the initiator of a new 
monumentalized topography of our urban landscapes and 
the legalizer of both the cultural silhouettes and the territorial 
ideologemes thereof which have been “twinkling” in the 
medial areas for quite a long time.

Elguja Amashukeli was the first artist who created, as a 
result of erecting The Mother of Georgia, the precedent of 
cultural imperative in our country.

And the cultural imperatives are not discussed as a rule.

This is the form of presumption: cultural imperatives relate 
to the field of negotiations.

It was with such kind of imperative that the monument to 
king Vakhtang the Gorgasali (Vakhtang the Wolfhead, the 

 am aTiode wlis win, erTma Citirekia iluzionistma 
`TbilisobasTan~ dakavSirebiT, `qarTvlis dedis~ gauCinareba 
moiwadina; cxadia, droebiT...

damfrTxalma xelisuflebam am `fokusisagan~ Sors daiWira_ 
`qarTvlis deda~ saqarTvelos erTianobis simboloa da sacirko 
nomrisaTvis ver davTmobTo...

arada, robert muzilis ar iyos, monumentebi, mgoni, isedac 
gauCinardnen.

faqtia, elguja amaSukeliseuli `qarTvlis deda~ sadReisod, 
mogvwons Tu ar mogvwons, qarTuli urbanistuli qandakebis 
Tavisebur paradigmad rCeba, Cveni saqalaqo landSaftebis 
axal monumentalizebul topografias rom daudo saTave, 
am landSaftebis kulturuli siluetebic daakanona da 
teritoriuli ideologemebic, raxania medialur sivrceebSi 
rom `cimcimeben~. 

`qarTvlis dedis~ saxiT amaSukelma pirvelma Seqmna CvenSi 
monumenturi kulturuli imperativis precendenti.

kulturul imperativebze ki, rogorc wesi, ar laparakoben.
esaa prezumfciis forma _ kulturuli imperativebi 

molaparakebis sferos ganekuTvneba.
aseTive imperativiT Semoabija Tbilisis sivrceSi vaxtang 

gorgaslis Zeglma.
amaSukeliseuli `gorgasali~ _ esaa mkacri gamzirva yovelive 

imisa, rasac `Tvali hkida~ mxedarma dedaqalaqis daarsebis 
momentSi.

da es unda yofiliyo sicariele...

`ra pataraa adamianis xelebi. ra umal iRlebian
isini da ra mcire dro aqvT momadlebuli

moZraobisTvis. im ori xelis naxva gwadia,
aTasobiT xeliviT rom icxovra, rogorc

xelebis mTelma amqarma, sisxam diliT rom
daadga am Semoqmedebis grZel gzas; da ikiTxav,

vis morCileben es xelebi, vin aris es adamiani~.
rainer maria rilke

“How small human hands are! How soon they get tired and 
how short time is assigned to them for moving. You wish to 

see the pair of hands having led the life like thousands of 
other hands, like a whole cooperation of hands, having set 

out the long journey of the creation early in the morning; 
and you will ask who those hands are subject to, who this 

man is.”
Rainer Maria Rilke

moqandakis xelisufleba
elguja amaSukelis kulturologiuri 

memorialis modeli

Power of Sculptor’s hand
Model of Elguja Amashukeli’s 

Culturological Memorial
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founder of Tbilisi) entered the space of Tbilisi.

The Gorgasali by Amashukeli designates the strict viewing 
of everything the horseman saw in the moment of his 
initiating the capital.

And this should have been the emptiness…

The emptiness but not “nothing”.

Neither nothing nor non-existence…

From the point of view of sculptural incarnation, the 
emptiness also takes part in the spatial “game” by way of 
planning or projecting the future places.

Henceforward the understanding of a kind of initial 
emptiness of space establishes itself in the ontopoetics of 
Amashukeli.

And it may be well that such emptiness has something in 
common with the essence of the places where his sculptures 
are erected.

Or maybe such emptiness is the eternal symbol of the 
“being” of these monuments and not the symbol of their 
invisible existence, their non-attendance.

Perhaps these monuments require the rhetorical figures 
of recalling or at least the invention of such deconstructive 
contexts which would newly represent their “sculptural” 
being.

And now, here comes the “brand” of Gorgasali-Amashukeli 
again!

“Horrible city, inhuman city”, said G. Fedotov about St. 
Petersburg in the 1920th.

These words go very well to the Tbilisi of today…

And still, if there are certain things that mark the existence 
of our capital, the monument to Gorgasali is certainly among 
them.

This image of the power, notwithstanding its emphasized 
impersonality, nevertheless contains a number of tints: the 
king’s image looks like a portrait.

By the way, the “portrait” of Gorgasali which was modeled 
separately, involuntarily brings up the association with the 
“Wolf’head”. 

The Gorgasali by Amashukeli is static indeed: solemnly 
fixed and invincible…

Ex-Statis does not fit to such an image!

And the rhythmics and intervalics of static verticals speak 
of the historical significance of the protagonist.

No sheer elegance at all!

 And, all the more so, no piquancy…

No shade of romantized air!

Everything is framed within the inference which is 
purposeful and monumentally defined.

Both “The Mother of Georgians” and “The Gorgasali” 
turned into the emblems right away.

Those emblems were visible on any kind of products made 
in the Soviet Georgia starting with the badges and ending 
with machine tools.

By the way, The Mother of Georgians was nominated for 
the Rustaveli Prize by the staff of the Kirov Machine-Tool 
Plant together with the Union of Artists’ and the Union of 
Architects.

It was a distinguishing feature of that epoch.

The Mother of Georgians seems to have no place of its 
own and, by the way, it even “swings” spatially…

While The Father of Georgia – The Gorgasali – stands 
fixed in its place! 

magram, sicariele sulac ar niSnavs `araras~.
arc araras da arc aryofnas.. .
skulpturuli gansxeulebis TvalsazrisiT, sicarielec ebmeba 

sivrcul `TamaSSi~, rogorc momaval adgilTa dagegmva Tu -  
proeqtireba.

amieridan, amaSukeliseul ontopoetikaSic mkvidrdeba sivrcis 
erTgvari pirveladi sicarielis gageba.

da iqneb, es sicariele exmianeba sakuTriv arss im adgilebisa, 
sadac misi qandakebebia aRmarTuli.

anda, egeb swored es `sicarielea~ am monumentTa ara imdenad 
uCinari arsebobis, dauswreblobis, ramdenadac maradiuli 
`aqyofnis~ simbolo.

SesaZloa, am monumentebs Tavad sWirdebaT gaxsenebis 
ritorikuli figurebi, Tundac imgvari dekonstruqtivistuli 
konteqstebis invencia anu gamogoneba, xelaxla rom warmog-
vidgens maT `Zeglur~ yofierebas.

ai, isev gamoCnda gorgasali_amaSukelis es `brendi~!
`Ужасный  город,  бесчеловечный  город!”_ gasuli saukunis 20-ian 

wlebSi aRmoxda g. fedotovs peterburgze.
es sityvebi dRevandel Tbiliss ufro Seefereba.. .
da mainc, Tuki raime migvaniSnebs Cveni dedaqalaqis arsebobaze, 

es _ gorgaslis Zeglicaa;
xelisuflebis am imijSi, miuxedavad xazgasmuli impersona-

lurobisa, marTlac bevri ramaa saxasiaTo _ xelmwifis xati 
lamisaa portretuladac ki gamoiyureba.

sxvaTa Soris, calke gamoZerwili gorgaslis `portretic~ 
brutaluri energetikiTa da raRac burdeliseuli maneriT 
Zalauneburad aRZravs `mglis Tavis~ asociacias. 

amaSukelis `vaxtangi~ diaxac, statikuria; sazeimod uZravi da 
dauZleveli...

Ex-Stasis aseT xats ar SeSvenis! 
da statikur vertikalTa ritmika-intervalikac protagonistis 

istoriul mniSvnelovnebaze metyvelebs.

elguja amaSukeli saxelosnoSi. 1968
Elguja Amashukeli in his studio. 1968
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araviTari SiSveli eleganturoba!
da miT ufro, pikanturoba.. .
araviTari romantizirebuli `fleri~!
yvelaferi mizandasaxuli da monumenturad gansazRvruli 

inferenciis kalapotSia moqceuli.
`qarTvlis dedac~ da `gorgasalic~ xeladve emblemad iqcnen.
es emblemebi amSvenebda `sabWoTa saqarTveloSi~ gamoSvebul 

yvelanair produqcias, dawyebuls samkerde niSnebiT, damTav-
rebuls CarxebiT.

sxvaTa Soris,  `qarTlis deda~ rusTavelis premiaze, mxatvarTa 
da arqiteqtorTa kavSirebTan erTad, kirovis saxelobis 
CarxmSenebeli qarxnis koleqtivmac waradgina.

dro iyo aseTi!
`qarTvlis dedas~ TiTqosda adgili ar gaaCnia; da, ase 

gansajeT, sivrculadac aqeT-iqiT `irweva~.. .
`qarTvlis mama~ _ gorgasali ki, `Tavis adgilzea~!
ase mgonia, `qarTvlis deda~, rogorc mdedri gamudmebiT 

amowmebs, dgas Tu ara Tavis adgilze gorgasali, rogorc 
mamri.. . 

pirveli maTgani 1958 wels aRimarTa; meore _ 1967 wels.. .
mas mere, dedaqalaqic Seicvala.. .
`qarTvlis dedam~, mogviano saavtoro redaqciiT, SedarebiT 

mdedruli ieri miiRo; maskulinuri imiji femininurad 
gadaxalisda (Tumca, me mainc `Zveli~ merCivna!).

`gorgaslis~ saxecvlilebis dinamika ki instituciuri 
rakursebis mxrivac ar gamoxatula _ metexic Tavis adgilze 
dgas da Zireuli `Tbilisuri teqstic~ ucvlelia.. .

samagierod, `gorgaslidan~ TiTqmis sami aTeuli wlis Semdeg 
quTaisSi dadgmulma `daviT aRmaSenebelma~ Seicvala konteqsti.

saerTod, xeTuri `pirvas~ tipis arqauli miTologiur 
-ritualuri xatebidan anda e.w. `Trakiuli~ mxedridan antikur 
markus avreliusamde `cxenosnebi~ gamudmebiT icvlidnen 
dislokaciis adgils.

ai, gorgasali ki, erTsa da imave adgilasaa `marad da marad~.. . 
samagierod, Tavad imiji xelmwifisa, masTan miaxloebisa 

da daSorebis kvalobaze, Tvalsa da xels Sua icvleba; 
qandakebis `Sinagani~ sivrce, Caketili da miukarebeli, odnavi 
dacilebisTanave `Ria~ xdeba; da recefciis es etapebic ukve 
TavisTavad mianiSneben ZeglTan da mis `gare~ sivrcesTan 
erTgvari samayureblo TamaSis partituraze;

esaa sivrcis Sinagani lokalizaciisa da adgilad qcevis is 
`texne~, romlis iSviaTi niWiTac amaSukeli Tavidanve gamoirCa 
Tavis TaobaSi; talanti, romliTac igi ostaturad operirebda 
da uklebliv yvela monumentur opusSi gvTavazobda aRqmis 
dinamikurad cvalebad seriebs, sivrcul horizontze 
amoZravebul statikur emblematur xatebs; dedamiwis zolidan 

To my mind, The Mother of Georgians, being a female, 
permanently checks whether the Gorgasali, a male, is still 
there…

The first one was erected in 1958, while the second one 
in 1967…

Since that time the capital has underwent changes…

The Mother of Georgians also underwent changes later by 
the efforts of the author himself and became more womanly: 
the masculine image was transformed into the feminine one 
(although I gave preference to the “old” version!).

As for the dynamics of the modification of The Gorgasali, 
it has not revealed itself even with respect of institutional 
angles: The Metekhi Church still stands in its place and the 
basic “text of Tbilisi” is yet unchanged…

But then, the monument to King David the Agmashenebeli, 
erected almost 3 decades later in Kutaisi, has changed its 
context.

Generally, the horsemen always used to change their 
location starting from the archaic mythological ritual icons 
of Hittite Pirwa type or the so called Thracian rider to the 
antique Marcus Aureilus.

As for the Gorgasali, it still stands in its right place – “ever 
and ever”…

However, the image of the king gradually changes 
depending whether you approach it or retire. The “inner” 
space of the sculpture, closed and hard-to-reach, becomes 
“open” as soon as you move off a little; and these stages of 
reception indicate the score of a kind of spectator’s game 
with the “external” space of the sculpture.

This is the “techne” of internal localizing of the area and 
its transferring  into a place which, the exceptional talent of 
Amashukeli distinguishing him among his contemporaries, 
the talent which he skillfully operated thus offering the 
dynamically changeable series of perception in all of his 
monumental opuses, the  static emblematic icons set in 
motion on the spatial horizon, the phallic symbols erected 
from the earth line and fixing the internal space like the side-
scenes - the space where from the unrestricted, direct view 
to the sculpture is opened.

This is the first sign of meeting a sculpture.

This is the sign which marks the Gorgasali.

Another matter is the viewing of a sculpture via circular 
movement, i.e. in a roundabout way and not via direct, linear 
approaching...

The sculptor does not leave any of such roundabout ways; 
the monument of “The Tiger and the Brave Young Man”, 
reminding us Gustav Vigeland, is so much blended in the 
contexts of the crossroads that it does not let you enter its 
“internal space”, does not allow to sense and feel it.

Even the Pirosmani knelt with “benevolent modesty” as 
Parmenides would have it, with his head drawn into the 
shoulders, presents itself as self-sufficient, not allowing us 
to come near.

By the way, similarly self-sufficient is the Gorgasali’s 
horse, whose architectonic body constructed according to 
the “Cube” principle of Mesopotamian sculptures, with its 
lowered neck and its head drawn into the strong shoulders 
like the Assyrian or Percepolian horses, must mean the 
heavy yoke of the horseman, while the horseman himself 
embodies the king observing from the horizon of the 
observator within himself – the king who stands or, to be 
more precise, is fixed in the standing of the horse as the 
representative of his own self;

He is fixed or is sitting on the horseback…

That is why the Gorgasali is so erected, so imposing and 
so prominent...

And similarly prominent is the sculptor …

elguja amaSukeli saxelosnoSi. 1958
Elguja Amashukeli at his studio. 1958
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azidul falosur simboloebs, Taviseburi kulisebiviT rom 
sazRvraven Sinagan sivrces; sivrces, saidanac gadaiSleba 
daubrkolebeli pirdapiri xedi _ Zeglze.

esaa ZeglTan Sexvedris pirveli niSani; 
da es niSani azis `gorgasals~.
sul sxvaa Zeglis moxilva ara pirdapiri, linearuli midgomiT, 

aramed wriuli moZraobiT, anu SemovliT...
aseT SemovliT gzebs moqandake principulad ar gvitovebs; 

`vefxisa da moymis~ monumentSic, gustav vigelandiseul 
asociaciebsac rom iwvevs. qandakeba isea `Cawerili~ 
gzajvaredinul konteqstSi, rom ar giSvebs, Sexvide mis `Sinagan 
sivrceSi~, bunebrivad anu emociurad SeigrZno da ganicado es 
sivrce.

firosmanic ki, Tavisi, rogorc parmenide ityoda, `keTil-
ganwyobili krZalviT~ muxlmoyrilic da mxrebCamoyrilic, 
Tavis TavSi `mrComad~ warmogvidgeba da siaxloves ar gvikarebs.

sxvaTa Soris, aseTive Tavis TavSi mrComia gorgaslis 
cxenic, romlis mesopotamiuri qandakebis `kubis” principiT 
konstruirebuli arqiteqtonikuri sxeuli, qedmodrekili 
anu asiriisa Tu persepolisis cxenebiviT, mZlavr korpusSi 
Carguli TaviT, mxedris mZime uRelsac unda aRniSnavdes, Tavad 
mxedari ki, Tavis TavSi mdgomi observatoris Tvalsawieridan 
ganmxilvel xelmwifes, Tavisi Tavis warmomadgenlad rom dgas, 
ufro zustad Ca-mdgaria cxenis dgomaSi;

Ca-mdgaria, anu zis cxenze.. .
amitomacaa gorgasali ase welgamarTuli; warmosadegi; da 

gamo-Cenili.. .
da moqandakec, gamo-Cenili...
asea Tu ise, amaSukeli, mudam `analitikurad~ gangvisazRvravs 

Zegl-Tan (da ara Zegl-Si) yofnis moduss, romelic ara mxolod 

kulturologiuri da gnebavT, sociologiuria, aramed, rac 
yvelaze arsebiTia, ontologiuri.

sxva `narativia~ is, rom es Zeglebi, maTi `Sinagani~ sivrcis 
sazRvrebze - kulisebis simaRlis darad icvlian masStabs da 
TandaTanobiTi da `xanieri~ miaxloebisas `izrdebian~.. .

amaSukeli, upirveles yovlisa, Tbilisis moqandakea; swored 
mas xvda wilad dedaqalaqis monumenturi saxeldeba.

ase moipova elguja amaSukelma moqandakis xelis ufleba.
amasobaSi, moqandakis xelis ufleba xelisuflebis moqandakis 

angaJirebul statusTanac gairiTma.
amaSukelma `gorgasliT~ SeZlo xelisuflebis nebis 

damajerebeli reprezentacia; gorgaslis xelis uflebis JestiT 
damkvidrda, rogorc sakuTari xelis uflebis moqandake.

gorgaslis zeaweuli xeliT amaSukelma Cvens monumentur 

vaxtang gorgasali. 1959-1967. brinjao. Tbilisi 
Vakhtang Gorgasali. 1959-1967. Bronze. Tbilisi 

One way or another, Amashukeli is always “analytical” in 
determining the modus of our being near the monument (not 
in the monument) which is not only the culturological and, 
if you wish, the sociological but the ontological modus, the 
most essential thing.

Another matter is that these sculptures, on the boundaries 
of their “internal” spaces, change their scale like the side-
scenes and “grow” as we approach them gradually…

First and foremost, Amashukeli is the sculptor of Tbilisi; it 
has fallen to his lot to monumentally name the capital.

That was how Elguja Amashukeli won the power of 
sculptor’s hand.

Meanwhile the power of sculptor’s hand became rhymed 
with the status of the sculptor engaged by the state power.

Amashukeli managed to trustworthily represent the 
government’s will in his Gorgasali: the gesture of Gorgasali’s 
powerful hand entitled him to become established as the 
sculptor possessing the power of hand.

Amashukeli, with the arisen hand of Gorgasali, introduced 
and established the discourse of the power as of the culture 
in our monumental sculpture, of the power which implements 
the ruling as such in the culture.

The ruling indeed conveys the implications stipulated by 
the power: the strength and the governing, the kingship and 
the magnanimity.

These implications will later flash in the forward gesture of 
the Lionman erected in Gori city where such powerfulness of 
the hand may even be associated with a kind of “gymnastics”.

And (that is the most significant) a sculpture is an instrument 
for conquering the space for Amashukeli. The sculpture itself 
realizes the space and wields power thereover.

In short, a sculpture conquers space, and such conquest 
provokes the man to completely subordinate the space.

In this respect a sculpture is a form of expressing of the 
space and, at the same time, a form of expressing the 
sculptor. Meanwhile, whereas the essence of the space 
itself is not defined yet, the term “artistic space” seems the 
more obscure.

Amashukeli’s Gorgasali was the first of our sculptures to 
voice the meaning of the space as of the place-releasing – 
the space which, in its turn, leads us to particular places, the 
places ready to be inhibited.

This is how the space makes room for “something” thus 
giving possibility to such “something” to establish itself as 
the openness and enabling it to become prominent…

This is how we approach his majesty space and the 
ontothematism of its governor sculpture step by step.

And everything is settled by the capacity, the complete 
capacity which does not divide the space, where the 
“surface” neither covers something “internal” nor confronts 
it to “external”…

And at this point the thing that used to be called the 
capacity completely loses its name.

Thus spoke Heidegger.

Rodin treated his creations just like the space treats the 
things having thrown themselves in the mercy thereof during 
many centuries…

And thus spoke Rilke. 

In Amashukeli’s monuments the space is “occupied” (and 
held) by the limited openhandedness, and in this regard his 
sculptures are characterized with a kind of constraint.

The sculptor presents the things visible from far away and 
surrounded not only by the adjacent area but by the limitless 
heaven as well. Each of his sculptures, standing against the 
background of the heaven does not reflect the distance by 
its living surface but stays alone in the silent eternity of the 
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qandakebaSi Semoitana da daamkvidra pyrobis, rogorc 
kulturis diskursi; pyrobisa, romlis meoxebiTac kulturaSi 
xorcieldeba batonoba, rogorc aseTi.

diaxac, batonoba gamoxatavs xelis-uflebaSi nagulisxmev 
implikaciebs: Zalas da mpyrobelobas, zeobas da didsulovnebas.

da es implikaciebi mogvianebiT kvlavac gaielvebs gorSi 
aRmarTuli lomkacis winmswrafvel JestSi, sadac es xel-
mpyroboba erTgvar `tan-varjiSTanac~ ki SeiZleba asocirdes.

rac mTavaria, amaSukelisaTvis TviT qandakebaa sivrcis 
pyrobis instrumenti. qandakeba Tavad axorcielebs sivrces da 
batonobs masze.

mokled, Tavad qandakeba ipyrobs sivrces; es ukanaskneli ki, 
adamians sivrcis saboloo damorCilebis provocirebisken 
ganawyobs.

am gagebiT, qandakeba sivrcis erTgvari gamoTqmis formacaa; 
da imavdroulad, TviT moqandakis gamoTqmis formac. xolo, 
amasobaSi, imdenad, ramdenadac TviT sivrcis sakuTrivi arsi 
ar garkveula, termini `mxatvruli sivrce~ miT ufro bundovani 
rCeba.

amaSukeliseul `gorgasalSi~ Cvens qandakebaSi pirvelad 
gaiJRera sivrcis, rogorc adgilTa gamoTavisuflebis notam; 
sivrcisa, romelic Tavis mxriv, atarebs (da dagvatarebs) 
calkeul adgilebSi; adgilebSi, gasacxovrisebisTvis rom arian 
gamzadebulni.  

ase uTmobs sivrce adgils.. . `raimes~; gasaqans aZlevs am `raimes~, 
rogorc Riaobas, SesaZleblobas aZlevs, gaxdes Tval-saCino...

ase, nabij-nabij miveaxlebiT mis udidebulesoba sivrces da 
misi TviT-mpyrobeli qandakebis ontoTematizms.

yovelive ki, moculobiT wydeba; mTliani moculobiT, romelic 
aRar anawevrebs sivrces, sadac `zedapiri~ aRar mosavs raRac 
`Sinagans~; aRar upirispirebs `garegans~.. . 

ai, am punqtSi ki, is rac iwodeboda moculobad, kargavs Tavis 
am saxels.

ese ityoda haidegeri.
rodeni ise eqceoda Tavis qmnilebebs, rogorc sivrce eqceva im 

sagnebs, saukuneobiT sivrcis amara rom STenilano...
es ukve rilkea.
amaSukeliseul monumentebSi sivrce limitirebuli xelgaxsni-

lobiTaa `dakavebuli~ (da Sekavebulic) da am gagebiT misi 

space.

In every particular case Amashukeli applies a well-
considered gesture for his protagonist to held the space 
rather than to use the lively modeled surface; however, he 
still manages to make the high higher and the deep deeper 
by taking advantage of the culminating points of the surface.

And again, the “plastics” gives place to the “sculpture”; the 
“line of Rodin” is defeated by the “line of Maiolil”, although 
the self-sufficient vital energy of the form still gains strength 
at the cost of empty space.

On the other hand, Amashukeli “estimated” from the 
very beginning that a monument was a dimensional and 
cartographic projection of a landscape space as well as 
a means of aesthetic, historical, cultural and geopolitical 
regulation thereof.

Amashukeli’s sculptures are involved in the virtual mode 
of space arrangement and act, like some monumentalized 
maps, as the territorializers of the space, the administrative 
markers thereof and even as the virtual motive forces. 

The monumentalized territorialization helps the city 
dwellers to subconsciously identify themselves as the 
citizens and feel themselves the city inhabitants.

It may be said that Amashukeli has newly legalized the 
status of a city to a number of inhibited areas of Georgia by 
applying the power of his hand.

This is how the topos of meeting the real and the unreal, 
the history and the modernity is being constituted - the topos 
or the place without which no political, cultural, social or 
even militaristic strategy would be possible.

An integrated territory with political and cultural status 
implies two kinds of landscape: rural and urban ones.

In the first one the Terra Mater is the supreme value with 
other symbolic forms of the being accompanying it.

The second one – the city – is quite projectable which 
certainly does not exclude the factor of spontaneous 
irrationalism.

At any rate, the urbanistic topology is characterized by 
rigidity and ideal sturdiness which fills the urban forms of 
Dasein-type with hysterical and neurotic contents and 
involves the nostalgia for actual and profound relation to the 
body of Mother Earth.

As for a seaport, it is another story!

Near the city of Poti, in Maltakva, in his Memorial to the 
Hero Seamen Amashukeli tries (jointly with his inseparable 
architect Vakhtang Davitaia) to apply the simulacrum of 
sea waves in order to subdue the space deprived of any 
reference points and to localize it, i.e. to construct it as a 
“place”.

Unlike the Mother Earth and the archaic depth thereof 
the urban landscape lacks the transcendent vista; and the 
monumental “text” to be inserted into such landscape needs 
to be ideal, sterile and schematic.

And Amashukeli is aware of it (indeed, he is!)…

The “cold”, extraneous linearity and the synchronization of 
vertical and horizontal lines of his monumental compositions 
correspond to the rational rhythm of urban landscape, 
naturally unreadable in the models.

It is really so that a monument is uncompleted, unfinished 
in the main in the model and even in the natural-size version.

Only the space is able to complete such sculpture, to 
determine the tessitura - the height of the voice - of sculptural 
timbre. 

All of the Amashukeli’s sculptures, notwithstanding their 
uneven artistic value, are completed only in the space. Only 
the “spatial temple” and the acoustic continuum thereof can 
verify the pitch of monument’s sounds, the clearness of 
sculptural “tessitura”.

gamarjvebis memoriali. 1967. brinjao. foTi (malTayva) 
Memorial of Victory. 1967. Bronze. City of Poti (Maltakva)  
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qandaknic erTgvari SemoWilobiT xasiaTdebian.
moqandake Tvalwin gvidgams SoriT xilvad sagnebs, garemoculs 

ara oden axlomdebare sivrciT, aramed ukidegano zeciTac; 
oRond, am zecis fonze, misi qandakebebi cocxali zedapiriT 
ki ar aireklaven SoreTs, aramed martodmarto dganan sivrcis 
mdumare maradisobaSi.

yovel calkeul SemTxvevaSi, amaSukeli Tavisi protagonistebis 
zedmiwevniT `mofiqrebuli~ JestiT ufro akavebs sivrces, vidre 
cocxlad naZerwi zedapiriT, Tumca zedapiris kulminaciuri 
wertilebiT mainc axerxebs amaRlebulis amaRlebas da 
CaRrmavebulisaTvis meti siRrmis miniWebas.

`plastika~ amjeradac `skulpturas~ uTmobs adgils; `rodenis 
xazze~ aqac `maiolis~ xazi mZlavrobs, Tumca formis TavisTavadi 
vitaluri energetika mainc carieli sivrcis xarjze ikrebs 
Zalas.

meore mxriv, amaSukelma Tavidanve `gaTvala~, rom monumenti 
landSafturi sivrcis moculobiT-kartografiuli proeqciacaa 
da am sivrcis ara mxolod esTetikuri, aramed istoriul-
kulturuli da, gnebavT, geopolitikuri mowesrigebis formac.

amaSukeliseuli Zeglebic sivrcis organizaciis amgvar 
virtualur reJimSi arian CarTulni da rogorc monumen-
talizebuli rukebi, TviT am sivrcis teritori-alizaciis, maTi 
administratiuli markerebis, simbolur moZraobaSi momyvani 
berketebis rolsac ki asruleben.

qalaqis mkvidri qvecnobierad, sakuTriv monumentalizebuli 
teritorializaciis meSveobiTac axdens erTgvar TviTiden-
tifikacias, moqalaqed - qalaqis mkvidrad TviTgancdas.

SeiZleba iTqvas, rom amaSukelma Tavisi xelis uflebiT 
saqarTvelos araerT dasaxlebul punqts xelaxla daukanona 
qalaqis statusi.

ase konstituirdeba realurisa da irealuris, istoriisa 
da Tanamedroveobis Sexvedris toposi, anu adgili, romlis 
gareSec nebismieri politikuri, kulturuli, socialuri da 
Tugind, militaristuli strategia SeuZlebeli iqneboda.

politikur-kulturuli statusiT erTiani teritoria orgvar 
landSafts - ruralursa da saqalaqos - gulisxmobs.

pirvel maTganSi uzenaes Rirebulebad iTvleba Terra mater da 
misi Tanamdevi, yofierebis sxva simboluri formebi.  

meore maTgani qalaqi ki, proeqtantulia, gegmarebadi, rac, 
cxadia, spontanuri iracionalizmis faqtorsac ar gamoricxavs.

yovel SemTxvevaSi, urbanistul topologias simkacre da 
idealuri ukompromisoba axasiaTebs, rac Dasain-is qalaqur 
formebs isteriul-nevrotiuli SinaarsiTac avsebs da 
deda-miwis sxeulTan aqtualur-siRrmiseuli mimarTebis 
nostalgiasac gulisxmobs.

ai, sul sxvaa saporto qalaqi!
  foTTan, malTayvaSi, e.w. gmir mezRvaurTa memorialSi, 

amaSukeli (Tavis ganuyrel arqiteqtorTan _ vaxtang 
daviTaiasTan erTad) zRvis talRebis plastikuri simulakriT 
cdilobs uorientiro sivrcis damorCilebas da mis 
lokalizacias _ `adgilad~ konstruirebas.

  dedamiwisa da misi arqauli siRrmisagan gansxvavebiT, 
qalaquri landSafti transcendentur perspeqtivas moklebulia; 
da aseT landSaftSi Casaweri monumenturi `teqstic~ mkacri, 
idealuri, steriluri da sqematuri unda iyos.

  es icis (diaxac, icis!) amaSukelma.. .
  qalaquri landSaftis racionalizebul ritms Seesatyviseba 

misi monumenturi kompoziciebis `civi~, araorganuli 
xazobrioba, vertikalebisa da horizontalebis sinqronizacia, 
rac bunebrivia, eskizSi ver ikiTxeba.

  asea, eskizSi (da modelSic) monumenti dausrulebelia; 
principulad dausrulebeli.

  aseT qandakebas mxolod sivrce asrulebs; sivrce adgens 
skulpturuli `tembralobis~ tesituras _ xmis simaRles.

  amaSukelis yvela qandakeba, TavianTi araTanabari mxatvruli 
Rirebulebis miuxedavad, mxolod sivrceSi sruldeba; sakuTriv 
`sivrcis taZarSi~ da mis akustikur kontinuumSi SeiZleba 
Semowmdes monumenturi bgerebis simaRle, skulpturuli 
`tesituris~ sisufTave.

  qalaquri landSafti imiTac ewinaaRmdegeba ruralurs, 
rom igi maradiulobis sxvagvar simbolur diskursebsa da 

There is one more aspect where the urban landscape 
contradicts the rural one: it is the expression of other 
kinds of symbolic discourses of eternity and of the thought 
accumulated in the metaphoric constructs. 

Thus Amashukeli managed to discover such paradigm of 
urban landscape sculpture that proved to be fully effective 
within the frame of his artistic method.

He also managed to form such inorganic – structurized 
tectonics – variety of monument which almost does not react 
to the natural soil.

He was destined by the fortune to play the role of a sculptor 
who would meet the demands of the government bodies and 
express the discourse thereof embodying at the same time 
the aesthetics of moderate épatage with caution, tact and 
correctness (or, to be more precise, political correctness).

The highly respectable professional and the master of 
refined compromise had never been a radical and that was 
why the society almost painlessly bore his monumental 
injections given in the most sensitive points.

Let us take, for example, the psychoanalytical context of 
his Mother of Georgians for which the author should not 
be held liable: he was a blind weapon in the hands of the 
collective subconscious like the sword deconstructed into a 
naked phallic symbol. 

Not a single monument by Amashukeli had grown into a 
cast iron scandal, although those monuments always ran 
the danger of being dismantled sooner or later.

This is a hereditary syndrome of our chaotic society 
for which a monument means temporariness instead of 
reflecting eternity. 

This is a kind of form of protest against the power of 
sculptor’s hand, the desire of a citizen to reserve the right 
of destroying a monument (since he has not got the right 
to erect it).

Amashukeli’s method confirms that the logic of a sculpture 
is inseparable from the logics of a monument.

didebis monumenti. 1965-1967. brinjao. foTi  
Monument of Glory. 1965-1967. Bronze. City of Poti 
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metaforul konstruqtebSi akumulirebul sazriss gamoxatavs.
  ase rom, amaSukelma moaxerxa, moeZebna urbanistul-

landSafturi qandakebis imgvari paradigma, romelic misi 
SemoqmedebiTi meTodis CarCoebSi bolomde `muSaobda~.

  amasTan, man SeZlo gamoeyvana monumentis iseTi araorganuli 
struqturirebul - teqtonikuri `jiSi~, romelic bunebrivi 
niadagis mimarT TiTqmis aRar reagirebs.

  fortunam swored mas arguna, Seesrulebina im 
moqandakis roli, romelic oficiozis moTxovnilebebsac 
daakmayofilebda, xelisuflebis diskurssac gamoxatavda da 
imavdroulad, frTxilad, taqtianad (polit)koreqtulad 
ganasaxierebda zomieri epataJis esTetikas.

  es respeqtabeluri profesionali da rafinirebuli 
kompromisis ostati arasodes yofila radikali; da amitomacaa, 
rom sociumi TiTqmis umtkivneulod itanda koleqtiuri 
aracnobieris Tundac yvelaze mgrZnobiare punqtebSi naCxvlet 
mis monumentur ineqciebs.

  ai, Tundac `qarTvlis dedis~ fsiqoanalitikuri konteqsti, 
romelze `pasuxic~, cxadia, avtors ar moeTxoveba _ igi iseTive 
brma iaraRia koleqtiuri aracnobieris xelSi, rogorc 
gaSiSvlebul falosur simbolod dekonstruirebadi maxvili.

  amaSukelis arc erTi monumenti ar gadazrdila brinjaoSi 
Camosxmul skandalSi; Tumca, es monumentebi farulad mudam 
atarebdnen adre Tu gvian maTi demontaJis safrTxes.

  da esec Cveni qaosociusis memkvidreobiTi sindromia, 
romlisTvisac nacvlad imisa, rom monumenti aRbeWdavdes 
maradisobas, piriqiT, aRniSnavs droebiTobas.

  es, garkveuli gagebiT, moqandakis xelis uflebisadmi gaweuli 
protestis formaa, rigiTi moqalaqis survili - monumentis 
aRmarTva Tu ara, misi Camogdebis ufleba mainc daitovos.

  amaSukelis `meTodic~ adasturebs: qandakebis logika 
monumentis logikisgan ganuyofelia. 

  qandakeba memorialuri reprezentaciaa, garkveuli 
adgilebisTvisaa gamiznuli, da mowodebulia simboluri eniT 
mogviTxros TviT am adgilTa semantikaze; maT mniSvnelobasa 
da daniSnulebaze.. .

  amaSukelis yvelaze Zlieri da tipuri aspeqti xelovnebis 
Genius loci anu, moqandakisave definiciiT, `meeqvse grZnobaa~ 
(Tumca, fsiqologiaSi aTi grZnoba gamoiyofa).

  yovel SemTxvevaSi, adgilis sulis gancdaa, `kamerul-
instrumentul~ qandakebas monumenturi `oratoriisagan~ rom 
ganasxvavebs.

  orad oria aseTi moqandake XX saukunis qarTul skulpturaSi 
_ amaSukeli da berZeniSvili; berZeniSvili da amaSukeli.. .

  diax, monumentalistika _ par excellence usaxelo sivrcisaTvis 
saxelis darqmevis, dasaxelebis (da dasaxlebis) aqtia, adgilad 
qcevis, sivrcis dalagebis, misTvis topologiuri garkveulobis 

A sculpture is a memorial representation intended for a 
particular place, and using a symbolic language to talk of the 
semantics, the significance and the purpose of that place…

The strongest and the most typical aspect of Amashukeli 
is the sense of genius loci of art or, according to the sculptor 
himself, the “sixth sense” (although psychology differentiates 
10 senses).

One way or another, it is the sense of genius loci that differs 
a “chamber instrumental” sculpture from a monumental 
“oratorio”.

There were but two of such sculptors in the 20th century 
Georgian sculpture: Elguja Amashukeli and Merab 
Berdzenishvili…

Yes, the monumentalistics is par excellence the act of 
naming an unnamed space, the act of transforming it into a 
place, the act of arranging the space and the act of assigning 
a topological definiteness thereto.

It was how Amashukeli has named or arranged the spaces 
where his sculptures ring as the real monumental oratorios.

We could endlessly speak of the plastic merits of each 
of them, although the main thing is that a space is meant 
behind those monuments, a space which may be defined 
as negative.

This is the space of the inexistence of a place, the space 
of the homelessness thereof, the space whose “language” is 
familiar to the sculptor.

It is a fact that those monuments are built, planned and 
estimated on a rigidly rationalized structure or a module…

Generally, it is alien to Amashukeli’s nature to make 
uncontrolled “shots” to the space because an urban 
sculpture is generally a representative of civil or rationalized 
society, and thus a monument “serving” such society should 
not express any ecstasy, unbounded fantasy and deviation 
from the system…

By applying the power of his hand and his well-considered 
tact Amashukeli managed to “conquer” Georgia from the 
center to the peripheries.

With the monuments erected one after another during 
the 1960th and 1970th - the verticals to be refracted in 
the horizon of the future – he established the culture of 
emblematic and symbolic signs.

One of such successful “verticals” was The Mother of 
Colkhians erected in Poti in 1976 which is fallen down now 
and expects to be roused up by the government.

The immobility is its pivotal sign;

The firmness, the hermeticity and the “stasis” are the direct 
visual referents of monuments by Amashukeli.

The sculptor gave the first ecstatic signal in his Monument 
to Glory erected in Gori 1979.

It was followed by the sculpture to the “ABC Book”.

In the first case he raised a monument to the représentant 
of the destroying will and in the second one - to the victim of 
that very représentant, the formidable ruler.

And again, he gave the main parts to the places:

Gori was the birthplace of the “Great Young Man”, while 
the embankment in Tbilisi – the place of massacre of the 
“Stalinist” demonstrators in 1956.

The government swallowed both “simulacres”. 

It is clear even without any special connotation of iconic 
referents that the L’homme is a Dionysian character, while 
a “Great Young Man” “riding” a lion (sic!), according to its 
cultural genetics - a hero of Dionysian mysteries.

This is the face wrinkled by the metamorphoses of 
destroying and building the universe, the face expressing 
ecstasy, dramatism, romantics and, what is the most 

elguja amaSukeli saxelosnoSi. 1987
Elguja Amashukeli in his studio. 1987
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mikuTvnebis aqti.
  ase daasaxela anu daalaga amaSukelma is sivrceebi, sadac 

diaxac, monumenturi oratoriebiviT JReren miseuli Zeglebi. 
  TiToeuli maTganis plastikur Rirsebebze dausrulebliv 

SeiZleba polemika, Tumca, mTavari mainc isaa, rom am 
monumentebis miRma igulisxmeba sivrce, romelic SeiZleba 
aRiniSnos, rogorc `negatiuri~.

  esaa adgilis aryofnis, misi `ubinaobis~ sivrce, romlis enac 
moqandakem icis.. .

 es monumentebi mkacrad racionalizebul struqturaze, Tugind 
modulze arian agebulni, dagegmilni, gaTvlilni.. .

 da saerTod, amaSukelis naturisTvis ucxoa ukontrolo 
`gasrolebi~ sivrceSi: urbanuli qandakeba xom, arsebiTad, 
samoqalaqo sociumis, rogorc racionalizebuli sazogadoebis 
gamomxatvelia. amgvari sociumis `momsaxure~ monumentic ar 
unda gamoxatavdes eqstazs, mouTokav fantazias, sistemidan 
gadaxvevas.. .

  amaSukelma Tavisi xelis uflebiT, oTxi aTeuli wlis 
manZilze gaazrebuli taqtiT `daipyro~ saqarTvelo _ centridan 
periferiebamde.

  60-70-ian wlebSi zedized aRmarTuli monumentebiT, 
rogorc samomavlo horizontSi gardasatexi vertikalebiT, 
Seqmna emblemur niSanTa da niSan-simboloTa kultura.

  erTi aseTi warmatebul `vertikalTagani~ 1967 wels foTSi 
aRmarTuli `kolxi deda~ iyo, amJamad, waqceuli rom elis 
xelisuflebis mier wamoyenebas.

  misi umTavresi niSanic uZraobaa;
  uryeoba, stabiluroba, hermetuloba, `stazisuroba~ 

amaSukelis monumentTa uSualo vizualuri referentebia.
  pirveli eqstazuri signali moqandakem 1979 wels gorSi 

aRmarTuli e.w. `didebis monumentSi~ mogvca. 
 amas mohyva `dedaenis~ Zegli.
 jer damangreveli nebis reprezentants daudga Zegli, Semdeg 

_ am nebis reprezentantis, rogorc `maoxrebeli gziris~, 
msxverpls.

 kvlavac adgilebs aTamaSa mTavari roli: 
 gori _ `diadi Wabukis~ akvani;  
 Tbilisi, sanapiro _ 1956 wlis `stalinist~ demonstrantTa 

masobrivi Jletis alagi.
 xelisuflebam orive `simulakri~ moinela.
 ikonikuri referentebis sagangebo konotaciis gareSec aSkaraa, 

rom L’homme-kaci dionisuri personaJia. lomze `amxedrebuli~ 
(sic!) `diadi Wabuki~ ki, Tavisi kulturuli genetikiT, dionisuri 
misteriebis gmiria.

ai, samyaros ngreva-Senebis metamorfozebiT daRaruli saxe, 
romelSic erTdroulad ikiTxeba eqstazurobac, dramatizmic, 
romantikac, da rac mTavaria, `sasowarkveTili optimizmi~.

L’homme-kaci zeadamianicaa da postadamianic.. . 
metic, esaa sabWour-cxoveluri iniciaciis protagonisti, 

totalitaruli `wminda mama~ _ stalini; ufro zustad, 
protostalini.

monumentis erTgvari pleromaa Sua saukuneebis cnobili 
qarTuli Weduri tondo `wminda mamai lomze~.

meore mxriv, Cven winaSea stalinis, rogorc `Sinmousvlelis~ 
monumenti.

magram, raRaa es lomi?
cxoveli?
albaT, ara!
iqneb, orTopediuli danadgari ufroa, romelic `diad Wabuks~ 

sWirdeba imisTvis, raTa droebiT mainc daiokos societaturad 
damTrgunavi transgresia.

da saerTod, cxoveli xSirad gamodis `yavarjnis” 
rolSi. Tundac, turgeneviseuli gerasimisTvisac mumu xom  
orTopediuli dasayrdeni ufroa, vidre Cveulebrivi pirutyvi 
_ ZaRli.

 am gagebiT, moqandakes ZaRlzec SeiZleboda Semoesva Tavisi 
lomkaci.

 zekacis msgavsad lomkacic `naxevrad mxecia, naxevrad 
adamiani~. es sfinqsuri arseba Tavis stiqiur temperaments 
dionisuri samyaros yvela meridianze avlens. TviT dionisuri 
samyaro ki Zalis nebaTa dapirispirebis poligonia, sadac 

significant, the “optimism of despair”.

L’homme is a superman and a postman at the same time…

And what is more, he is the protagonist of Soviet brutal 
initiation, totalitarian “Holy Father” – Stalin or, to be more 
precise, a ProtoStalin.

The “Holy Father Riding a Lion”, a well-known medieval 
Georgian chased tondo acts as a kind of pleroma of the 
monument.

On the other hand, we view the monument to Stalin who 
“didn’t’ return home from the war”.

But what about the lion?

Is it an animal?

Supposedly, no!

It should be an orthopedic device required by the Great 
Young Man to escape the societatically depressing 
transgression for at least a short time.

Generally animals often play the role of a crutch. 
Turgenev’s Gerasim, for instance, sees Moomoo as an 
orthopedic device rather than an ordinary animal – a dog.

If that is so the sculptor could successfully make his lion-
man ride a dog.

Like the Superman, the lion-man is half-beast and 
half-man, a Sphinx-like creature revealing its primordial 
temperament on every meridian of the Dionysian world. As 
for the Dionysian world itself, it is the field of collision of the 
wills where the Fair Beast, the knight full of wild passion, 
wins a victory and halos himself as a result of establishing 
the cult of his own personality.

The establishing of personal cult is the integral feature of 
the totalitarian ethos of a superman. 

qarTvlis deda. 1958-1963. foladi. Tbilisi 
Mother of Georgia. 1958-1963. Steel. Tbilisi 
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imarjvebs veluri vnebiT aRsavse raindi _ `qera bestia~, 
romelic qmnis ra sakuTari pirovnebis kults, SaravandediT 
imosavs Tavs.

 sakuTari Tavis gakulteba zekacis totalitaruli eTosis 
ganuyofeli Tvisebaa.

 magram, rogoria am eTosis winamZRvrebi?
 zekacis moralur (Tu amoralur) postulatebze pasuxi 

gamoiyvaneba sakiTxis amgvari dasmidan: ra aris Rirebuleba, 
anda - ra aris Rirebuli?

Rirebulia is, rac arsebobis simtkices ganapirobebs. 
aq TviTSenaxvasa da TviTgadarCenaze ki ara, sakuTari gavlenis 

sferos gafarToebaze, ufro zustad, sxvaTa nebis daZlevazea 
laparaki.

am konteqstSi, Zalis neba TviTSenaxva-TviTgadarCenis 
instinqts ki ar Trgunavs, ubralod, `dRis wesrigidan~ xsnis.

ai, am gziT Semodis yofierebis asparezze tipi Zalis nebiT 
aRtkinebuli zekacisa, romelic principuli antipodia qcevis 
pasionarobiT aRbeWdili fausturi tipisa.

sxvaTa Soris, zekaci (Tu L’ ’homme-kaci), garkveuli 
gagebiT, fausturi paradigmacaa, oRond faustis kompleqsi 
konstituciaSi dgindeba, zekacisa ki, nebelobaSi.

am teqstis avtori xruSCoviseuli `ottepelis~ erT gamTbar 
dRes daibada, Tumca, breJnevis `xelSi gaizarda~.

amitomac aqvs erTgvari pieteti breJnevisdroindeli 
qandakebisadmi, flugeris principiT rom konstruirdeboda da 
politikuri qaris cvalebadobas aRniSnavda.

paradoqsuli isaa, rom es qandakeba-flugerebi sinamdvileSi, 
ar moZraoben da mxolod erT mimarTulebas mianiSneben, rac 
iqneb, imis niSanic iyos, rom politikuri qari. mainc ucvlelia, 
partiis kursi ki - stabiluri. namdvili qandakeba-flugeris 
dadgma, Tanac moskovSi zuraSam (ase eZaxda amaSukeli wereTels!) 
petre didis kolosis saxiT moaxerxa.

`codnis zari~, mainc, erTgvari politikuri monument-
flugeris nimuSia. misi protagonistic L’homme-kacia, oRond, 
lomze ki ar zis, caSia gamokidebuli. 

`codnas mowyurebuli ymawvilis~ (ra ostaturad gvatyuebdnen!) 
kulturologiuri pirvelsaxe faustisa da zaratustras 
paradigmaTa mijnaze minda davigulo.  

orive _ simaRlisken swrafvis simboloebia, oRond, im 
gansxvavebiT, rom fausti adamianis amaRlebas gulisxmobs, 
zaratustra ki _ adamianze amaRlebas.

fausturi idealebis simaRlidan _ adamianuri umweobis 

But what are the preconditions of such ethos?

To receive the answer concerning the moral (or immoral) 
postulates of the Superman we should ask: what is the value 
or what is valuable?

Valuable is the thing that preconditions the strength of the 
existence.

We mean here not the self-preservation or the self-survival 
but the expansion of one’s field of influence or, to be more 
exact, the oppression of others’ will.

In such a context, the will of strength does not suppress 
the instinct of self-preservation and self-survival; it just 
withdraws it from the agenda.

That is how the type of the Superman ecstatic by his 
own will of power enters the arena of the being – the 
Superman who is the principled antipode of a Faustus type 
characterized by passionate behavior.

By the way, the Superman (or the L’homme-man) is also 
a Faustus paradigm to some extent with the only exception 
that the complex of Faust reveals itself in the constitution, 
while the one of the Superman – in the will.

The author of this text was born on one warm day of 
Khrushchev’s “thaw” and brought up in the Brezhnev’s 
epoch. 

That is why he somehow reveres to the sculptures of 
Brezhnev’s epoch, the sculptures constructed according 
to the weathercock principle and indicating the change the 
direction of political wind.

The paradox is that such weathercock sculptures do not 
actually move. They mark a single direction which may 
mean that the political wind never changes and the course of 
the Communist Party is steady. By the way, Zurab Tsereteli 
(Zurahsa, as Amashukeli used to call him) managed to erect 
a real weathercock sculpture – the colossus of Peter the 
Great, and moreover, in Moscow.

The Schoolbell (The ABC book) is also an example of a 
kind of political weathercock sculpture, and its protagonist is 
also the L’homme-man, although he is not riding a lion; he 
is up in the air.

I am inclined to search the culturological origin of the “Child 
Thirsty for Knowledge” (how skillfully we were deceived!) 
on the boundary between the paradigms of Faustus and 
Zarathustra.

Both of them are the symbols of striving upwards with the 
only difference that Faustus means the rising of a man, while 
Zarathustra – the rising over man.

A fall from the height of Faust ideals to the existential depth 
of human feebleness.

This is the parabola tied by the context of fear:

the fear of depth and not of height…

By the way, the figure of the child is located in such a mode 
with respect to the spatial organization of plastic form that it 
simultaneously involves the motivations of both rising and 
falling.

The lion-man is descending from the Gori castle…

He is the genius loci of the Castle and intends to describe 
the meaning and the purpose of the topos by means of 
a symbolic discourse, to implement the fact of symbolic 
attendance of The Great Young Man – the Proto-Stalin. 

But does the Gori Castle carry the function of a classical 
topos for L’homme?

I’m afraid it is already deprived of any valence: the present 
born by the past may never become the parent of the future.

So much the better!

Homme, as an actant, will never manage to self-articulate; 
the zone of which this political monster (or the de-monster) 

ernst neizvestni. vaxtang daviTaia, lia sturua da elguja 
amaSukeli saxelosnoSi. 2000 

Ernst Neizvestny. Vakhtang Davitaia, Lia Sturua and Elguja Amashukeli
in his studio. 2000
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eqsistencialuri siRrmisaken.
ai, parabola, romelsac SiSis konteqsti kravs;
SiSi _ ara simaRlis, aramed siRrmis gamo... 
sxvaTa Soris, plastikuri formis sivrculi organizaciis 

TvalsazrisiTac, ymawvilis figura isea dislocirebuli, 
rom erTdroulad moicavs rogorc amaRlebis, iseve vardnis 
motivaciebs.

lomkaci goris cixidan eSveba.. .
es misi Genius loci, misi fuZis angelozia da mowodebulia, 

simboluri diskursiT agvixsnas am toposis mniSvneloba da 
daniSnuleba, aRasrulos `diadi Wabukis~ _ am protostalinis  
- simboluri daswrebis faqti.

ai, goris cixe Tu asrulebs L’homme-kacis tanisaTvis klasikuri 
toposis funqcias?

vSiSob, mas aRar unda hqondes araviTari valentoba _ `awmyo, 
Sobili warsulisagan~ vaiTu, veRar gamodges `momavlis 
mSobelad~.

da Zalianac kargi!
L’homme-kaci, rogorc aqtanti, veRarasodes moaxerxebs 

TviTartikulirebas; zona, romelsac darajad es politikuri 
monstri (Tu de-monstri) dasdgomia (`me saflavSi ara vwevar, 
aq darajad damayenes~) _ goris cixe - sazogado saxelis reJimSi 
ver muSaobs.

aqedan: verc reprezentaciisa da markirebis logikas 
emorCileba es monumenti da Tavis piedestali(ni)anad 
dekoraciad ufro aRiqmeba, vidre realur topossa da saxviT 
niSans Soris mediumad.

monumentis ukan arsebuli sivrce adgilis aryofnis sivrcea; 
uadgilobis sivrce.. .

mesiji: `eg aris da goris cixe~ veRar muSaobs.
andrei siniavskim (anu abraam tercma) anderZad socrealizmis 

mSvenieri formulireba dagvitova: `Полуклассическое 
полуисскуство не слишком социалистического совсем не реализма”.

L’homme-kaci postsocrealisturi de-monstria; da 
amitomac masze, rogorc paliativze, veRar gavrceldeba 
modernistuli qandakebis diskursi, im modernistuli 
qandakebisa, romelic diaxac, dakarguli adgilis fenome-
niT ganisazRvreba da erTgvar abstraqcias, `wminda 

is a guardian (“not in the grave am I lying, I was left to guard 
this site!”), i.e. the Gori Castle is unable to act as a common 
name.

Hence, this monument fails to submit to the logics of 
representation and the logics of marking and is perceived, 
together with its pedeStal(in) as a decoration rather than an 
medium between a realistic topos and a graphic mark.

The space behind the monument is the space of the non-
being of the place, the space of a “non-place”…

The message “Steadfast as the Gori Castle!” does not 
work any more.

Andrei Siniavski (the same of Abram Tertz) left a wonderful 
formula of the Socialist Realism: “the half-classical half-art 
of the not too socialist not-at-all realism”.

L’homme is a post-socialist realistic de-monster, and the 
discourse of a modernistic sculpture may not be applied to 
it as to the palliative – of such a modernistic sculpture which 
is indeed defined by the phenomenon of a lost place and is 
equaled to the abstraction, the “pure significance”, the self-
differentiation or the pedestal.

As for the so called “ABC Book” sculpture, here the quasi-
pedestal (a simulacrum of a rock) is split where from the 
“Pedo-Stain” erupts. 

The modernistic essence of the sculpture, which is 
characterized by the nomadism, i.e. by the mutability and the 
transitivity, would be an improper reception in this context.

However, I am the man who is “fond of trading” such 
receptions.

At any rate such type of monumentalistics will never allow 
the idolizing of the pedestal.

Whether he likes it or not, a sculptor must dance pas de 
deux together with the architect and brotherly share the 
state awards with him.

In such a situation a sculpture can by no means put in a 
claim for its programming contradiction with the pedestal.

I am afraid the “author” of the pedestal, in his turn, will not 
have enough thesaurus to present his object as a mark of 
homelessness of some mobile sculptural artifact.

In brief, nobody cares to think of the negative being of 
a monument (and of the monumentality), and the soil of 
reflecting over the neutral notions of “no-landscape – no- 
architecture” is still fallow.

In such a situation we should not mention the “complexity” 
at all.

As for the model of the “expanded field of sculpture” 
described by Rosalind Krauss with the applying of the 
virtuosic pamphlet-style discourse is nothing more but the 
sphere of groundless fantasy in thsi context.  

Somehow, Amashukeli has got his irreplaceable 
protagonists who, as it is said, are always at call or, to be 
more precise, have the moulds ready to embody the idea 
of a hero.

The light theme of his art is the eternal return of a hero and 
the marking of the trajectory of his return. 

The universal code (or password) of those heroes is “Again 
and Again” and “Take the Sword!”

In this respect the sculptures by Amashukeli are antipacific 
monuments.

It seems that monumentalism is as irreconsible with the 
pacifism as the fire with the water.

Elguja Amashukeli was a strong personality, the lord of a 
strong hand…

He seemed to be afraid of nothing except one thing, and it 
was the fear to lose time.

The “temps perdu” was a tragedy for him.
elguja amaSukeli, vaxtang daviTaia. 1987 

Elguja Amashukeli and Vakhtang Davitaia. 1987



14

aRniSvnas~, TviTreferencias anda postaments eTanadeba.                                                                                                                                       
                                                                                                                                                   

rac Seexeba e.w. `dedaenis~ Zegls, aq kvazipostamenti (kldis 
simulakri) gaxleCilia, saidanac `pedostalinia~ amoxeTqili.

qandakebis modernistuli esencia, nomadurobiT, e.i. 
mutirebulobiTa da tranzitulobiT rom xasiaTdeba, am 
konteqstSi uadgilo recefcia iqneba. 

Tumca, me xom swored amgvari recefciebis rewviT `verTobi~.
yovel SemTxvevaSi, am tipis monumentalistika pedestalis 

fetiSirebas ar dauSvebs.
unda Tu ar unda, moqandakem arqiteqtorTan erTad unda 

Seasrulos pa-de-de (da Zmuradve gaiyos saxelmwifo 
jildoebi).

amgvar situaciaSi qandakeba miT ufro ver ganacxadebs 
pedestalTan programuli dapirispirebis pretenzias.

vSiSob, arc pedestalis `avtors~ eyofa Tezaurusi, Tavisi 
obieqti warmoadginos, rogorc raRac mobiluri, skulpturuli 
artefaqtis ubinaobis niSani.

mokled, monumentis (da monumenturobis) negatiuri arsebobis 
gaazrebisaTvis aravis scxela; da arc neitraluri cnebebis 
`aralandSafti _ araarqiteqtura~ refleqtirebis yamiria 
gatexili.

amgvar situaciaSi ki arc `kompleqsurobaze~ gvmarTebs 
laparaki. 

`qandakebis gafarToebuli velis~ modeli, virtuozul-
pamfleturi postkritikuli diskursiT rom aRwera rozalind 
krausma, xom am konteqstSi usagno fantaziis sferoa.

asea Tu ise, amaSukels Tavisi ucvleli protagonistebi hyavs, 
romelTac, rom ityvian, `cxeni mudam Sekazmuli hyavT~. ufro 
zustad, mudam momarjvebuli aqvT gmiris ideis ganmasaxierebeli 
yalibebi.

misi Semoqmedebis laitTema gmiris maradiuli dabruneba da 
am dabrunebis traeqtoriis moniSvnaa. 

maTi universaluri kodia (Tu paroli) `xelaxla, Tavidan~ da 
`Seib maxvili~.   

am mxriv, amaSukelis qandakebebi antipacifisturi monumentebia.
etyoba, monumentalistika da pacifizmi iseTive SeuTavsebeli 

cneba-stiqionebia, rogorc cecxli da wyali.
elguja amaSukeli Zlieri natura iyo; Zlieri xelis ufali...
TiTqos arafrisa eSinoda, garda erTisa _ es iyo drois 

dakargvis SiSi.
`dakarguli dro~ tragediad esaxeboda.
dakarguli adgilic tragediis tol-

fasia.
aseTi moqandakeebi droisa da adgilis 

Semnaxavi Semoqmedni arian. 
rac mTavaria, man icoda droisa 

da adgilis mopovebisa da Senaxvis 
teqnologia.

me rom mkiTxoT, monumentalisti 
moqandakis xelis uflebis mopovebis 
teqnologiac. esaa.. .

* * *
elguja amaSukelis Semoqmedebidan 

mudam gamorCeulad momwonda `xan 
asparuxi~ _ bulgareTis, am Turqo-
slavuri saxelmwifos naxevradmiTiuri 
damaarseblis cxenosani figurac da calke 
gamoZerwili skviTuri Tavic. TviTonac 
Zalian uyvarda es namuSevari da wuxda, rom 
miuxedavad 1968 wels sofiaSi gamarTul 
saerTaSoriso konkursSi gamarjvebisa, es 
proeqti ganuxorcielebeli darCa.

bolo xans, isev Camovugde sityva 
asparuxze.

axlad naavadmyofari _ Cveul formaSi 
ver iyo. 

asparuxi, gorgasalTan erTad, qanda-
kebis istoriaSi cxenosani figuris 
erT-erTi Sedevria-meTqi.

So was the lost place.

The sculptors like him are the creators who keep the time 
and the place.

He possessed the know-how of winning and keeping both 
the time and the place (which is the most significant).

The same was with the know-how of winning the right of 
the monumentalist sculptor’s hand. That’s the way it was…

* * *

Among the creative works of Elguja 
Amashukeli I always gave particular 
preference to the horse figure of Han 
Asparuh – the Turk-Slavonic semi-
mythical founder of Bulgarian kingdom 
- as well as the separately modeled 
Skythian head. He himself admired this 
work of his very much and regretted that 
despite of his winning the international 
contest in Sofia in 1968 this project still 
remained unrealized.

I resumed the conversation on 
Asparuh lately. 

The newly recovered artist was hardly 
in a good shape.

 “Asparuh, as well as Gorgasali 
will remain as real masterpieces of 
horsemen figure in the history of 
sculpture”, I said.

It seemed like Elguja had totally 
forgotten of the disease, his eyes 
sparkled again. 

We kept talking when Elguja offered 
me to have a drink and taste some 

cognac he stored in the kitchen, but 
I rejected saying Elguja’s wife, Lia 
would not approve of it.  

 “Then, let’s have tea”, he conceded 
at once.

 In short, we were taken by the fate 

xan asparuxi-bulgareTis damaarsebeli 
modeli. 1968. TabaSiri

Khan Asparuk-the founder of the Kingdom of 
Bulgaria. Model. 1968. Plaster 

xan asparuxi-bulgareTis damaarsebeli 
modeli. 1968. TabaSiri

Khan Asparuk-the founder of the Kingdom of 
Bulgaria. Model. 1968. Plaster 
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of Asparuh... 

Little by little we reached the topic of etymology. 

The etymology reminded me of Khlebnikov’s dramatic 
poem. “Khlebnikov gives preference to the canonical 
Asparuh and does not seem to share the version according 
to which  the initial form  of “Asparuh” was “Isperih”, or, even 
more precisely, “Isperik”, where the “Ik” is a Slavonic suffix”, 
I admitted. 

 “Well, well”, he replied and I noticed, he was intrigued. 

“Khlebnikov also rejected other options of the etymology 
of “Asparukh”, such as “Ispir” and “Asparkhruk”, I continued 
to demonstrate my erudition, at the same time, trying not to 
tire him too much. 

I remember the time when some journalists argued against 
so many horseman sculptures, stating that the country 
looked like a hippodrome.

“What can we do?…They don’t know what a sculpture 
is. They don’t understand that a horse is not purely the 
transport means but a plastic motive”, as usually, he tried to 
justify his upstart “opponents”.

And here, I caught up again saying that according to one 
of the etymological explanations the same “Asparuh”, by the 
way, was associated with a horse.

“You don’t say!” he replied naively…

I noticed that the topic of Asparuh had not been exhausted 
yet. “The point is that “asp” (“ashp”) is a horse and I read 
it somewhere. Khlebnikov should have also known it from 
Miller’s “Names and Geographical Maps of the Caspian 
Sea”, published in 1882.

There are also a general namings of Greek oriental silver 
coins, “aspros” – white and “aspra” …

Tvalebi Zveleburad aucimcimda. mgoni gadatanili avad-
myofobac daaviwyda.

SevyeviT baass da, samzareuloSi koniaki meguleba, cot-cota 
davlioT da isev gavagrZeloTo. qalbatoni lia gagvibrazdeba-
meTqi. 

maSin, Cai davlioTo, _ uceb dameTanxma.
mokled, agviyolia Cven asparuxis bedma.. . 
TandaTan etimologiamdec mivediT. 
etimologiam xlebnikoviseuli dramatuli poema gamaxsena. 

xlebnikovi kanonikur `asparuxs~ aniWebs upiratesobas da, 
rogorc Cans, ar iziarebs versias, romlis Tanaxmad `asparuxis~ 
winareforma iyo `isperix~, ufro zustad, `isperik~, es `ik~ ki, 
slavuri kninobiTi sufiqsia-meTqi. 

mere, mereo? _ daintereseba Sevatyve. 
xlebnikovma `asparuxis~ sxva variantebic daiwuna, rogoricaa 

`ispir~ da `asparxruk~, _ vagrZelebdi Cemi erudiciis 
demonstrirebas. Tanac, vcdilobdi ar gadameRala.

maxsovs, imxanad zogierTma Jurnalistma Tavi gamoido, 
ra ambavia amdeni cxenosani qandakeba, qveyana ipodroms 
daamgvaneso. 

ras izam, ar ician qandakeba.. . ver gaugiaT, rom cxeni, ubralod 
transporti ki ara, plastikuri motiviao, Cveulebisamebr 
amarTlebda Tavis aramkiTxe `oponentebs~. 

aq ki isev CaverTe da, sxvaTa Soris, `asparuxi~ erT-erTi 
etimologiuri versiiT cxens ukavSirdeba-meTqi. 

ras ambobo, _ miamiturad... 
Sevatyve, asparuxis Tema jerac ar amogvewura da saqme isaa, 

batono elguja, rom `asp~ (`aSp~) cxenia, erTgan amovikiTxe. es 
TviTon xlebnikovsac ecodineboda-meTqi mileris 1882 wels 
dabeWdili naSromidan `kaspiis zRvis saxelwodebebisa da 
geografiuli rukebis Sesaxeb~. 

aseve, arsebobs berZnuli `aspros~ _ TeTri da `aspra~ _ 
aRmosavluri vercxlis monetebis zogadi saxeldeba.. . 

bolos iqamde mivediT, rom romeli etimologiiskenac unda 
ixrebodes xlebnikovi, mainc cxen-mxedris mTlianobisken, maTi 
ganuyofeli mxatvruli `jiSisken~ miiswrafvis. 

modi da, aseTi `asparuxi~ ucxenod warmoidgine!
bevri rom aRar gavagrZelo, mTavari ram gavarkvieT _ 

`asparuxi~ mxedaria!
erTic maxsovs, asparuxis Zegli me vercxlisfrad 

warmomidgenia-meTqi.  
marTalia, Tu odesme mainc moindomeben bulgarelebi Cemi 

asparuxis dadgmas, aucileblad movercxlisfros gavakeTebo, 
imeds ar kargavda maestro.

axla zemoT amomyevio da, kibeebze maniSnebs, gind daijere, 
gind ara, asparuxze muSaobisas sityvidan, misi JReradobidan 
_ `asparux~ _ ufro amovdiodio. 

SevediT axalTaxal saeqspozicio darbazSi da kedelze 
Camwkrivebuli suraTebidan erT-erTTan SeCerda: ai, Sexede, ra 
vercxlisferebia, cxenebsac xom amCneviao... esec xlebnikovi! 

da marTlac, poeturi `asparuxis~ avtori SemTxveviT ki 
ar eZebda piTagoraseul `sferoTa musikas~, tyuilad ki 
ar sjeroda, rom arsebobs pirveladi `msoflio bgera~ da 
meoreuli, adamianis mier Seqmnili `bednierebis bgera~: `чтоб  
человеку  человек  был звук миров,  был  песнью  слышен”.

skulpturuli `asparuxis~ avtoric amgvar musikas eZebda Tavis 
ferweraSi. 

esaa epikosi moqandakis lirikuli suitebi.. . 
mxatvari, romlis monumentur diskurssac arqiteqtonikulad 

mkacri, racionaluri, maTematuri da emociur auras moklebuli 
semioturi xatebi qmnian, amjerad, cocxali poeturi metyvelebis 
improvizatorad gvevlineba.

albert Svaiceri baxisadmi miZRvnil wignSi wers, musikaSi ena 
simbolod ariso qceuli. 

me ase vityodi: Tu amaSukeliseuli monumentalisturi ena 
simbolos warmoadgens, misive ferweruli opusebis ena Tavadaa 
simbolo.

am `suitebSi~ moqandake intensiuri artistuli cxovrebis 
intermediebSi rom Txzavda, musikalur-utopiuri landSafti 
anu `sizmris bambisferi sivrceebia~ garindebuli, romelTa 
dasagemovneblad, uwinares yovlisa, yuria saWiro;   

elguja amaSukeli da nodar dumbaZe. 1979
Elguja Amashukeli and Nodar Dumbadze. 1979
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Finally, we came to the point that no matter what etymology 
was preferred by Khlebnikov, he still aspired to horse-and-
rider integrity, their integral artistic “breed”.

Just imagine such an “Asparuh” without a horse!

Cutting the long story short, the main thing we’ve found out 
was that “Asparuh” was a horseman!

“One more thing that I remember”, I said ”is that I always 
imagined Asparuh’s monument silver”.

“That’s true”, he replied, “and if Bulgarians ever want to 
erect my Asparuh, I’ll make it silver”, maestro said still full 
of hope. 

“Now, come upstairs with me”, he said pointing to the 
stairs, “believe or not, when working on Asparukh, I took as 
the basis point the phonation of the word “Asparukh”.

We entered a brand new exhibition hall and he stopped in 
front of one of the pictures lined up on the wall: “Just, look at 
the silvery colors… and the horses have the shade of silver 
too...so, here you are Khlebnikov!”

Indeed, it was not accidental that the poetic author of 
“Asparukh” was looking for Pythagorean “music of spheres”, 
he strongly believed that there was a primary “world sound” 
and a secondary, man-made “sound of happiness”, “…that 
man to man be sound of worlds, the song to hear…”

The author of sculptural “Asparukh” was looking for this 
kind of music in his paintings.

This are the lyrical suites of an epic artist…

The artist, whose monumental discourse is created 
by architectonically strict, rational, mathematic semiotic 
images, devoid of emotional aura, at first glance, acts as an 
improviser of living poetic speech.

Albert Schweitzer wrote in his book about Bach that in his 
music the language had become a symbol.

I would say, if Amashukeli’s monumentalistic language 
represents a symbol, the language of his pictorial opuses 
is a symbol itself.

o. berendtis cnobili wignis saTaurs Tu davesesxebi, `mesame 
yuri~ anu Sinagani smenis organo, adamians gangebiT eniWeba, 
raTa igi mTeli sisavsiT Cawvdes yofierebis idumal Sinaarss, 
gaigos (da gaigonos), rogorc haidegeriseuli `yofierebis xma~.

baton elgujas Zalian uyvarda es sityva _ `smena~.
ama Tu im mxatvris Sefasebisas, misTvis yvelaze faseuli 

epiTeti iyo _ `absoluturi smena aqvso~, cxadia, amgvar smenaSi, 
`mesame yurs~ gulisxmobda, ase vTqvaT, sulis yurs.. .

Tavadac am `mesame yuriT~ lamobda musikalur-plastikuri 
metamorfozebis dasaxvas; xan meraniviT gaWenebuli, 
xanac msubuqi, monanave, kurantuli formebiT cdilobda 
mxatvroba qromatul kontrapunqtad gardaesaxa, xiluli xati 
asociaciurad SeeuRlebina musikalur materiasTan _ bgerasTan; 
bgerasTan, romelic ibadeba, viTardeba da qreba.

ferweris upiratesoba ki isaa, rom mTel am process _ musika 
ki, diaxac, procesia _ simultanurad warmogvidgens.

am `suitebs~ Tavidan bolomde gasdevs sawyisi emociuri 
impulsi, uwyveti sunTqva, monoritmuli figuraciebis gamWoli 
perspeqtiva. 

ciklurad Sekrul am `preludiebsa~ da `fugebSi~ ferTa da  
akustikur masaTa, rogorc `mTvral xomaldTa~ rwevisa Tu 
melodiur talRaTa mimoqcevis efeqti gvxiblavs. 

zogjerac, ritmis delikatur erTsaxovnebaSi SedarebiT 
mdidari da dinamikuri harmoniebi mZlavroben; harmoniebi, 
romelTa meoxebiTac, miT ufro gvecxadeba es sonoruli 
figuraciebi da `mwuxarebis maleniavSi~ gaelvebuli adamianuri 
Tu bestialuri xatebi.

lia sturuasaviT warmovidginoT, TiTqos, biis suniT 
gaJRenTili gamWvirvale cxenebis rema sevdiani samoTxisaken 
migvaWenebdes, xolo xeebidan bindiviT diodes leRvis Saqari 
iisferi.. .

amasobaSi, lurji sakmevliT gajerebuli fermkrTali 
horizontebi erTmaneTs enacvlebian.. .

ase Cagvesmis yvavilovan gvirgvinTa laJvardze Casrialebuli 
TeTri qviTini.. .

ase iwyebs mxatvari lurji yvavilis mowyvetas, da saerTod, 
`ocnebaTa mokrefas~.. .

mTel rig musikalur horeliefebSi qromatizmebis kaskadi, 
gansakuTrebiT `zeda registrebSi~, Senelebulia.

rogorc `warmoSobiT moqandake~, amaSukeli, cxadia, angariSs 
uwevs struqturul arqiteqtonikur masas da misi SemweobiT 
axdens tembralurad gardamaval pedalirebas.

amasTan, arasodes mimarTavs plastikur-melodiuri xazis 
detalizacias, disonirebad qromatul JReradobasac iSviaTad 
iyenebs feradovani harmoniis kontrastis misaRwevad.

mokled, Cven winaSea vizualurad `kargad temperirebuli 
klaviri~ anu, `rac mTavaria, aq aris baxi~.. .

rac mTavaria, aq aris xma _ adamianis xma.. . 
natifi ferwerul-plastikuri pasaJebi koloratorul 

ruladebs rom gvagoneben, daxvewili melizmebi _ grupeto, 
forSlagebi, koncertuli kadenciebi.. . 

yovelive es am sivrcul integralebs arabeskuli tipis 
graciozulobas aniWebs, oRond es graciozuloba Sorsaa 
iaffasiani stilizaciisagan.

ferweruli `muzicirebis~ am procesSi arasodes erTvebian 
reCitatiuli intonaciebi.. . 

Tvals (Tu yurs) ar gvWris kantabilurad dasrulebuli 
melodia, Tumca, xandaxan gamokrTeba xolme baladis msgavsi 
intonacia; 

dramatuli epizodi ki umal gadaizrdeba idiliuri yaidis 
ganwyobilebaSi. 

epikurad dune fragmentebi melodiuri varirebis principiT 
dauyovnebliv icvleba lirikuli eqspresiiT. 

gruntis gamWvirvale, amasTan, pulsirebadi faqturiT 
gaSiSvlebuli pauzebi ki, rogorc sivrculi CasunTqvebi, 
melodiuri naxatis ritmul moZraobas saWiro intervalebiT 
amuxruWeben da modulaciuri planis momdevno daZabulobas 
amzadeben.

ase warmogvidgeba ucnauri audovizualuri sivrce, ciklurad 
aRmaval-daRmavali talRuri fazebi ritmul sunTqvas uwyoben 
nabijs, am fazaTa lokaluri kulminaciebi, buzonisa ar iyos, 

farnavazi. modeli. 1967. brinjao. Tbilisi 
King Parnavaz. Model. 1967. Bronze. Tbilisi 
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cecxlis enebiviT iklaknebian, mere ki minorulad miinavlebian.. .
amasobaSi, vxedav, Tu rogor `amoiwvera sonatis toti, 

oqrosferi da uzakveli~;
da kidev erTi asociaciuri xati _ `cecxlwakidebul roialze 

Sesrulebuli baxis fuga~.
mkvrivi akorduli faqturiTa da mzardi dinamikiT SeTxzuli 

es opusebi xSirad saorkestro efeqtsac qmnian da, erTgvari 
monoTematizmis miuxedavad, sinTezur (da sinesTeziur) xatebad 
yalibdebian. 

tavtologiur formaTa akustikuri eqo iluzorulad 
afarToebs garindebuli sivrceebis bgerad vels, plastikur 
invariantTa TamaSSi ki, am uwyvetad Camoyalibebadi formebis 
faqturuli qsovili, es Taviseburi membrana, miT ufro 
mgrZnobiare xdeba.

TandaTan kidev ufro farTovdeba metamorfuli gardasaxvis 
rezonansuli diapazoni.

mere es rezonansi isev cxreba da erTgvar siCumed, ufro 
zustad, mdumarebad warmogvidgeba.. .

amasobaSi, am musikalur formaTa Sinagani xmovanebis droc 
xangrZlivdeba da TiTqos maradisobis gugunad mkvrivdeba.

rolan bartis perifraziT Tu vityvi, esaa plastikur-
musikaluri enis guguni, romlis sivrcul-akustikur fokussac 
mxatvari gamudmebiT asworebs.. .

ase isxams xorcs silueti kacisa, romelic `miwaze daeSva da 
maSinve igrZno sakuTari tanis simZime. man aixeda zemoT, caSi, 
sadac nebismier frenas ganagrZobda misi daxvewili maRali 
wre. wris gulSi idga qali, romelic imiT gansxvavdeboda 
sxva qalebisagan, rom ramdenime formula ewera vercxlisfer 
frTebze.. . kacs gaaxsenda, rom wvimis mosvlamde Sublis TeTri 
firfitis miRma mas hqonda tvini analitikosis. is sul odnav 
ascilda miwas, isev SemCatda, radgan miwaze SiSis da bevri 
ramis gamo, Cveulebriv, martiv kacad miaCnda Tavi~.

aseTi `kacis~ mier nagrZnobi zeciuri musikis ferweruli 
transkrifciebi safortepiano faqturis asociaciasac iwveven.

rogorc sakuTari Txzulebebis virtuozi Semsrulebeli, 
isev da isev, opusidan opusSi amuSavebs erTgvari plastikuri 
kantilenis xerxs, xvews (oRond, ar axuWuWebs) ferwerul-
melodiur ornamentalobas, aviTarebs pasaJur teqnikas, 

gamarjvebis memoriali. 1979. brinjao. gori
Memorial of Victory. 1979. Bronze. Gori

In these “suites” created by the sculptor during the 
interludes of intensive artistic life the musical and utopian 
landscape, i.e., “cotton-colored dream spaces” lie torpid, to 
perceive which, a keen ear is required. 

I would borrow the title of famous book after Joachim-Ernst 
Berendt, “The Third Ear”, i.e., an internal auditory organ 
granted to an individual by God for him to entirely grasp the 
mysterious contents of the being, to understand (and hear) 
Heidegger’s “the voice of existence”.

Elguja Amashukeli admired the word “ear”.

In assessing this or that artist, his most valuable epithet 
was “he has absolute pirch”. It is obvious that he meant “the 
third ear”, i.e., the ear of the soul...

He himself wished to set a musical-plastic metamorphosis 
by “the third ear”. He tried to transform the art into chromatic 
counterpoints sometimes by Pegasus at a gallop and 
sometimes by light, lullaby, courante forms, as well as 
attempts to associatively couple any visible image with the 
musical matter-sound - the sound that emerges, developes 
and disappears.

And the advantage of painting is that it represents the 
whole process simultaneously, and the music is process 
indeed.

These “suites” are permeated by the primary emotional 
impulse, continuous breathing, through perspective of 
mono-rhythmic figuration.

We are fascinated by the color-acoustic masses of 
“preludes” and “fugues” cyclically cohesive as the effect of 
“the Drunken Ships” rocking or melodic circulation of waves.

Sometimes, in the delicate unanimity of rhythm, 
comparatively rich and dynamic harmonies prevail, the 
harmonies by which these sonorous figurations and human 
images or those of beasts gleaming “in the breeze of sorrow” 
appear. 

Like Lia Sturua, let’s imagine the transparent herd of 
horses saturated with the smell of quince ride us to the 
sad paradise, and the pink fig sugar oozes out of trees like 
twilight...

In the meantime, pale horizons saturated with blue incense 
substitute one another…

And we hear, white sobbing slid down the azure of flower 
crowns…

Thus, the artist starts to pick a blue flower and generally, 

gamarjvebis memoriali. 1979. brinjao. gori
Memorial of Victory. 1979. Bronze. Gori
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afarToebs registrul diapazons, `gawelil~ akordikas, 
melodiur naxtomebs, elifsur pasaJebs, cvalebad pedalebze 
forma-bgeraTa disonansur gadasmas; SigadaSig `Sav 
klaviSebzec~ ukravs, aplikaturasac mimarTavs.. .

ase ixateba mocartis ganwyobileba, debiusiseuli CaZiruli 
qalaqi, bartokis harmonia, stravinskis pasaJebi, pulenkis 
ritmebi.. .

esaa, rogorc ed. hansliki ityoda, `moZravi bgeradi formebi~ 
anda plastikuri bgerebis TamaSi, erTmaneTSi Cawnuli 
amalgamebi.. . 

samyaros bgeriTi stiqiebis moxelTebisa da plastikuri 
intonirebis am procesSi, mxatvari angariSmiucemlad eZleva 
nonfiguratiuli harmoniebiT tkbobas, uSurvelad iZireba am 
netarebiT aRsavse esTezisSi, oRond formas mainc ar Ralatobs, 
cdilobs (iqneb arca cdilobs?!), nebismieri plastikuri xati 
improvizaciul-tokaturi metamorfizmebis erTierTSeqcevadi 
logikidan, Tundac am maradiuli wrebrunvis metalogikidan 
gamoadnos, Tanac ise, rom ar dakargos Tavdapirveli emociuri 
kodi, mza formebis matricidan ki ar aRbeWdos musikur-
plastikuri xilva, aramed denadi, tranzituli eqspresia 
gadaaqcios `Ria formad~.

swored amgvar formaTqmnadobaSi, erTgvar ferwerul 
aleatorikaSi mJRavndeba spontanuri, TamaSebrivi sawyisi; 

da esaa erTgvari latarea, romelSic yvela bileTi 
metnaklebad momgebiania.. .

rac mTavaria, amgvar TamaSs usaTuod aqvs safuZveli _ `musikis 
fesvi, uRalatod Tavisufali~.

gza `debiusidan stravinskimde~ araerTxel dauxasiaTebiaT, 
rogorc impresionizmidan kubizmze gadasvlis analogia.

esaa gza musikis gasivrcebisa, rac, Teodor adornos Tanaxmad, 
musikis mier sakuTari arsisagan gadaxvevis gzadac moiazreba.

rogorc Cans, `ferwerulis~ triumfi `musikalurze~ marTlacda 
epoqis pozitivistuli sulis umTavresi simptomia.

magram, nebismieri ferweris paTosi, abstraqciis CaTvliT, 

“to pick dreams”…

In a number of music high relieves, the cascade of 
chromatic scales, especially in “the upper registers”, are 
slowed down.

Amashukeli, as a born sculptor, certainly gives due 
consideration to the structural architectonic mass whereby 
he applies the transitional pedalling of tones.   

He never applies detailed elaboration of plastic-melodic 
line and rarely applies discordant chromatic sonorousness 
to reach the colorful harmony contrast.

In short, we face a visually “good tempered clavier” i.e. “the 
main thing is that Bach is here…” 

And one more impotant thing is that here is the voice – the 
human voice…

Here are the subtle painting and plastic passages that look 
like coloratura roulades, refined ornamentations - gruppetto, 
grace notes, concert cadences…

All these fill the spatial integrals with arabesque-type 
gracefulness although such gracefulness is far from any 
cheap stylization. 

In this process of pictorial “music playing” no recitative 
intonations get involved…

The cantabile-ended melodies do not disturb our eye (ear), 
however the ballade-like intonation sporadically emerges.

And the dramatic episode promptly grows into idyllic mood; 
epically loose fragments immediately change into lyrical 
expression on the principle of melodic variations.

Pauses naked by transparent and at the same time pulsing 
ground texture, like spatial inhalations, retard rhythmical 
movement of a melodic image with required intervals thus 
preparing the further tension of modulation plane.   

    Thus a strange audiovisual space is represented where 
cyclically ascending and descending wave phases keep 
in step with the rhythmical breathing, local culminations 
of these phases coil like the tongues of fire  reminding us 
Busoni and then fade out in a minor way…

Meanwhile, I see “a sonata branch, golden and fair, 
emerging bit by bit”;

And one more associated image: “Bach fugue performed 
on the grand piano being on fire”.

These opuses created by dense chord texture and growing 
dynamics often make the orchestra effect and, despite 
certain mono-thematism, are formed into synthesized 
(synesthesia) images. 

Acoustic echo of tautological forms illusory expands 
the sonar field of torpid spaces, and in the play of plastic 
invariants the textural tissue of such continuously created 
forms, such distinctive membrane becomes more and more 
sensitive. 

The resonance range of metamorphic transformation is 
gradually expanding.  

And then this resonance again fades out and appears like 
a kind of stillness or, more precisely, silence…

Meanwhile the period of internal sonorousness of musical 
forms extends and seems to turn into the buzz of eternity. 

Making periphrases of Roland Bart, this is the boom of 
plastic-musical language, the spatial-acoustic focus of 
which is permanently corrected by the artist…  

This is the way of ebmodiment of the silhouette of the man 
who “touched down the ground and at the very moment 
felt the heaviness of his own body. He looked up in the 
sky where his refined high circle continued moving. There 
was a woman standing in the center of the circle who was 
different from the other women, as several formulas were 
written on her silver wings… The man remembered that 
before it started raining he had had the brain of an analyst 

elguja amaSukeli da vaxtang daviTaia `vefxisa da moymis~ 
aRmarTvisas. Tbilisi. 1985

Elguja Amashukeli and Vakhtang Davitaia while erecting the “Tiger and

Brave Young Man”. Tbilisi. 1985
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xom is xorcSesxmaa, rac ukve qmnilia, Camoyalibebuli?!
ai, musika ki, qmnadobis xelovnebaa.
Tumca, ase vTqvaT, ukunostalgiac xom arsebobs, roca ferweras 

da qandakebasac ki, uCndeba moTxovnileba, gamoxatos.. . 
qmnadoba, da Tanac ise, rom sulac ar uRalatos sakuTar enas?!

bolos da bolos, uolter peterisa ar iyos, yvela xelovneba 
musikis principisaken miiltvis, am Teziss ki, benedeto kroCe ase 
daazustebs: `yvela xelovneba musikaa~; anda, bloki gavixsenoT. 
gana `Tormetis~ sinkopirebuli ritmikis avtori ar aRiarebda 
etyoba, me Seumdgari musikosi varo?!

da mainc, artistul panTeonSi musikisa da ferweris 
damezoblebas igive adorno `meSCanur warmodgenad~ naTlavda, 
riTac, miuxedavad am ori diadi xelovnebis sinTezuri 
urTierTSevsebadobisa, maTsave urTierTwinaaRmdegobriobasa 
da metic, SeuTavseblobazec mianiSnebda. 

da yovelive es kidev ufro gaamZafra vagnerianuli 
`guzamkunstverkis~ kulturfilosofiam, rasac Tomas mani 
xelovnebaTa gaerTianebis `diletantur xasiaTs~ uwodebda.

rac Seexeba `doqtor faustusis~ avtoris Teoriul 
sufliors, igi gadaWriT acxadebda, musika iracionaluri 
fenomenia, ferwera ki, Tavisi sagnobriobiT, teqnikur process 
ukavSirdebao.

sxvaTa Soris, elguja amaSukels aqvs erTi ferweruli suita 
`musika da teqnika~, romelic, ratomRac teqnikis maryuJebSi 
aRmoCenili musikis bedisweris refleqsiad mesaxeba. 

Tumca, albaT, verc imas gaveqceviT, rom teqnikasac aqvs Tavisi 
faruli musika, ise rogorc, cxadia, musikaSicaa teqnika.. .

andre Jids aRmoxdenia erTxel: `frangulad? ara, musikalurad 
mirCevnia!~

etyoba, elguja amaSukelsac swadda, exata musikalurad, anda, 
sulac, eZerwa musikalurad, raTa wminda saxiT moeZiebina 
plastikuri intonacia, da saerTod, intonacia, marina cvetaeva 
bgeradqceul intencias rom uwodebda.

aseTi intonacia, ki, rogorc musikaluri qsovilis 
elementaruli, mxatvruli informaciis matarebeli ujredi, 
umal gadaizrdeba plastikur motivSi _ intonaciis am 
dubliorSi.

oRond, Tuki amaSukeliseuli qandakeba klasikuri stilis, 
konstruqciul, simetriul, gawonasworebul struqturebs 
emyareba, misive ferwera ukve, barokouli tipis arasimetriul, 
dinamikur plastikur algoritmebzea awyobili.

yovel SemTxvevaSi, Tu mis qandakebaSi apoloni 
imarjvebda dioniseze, missave ferweraSi dionisuri, anda, 
Spengleriseulad, fausturi suli zeimobs.

ase iRvrebian ara imdenad sivrcis, ramdenadac drois formebi, 
temporaluri, denadi, xanieri xatebi.. .

ase moixelTebs mxatvari, rogorc debiusi ityoda, dRisa da 
Ramis, cisa da miwis mTel poezias.. .

Tavis musikalur ferweraSi (Tu ferwerul musikaSi) igi 
kvarcxlbekze ki ar idga (da sul ufro emsgavseboda qvas), 
aramed miwaze iwva, xolo `rodesac wevxar sadRac miwaze, xeebi 
Canan ufro maRali~.

aseTive Cans elguja amaSukeli _ iis RerosTan goliaTis 
misadagebis didostati.

    * * *

saxelmwifo imis saxelmwifoa, rom igi publikis saxeliT 
manipulirebs da iZulebiT CaiTrevs koleqtiurobisa da 
moqalaqeobriobis sivrcul narativebSi. 

publikis saxeliT xdeba kerZopartiuli Tu saxelisuflebo 
interesebis SeniRbva, sayovelTao sikeTis ritorika da 
`kulturis dacva publikis sasikeTod~.. .

publikis sfero xom yvelaze metad emorCileba saxelmwifos, 
erisa Tu imperiis unifikaciis miznebi rom amoZravebs, 
monopolias ixveWs da materialurad asxeulebs xsovnisa da 
istoriis sakuTar versias.

cxadia, istoriis Zaladobrivi unifikacia `sxva~ istoriebisa 
da memorialuri narativebis gauqmebis xarjze xdeba.

sxva saqmea, rom totalitaruli reJimebi Tavad amowuraven 

beyond the white plate of forehead. He slightly took himself 
off the ground, felt easy again as he considered himself an 
ordinary, simple man on the earth due to fear and many 
other reasons”. 

Pictorial transcriptions of the heavenly music sensed 
by such a “man” bring the association of piano-sounding 
texture.

As a virtuosic performer of his own works, he, once 
again elaborates a certain method of plastic cantilena from 
opus to opus, refining (and not complicating) the pictorial-
melodic ornamentality, developing the passage techniques, 
expanding  register range, “elongated” chords, melodic 
leaps, elliptic passages, providing dissonance transition of 
forms-sounds onto variable pedals, playing on “black keys” 
from time to time and appling fingering as well… 

And this is the how the mood of Mozart, the “Submerged 
Cathedral” of Debussy, the harmony of Bartoque, the 
passages of Stravinsky, and the rhythms of Pullenare 
depicted…

According to Ed. Hanslick, these are “the moving sonorous 
forms” or the play of plastic sounds, the amalgams 
entangled…

In this process of grasping the sonorous and of plastic 
intoning the elements of the universe, the artist involuntarily 
starts to sensualize the non-figurative harmonies 
submerging into blissful aesthesis, at the same time 
preserving the form and attempting to create any plastic 
image from the inter-convertible logic of improvised and 
toccata-like metamorphosis or even from the metalogic of 
eternal circulation without losing the initial emotional code, 
trying not to record musical and plastic vision from the 
matrix of readymade forms but to turn the fluctuant, transit 
expression into the “open form”.   

It is such a shaping, a kind of pictorial aleatorrism, where 
the spontaneous, playful basis is revealed in.

And this is a kind of a lottery where all tickets are more or 
less prize-winning…

And what is the most essenicial, such gaming certainly has 
quite a good cause: “the music root free without betrayal”.

The route from “Debussy to Stravinsky” has many times 
been characterized as the analogue of transition from 
impressionism to cubism.  

This is the way to space out music, which according to 
Adorno is the way of deviation of music from its own essence.   

It seems that the triumph of “painting” over “music” is really 
the main symptom of positive soul of the epoch.

But the pathos of any painting, including the abstraction, 
is the embodyment of something that has already been 
created and formed. 

As for music it is he art of creation.

However, there also exists the “reverse-nostalgia”, when 
painting and even a sculpture reveals the need to express… 
creation without betraying its own language. 

Ater all, as Walter Peter has it, all arts tend to the principle 
of music, while as  Benedetti Crochet specifies,  “All arts are 
music by essence”. 

Or just remember Bloc; the author of syncopated rhythm of 
“The Twelve”  perceive himself as an unrealized musician.

And still, Adorno called the neighboring of music and 
painting in the artistic pantheon to be a “narrow-minded 
performance”, meaning that althouge these two great arts 
complement each other, they are still inter-resistant and 
even incompatible.

All this became even sharper in the light of Wagner’s 
cultural philosophy of “Guzamkunstwerk”, which Thomas 
Mann called the “dilettante nature” of uniting of arts.

As for the theoretical breather of the author of “Doctor 
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klasikur monumentur esTetikas da mis gamanadgurebel 
kompromentirebasac amdenadve moaswaveben.

elguja amaSukelma moaxerxa imgvari koleqtiur-monumenturi 
narativis Seqmna, romelsac ar emuqreba istoriis `axali 
versiis~ Sesabamisad gauqmebis safrTxe. 

rac Seexeba monumentur skulpturikas, am mxriv, misi poetika 
arcTu stabiluria da amdenadve gulisxmobs revizias.

`xsovnis xelovneba~ _ ase hqvia frensis ietsis SesaniSnav 
wigns.   

monumentalistis erTi umTavresi texne sworedac `xsovnis 
xelovneba~ unda iyos.

`xsovnis xelovnebis~ klasikur gakveTilebs oratorebi 
iZleodnen. 

ciceronisa da kvintilianesaTvis mniSvnelovani iyo ara 
mxolod sityva, romelsac isini sajarod warmoTqvamdnen, 
aramed isic, Tu arCeul Temasa da adgils Soris rogor unda 
aegoT asociaciuri xidi realur Tu warmosaxul sivrceSi.

monumentalisti-moqandakec oratoria, visTvisac xSirad 
gadamwyveti mniSvnelobac ki eniWeba Zeglis, rogorc xsovnis 
reprezentaciis adgils _ loci memoriae-s.

iseTi cnebebi, rogoricaa; `istoria~, `tragikuli warsuli~, 
`daxsomebis aucilebloba~, `daviwyebis saSiSroeba~, 
`nacionaluri identuroba~, Tavad `monumenti~, `xalxi~ da, 
Tundac ybadaRebuli `demokratia~ dRes diskusiis sagnebia 
da amgvar kritikul situaciaSi, yoveli axali Zegli 
garkveulwilad ironizirebis obieqtadac ki iqceva.

warsulTan damokidebuleba, miT ufro problematuria 
modernulobisa da postmodernulobis paradigmaTa 
monacvleobis konteqstSi.

myari demokratiul-liberaluri tradiciebis qveynebSi 
modernuloba warsulia, postmodernuloba _ awmyo.

ai, CvenSi ki, sadac modernulobac ki vera da ver iqca awmyod,    
jerac sul cota, Sua saukuneebi gveguleba warsulad!

am gagebiT, modernuloba saqarTveloSi, i. habermass 
Tu davesesxebiT, marTlac, ganuxorcielebeli proeqtia 
_ `ganuxorcielebeli proeqti~ am sityvis pirdapiri 
mniSvnelobiT.

amgvar fonze nebismieri patriotuli Tu nacionaluri 
ritorika garkveulwilad kargavs efeqturobas.

aqedan gamomdinare, amaSukeliseuli `monumenturi moderni~, 
meti rom ara vTqvaT, sakmaod problematuria da saxelisuflebo 
narativis konteqstSi, erTob konservatizebulic.

yovelive amas emateba TviT monumentebis gagebis 
problematizacia, nicSedan rom momdinareobs. 

`gveyo monumentebi!~ _ jer kidev rodis gamoacxada `tragediis 

Faustus”, he clearly stated that music was an irrational 
phenomenon, while the painting related to the technical 
process because of its objectness. 

By the way, Elguja Amashukeli has got a pictorial suite 
“Music and Technique”, which to my mind is the reflection of 
the fate of music tied by the technique.

However, we cannot neglect that music can be hidden in 
the technique and vice-versa, technique can be identified 
in music…

Andre Zhid happened to say once: “In French language? 
No, I would prefer the musical one!”

Perhaps, Elguja Amashukeli also wished to paint musically 
or to sculpture musically in order to search for a pure plastic 
intonation or an intonation in general which was called as 
the intension by Marina Tsvetaeva.  

And such intonation, a cell carrying elementary, art-related 
information of musical texture, promptly turns into plastic 
motif – the substitute of intonation. 

But, if Amashukeli’s sculpture is based on classical-
style, constructive, symmetric and balanced structures, his 
painting is tuned on baroque-type asymmetric, dynamic 
plastic algorithms.        

 One way or another, if Apollo defeats Dionysus in his 
sculptures, the Dionysian or, accordign to Spengler, Faustus 
soul rules in his painting.

And this is how the temporal forms rather than the special 
ones, the fluent, constant images are streamed out …

As Debussy used to say, “This is the way how the artist 
succeeds in embracing the overall poetry of day and night, 
heaven and earth…”

In his musical painting (or painted music) he did not place 
himself on the pedestal (which seemed to look more like a 
stone) but he lay on the earth and “when you are lying on the 
earth, the trees seem to be higher “; and this seems to be 
about Elguja Amashukeli, who is the master of correlating of 
the stock of a violet to a giant… 

   * * *

The state masters the art by manipulating on public 
and involvement of people in the spatial narrative of the 
collectivism and public spirit.

The narrow partisan and state interests are veiled by the 
public interests, the rhetoric of universal wellbeing and 
“protection of culture for the good of the people”…

It is common knowledge that the public sphere is the best 
to abide to the state machine the goal of which is to unify a 
nation or an empire and to monopolize and materialize its 
own version of the memory and the history.

Apparently, the forced unification of the history takes place 
at the expense of negation of “other” history and memorial 
narratives.

However, totalitarian regimes exhaust the classical 
monumental aesthetics and quite succeed in its destructive 
discrediting.

Elguja Amashukeli managed to create such collective 
monumental narrative which is not endangered by the “new 
version” of history.

As to the monumental sculpture, its poetics is not so stable 
and, hence, implies revision.

“The Art of Memory” is the great book by Frances Yates.

One of the major techne of a monumentalist should indeed 
be the “art of memory”.

The classic lessons of the “art of memory” were provided 
by orators.

For Cicero and Quintilian not only the word they spoke in 
public was important, but the associative bridge between the 

Tamar mefe. modeli. 1999. tonirebuli TabaSiri
King Tamar. Model. 1999. Toned plaster
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chosen topic and the place in the real or imaginary space.

The monumental sculptor is also an orator to whom 
place of a monument is most important as the place of 
representation memory– loci memorial.

Today, such notions as “history”, “tragic past”, “recollection 
necessity”, “oblivion danger”, “national identity”, “monument” 
itself, “nation” and the notorious “democracy” are widely 
discussed and in this kind of critical situation any new 
monument becomes an object of sarcastic comments.

The relation to the past is more problematic in the context 
of alternation of modernity and post-modernity paradigms.

In countries with the stable democratic and liberal traditions 
modernity is the past and post-modernity – the present.

As for our reality, here the modernity has failed to become 
the present and the Middle Ages are considered to be the 
past!

In this respect, the modernity in Georgia, using the 
Habermas’ term, has literally become “the unrealizable 
project”.

Against this background any patriotic or national rhetoric 
loses its effect to some extent.

Therefore, Amashukeli’s “monumental modern” is rather 
problematic and even conservative in the governmental 
narrative context.

All this is also aggregated with the problem of understaning 
the monuments mentioned by Nietzsche.

“Down with Monuments!” - declared the author of “The 
Birth of Tragedy” long ago.

It is clear that this audacious call was directed against the 
“monumental history” declared by the German historians of 
the 19th century.

However, the “monumental history” is a heavy burden for 

dabadebis~ avtorma
gasagebia, rom es mkvaxe SeZaxili XIX saukunis germaneli 

istorikosebis mier SeTxzuli `monumenturi istoriis~ 
winaaRmdeg iyo mimarTuli.

magram, saqmec esaa, rom `monumenturi istoria~ CvenTvisac 
mZime sapalnea, romelic xSirad momavalSi nabijis gadadgmis 
saSualebas gvarTmevs.

yovel SemTxvevaSi, rogorc dasawyisSive SevniSne, dRes 
monumentebi, figuralurad, uCinarnic ki gaxdnen; da amaze ukve 
robert muzili laparakobda-meTqi, riTac `uTvisebo kacis~ 
avtori aRniSnavda monumentebis recefciis inercias, rasac, 
rozalind krausisa ar iyos, `formis inerciac~ emateba.

mokled, monumentebi, imis nacvlad, rom dagvamaxsovron 
istoria, piriqiT, asamareben da nacionaluri miTebis 
cxraklitulSi amwyvdeven.

amaSukelis xelovneba amgvar amaforiaqebel kiTxvebsac 
svams: xom ar dgeba dro, gaveqceT eris TviTgandidebis nacad 
konotaciebs?! 

anda, xom ar amowura Tavi istoriuli movlenebis 
harmonizebulma narativma, TviT istoriis normalizebis 
iaraRad rom gveqca da, saerTod gadagvaviwya, Tu `risi 
moqadulia momavali~?!

monumentalists Taviseburi memorialuri morali unda 
axldes; 

Tundac kategoriuli imperativi.
amgvar `morals~ ki eTikur-esTetikuri kanonis saxe unda 

hqondes, rac imasac unda niSnavdes, rom monumentalisti 
moqandake, gansakuTrebiT maSin, roca igi sakuTriv Zegls akeTebs 
da ara memorials anda monuments _ es sami ikonografiuli forma 
ki xSirad erevaT xolme erTmaneTSi, _ unda ufrTxildebodes 
protagonistis Rirsebas da zedmetad ar miendos graciiT 
TamaSis stiqias.

yovel SemTxvevaSi, aseTia kanoni;
esaa erTgvari movaleoba, romlis ZaliTac kanonikurad 

gvinergaven mowiwebas im esTetikuri referentisadmi, visi 
ukvdavyofac dausaxavs miznad moqandakes. 

aqve igulisxmeba garkveuli saavtoro TviTkrZalva, 
TviTtabuireba, TviTfrustracia, esTetikur-graciuli 
survilebis blokireba.. .

esaa Taviseburi askezac, rac, saboloo jamSi, artistuli 
Tavisuflebis Tanamdevi praqtikaa.

xolo monumenturi xelovneba maincdamainc ar warmoadgens 
Tavisufal Semoqmedebas, miT ufro - voluntaristuli gagebiT.

da mainc, monumentalisti, rac ufro `kanonmorCilia~, miT 
ufro grZnobs, rom mbrZanebeli Tavad masSia, rom igi uRviZebs 
sakuTari daniSnulebis amaRlebulobis gancdas.

aqve iwyebs `muSaobas~ saTnoebac anu movaleobis zusti 
Sesrulebis mtkice ganwyoba, romelic, kantisa ar iyos, Tavis 
SedegebSi keTilqmedebacaa, Tanac, ufro metad, vidre yovelive 
is, risi gakeTebac amqveynad bunebas, anda xelovnebas SeuZlia. 

kacobriobis didebuli saxe, am formiT warmodgenili, diaxac, 
rom nebas iZleva graciaTa Tanxlebisa, magram sanam saqme 
exeba mxolod movaleobas, maT sapatio manZili mainc unda 
SeinarCunon, _ agrZelebs kanti.

ase rom, graciis Tanxlebas mxolod da mxolod saTnoebis 
konteqstSi uSvebs igi, rac Seexeba movaleobas, epasuxeba 
ra profesor Silers, kanti SeniSnavs, movaleobis cnebaSi 
swored misi RirsebisaTvis ar SemiZlia davuSva graciis raime 
Tanxlebao.

amaSukeli am ori ukiduresobidan saSualos irCevs, kinikosebi 
da stoelebi adioforas rom uwodebdnen.

ai, am saSualos moxelTeba SeiZleba CaiTvalos memorialuri 
moralis umTavres kanonad, Tundac konservatoruli 
monumentalistikis kategoriul imperativad.

sabWourma totalitarizmma daakanona monumentis iseTi tipi, 
romelic ar iTvaliswinebda daTvalierebas.

magaliTad, aravis azrad ar mouvidoda stalinis Tu leninis 
ZeglebisTvis Sexedva (Torem gorgona meduzasaviT adgilze 
gaaqvavebda);

diax, konkretuli Zegli dasaTvaliereblad, anu `wasakiTx 
teqstad~ ki ara, sxva Zeglis dadgmis asakrZal niSnadac 

elguja amaSukeli Tavis namuSevarTan 
`meezove~. Tbilisi. 1997 

Elguja Amashukeli and his sculpture `Street Cleaner~. 
Tbilisi. 1997
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idgmeboda, ise, rogorc mravalsaaTian partiul moxsenebebsac, 
im mizniT ki ar kiTxulobdnen, raTa vinmes moesmina (anda 
Seesmina), aramed  imisaTvis, rom `sxvas~ ar warmoeTqva sakuTari 
sityva.

mokled, Zegli `warsulis did gvamTa~ sidiadis sabuTad ki ar 
aRimarTeboda, aramed imis niSnad, rom `sxva~ ar unda mdgariyo 
iq.

esec totalitaruli  `agorafobiis~ sindromi iyo, xelovneba 
_ winsarTiT `ara~ (`ucxo pirTa Sesvla akrZalulia~).

amaSukelma am `aras~ waSlis, oRond, cxadia, `zomieri waSlis~ 
ideologiuri dakveTac miiRo.

`ara~ mainc unda yofiliyo nagulisxmevi. xolo `sxva~ anu 
`ucxo~ ki _ navaraudevi.

es `ara~ _ oficiozis avtoritaruli diskursia, misi xelis 
ufleba, romelsac monumentalisti Tavisi xelis uflebiT 
epasuxeba.

monumentalobis, rogorc kategoriis substancia xom 
Zalauneburad gulismobs imgvar cnebebs, rogoricaa Zala, 
kulti, imperativi, avtoritarizmi?!

amaSukelma Cveuli taqtiTa da politkoreqtuli JestiT 

us often preventing us from the possibility to make steps 
forward to the future!

Anyway, as I have mentioned above, today the monuments 
have become figuratively invisible. Even Robert Musil in his 
book “The Man without Qualities” mentioned the inertia of 
reception of monuments supplemented by Rosaline Kraus’s 
“inertia of form”.

In brief, the monuments thather than recollecting the 
history for us, bury it and put it under the seven seals of 
national myths. 

Amashukeli’s art provokes a number of questions for 
instance, “Is it not high time to reject the already time-tested 
connotations of self-glorification?!”, or “Is not the harmonized 
narrative of the historical events already exhauster whereas 
it has been turned into the tool of normalization of history for 
us has and has made us forget what the future has in store 
for us? ”

The monumental artist should follow some special 
memorial moral, even in rhe categorical imperative.

Such “moral” should be be a kind of ethic and aesthetic 
law, implying that a monumental sculptor especially when 
working on a sculpture, but not a memorial or a monument 
(these three iconographic forms are often confused among 
one another) should take care of the dignity of a protagonist 
and not be carried away more than needed by the game of 
gracefulness.

One way or another, such si the law.

This is a kind of duty filling us with the piety for the 
aesthetical reviewer whom the sculptor intends to eternalize.

This also implies the author’s self-restraint, self-tabooing, 
self-frustration and the blocking of aesthetical and graceful 
wishes…

This is also a kind of asceticism, the accompanying 
practice of artistic freedom.

As the the monumental art itself, it is not the free creativity, 
especially from voluntaristic point of view.

However, the more “law-abiding” a monumental artist 
is the more he feels that the master is inside him and this 
awakens in him the sense of loftiness of his predestination.

Meanwhile, the virtue begins to act, i.e., the strong will to 
perform one’s duty, which according to Kant, is goodness 
in its effect even more than anything created by the nature 
or art.

The glorious image of the mankind represented in such 
form, allows the precense of Graces, but so far we refer to 
the duty only, some distance should be kept in between, - 
continues Kant.

Hence, he allows the precence of Gracees solely in the 
context of virtue, but as for the duty, in reply of Professor 
Schiller, Kant states: I cannot allow any precence of the 
Graces in the concept of duty for the respect thereof.

Amashukeli has chosen the middle between these two 
extremes, which cynics and stoics called adiaphora by.

Grasping this kind of media can be considered the main law 
of the memorial moral or at least the categorical imperative 
of the conservative monumental art.

The Soviet totalitarianism legitimated such type of 
monument, which did not imply visualizing.

For instance, nobody would ever think to take a look at the 
monuments of Stalin or Lenin (or else it would turned him 
into a stone as a Gorgon).

And really, a certain monument was erected not for survey, 
as a “readable text”, but as a sign forbidding the erection 
of other monuments, like the hours-long reports read at the 
party meetings not for the attention of the audience but in 
order to prevent the declaration of someone’s own opinion.

elguja amaSukeli, lia sturua, ungreli moqandake imre 
vespremis meuRle eva. ungreTi, 1987

Elguja Amashukeli, Lia Sturua, Eve, wife of Hungarian sculptor 
IMre Vesprem. Hungary. 1987

saqarTvelos saelCo safrangeTSi. parizi. 1999
Embassy of Georgia in France. Paris. 1999
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moaxerxa am orgvar `aras~ Soris lavireba.
amasTan, es iyo lavireba pirobiTad ori tipis xelovnebas: 

`qurumulsa~ da `literaturuls~ Soris.
pirveli maTgani masazea orientirebuli, meore _ 

pirovnebiskenaa mimarTuli.
samoqalaqo sociumisTvis gankuTvnil monumentur qandakebas 

erTic sWirdeba da meorec, Tumca, arc imis gauTvaliswinebloba 
gvmarTebs, rom dasavluri tipis samoqalaqo sociumi, 
karga xania, `zedmet bargad~ miiCnevs monumentsac da 
monumenturobasac, rogorc kulturis erT-erT gamotirebul 
Rirebulebas.

arada, monumenturoba, iseve rogorc metafizikuroba 
samyaroSi _ am ukidegano sivrceSi - adamianis (resp. eris)
adgilis dadgenis strategiaa.

monumenturi xelovneba, metafizikis darad, uadgilobaSi 
_ adgils, utopiurobaSi _ toposs rom amkvidrebs, qarTuli 
mentaluri sivrcisaTvis jerac ar dakargavs funqcias.

qarTuli `klasikuri azrovnebisaTvis~ devizi: `aqa vdgavar da 
sxvagvarad ar ZalmiZs~, dResac aqtualuria.

etyoba, xvalac ase iqneba;
da maSasadame, amaSukeliseuli monumentebic adgilze darCeba.

* * *
erTi rusi filosofosi ociani wlebis miwuruls, cdilobda 

ra, epova revoluciis religiuri sazrisi, werda: `istoriuli 
procesis arsi mdgomareobs cxovrebis zeistoriuli Sinaarsis 
gadaformebaSi”.

da Tu es marTalia, monumenturi xelovnebis misia cxovrebis 
zeistoriulad gadaformebuli Sinaarsis warmodgenacaa, risi 
Sedegic, rogorc wesi, realobis totalur esTetizaciaSi 
bolovdeba.

amgvari esTetizaciis paradigmebicaa amaSukeliseuli monumen-
tebi; jerarsuli istoriuli narativis esTetikur artefaqtad 
gadaformebis (Camoweris) paradigmebi.

da mainc, sul sxva madlia, asaxierebde uflis xels; uflis 
xels, da ara xelis ufals.. .

da, Turme ramsigrZe gza yofila uflis xelidan _ moqandakis 
xelisuflebamde; 

da ra mokle savali _ moqandakis xelis uflebidan 
xelisuflebis moqandakemde.. .

daviT andriaZe
 filosofiis mecnierebaTa doqtori

Shortly, the monuments were erected not as the 
documentation of the glory of “great figures of the past”, but 
as the sign that nobody “else” should be erected there.

This was also the syndrome of totalitarian “agoraphobia”, 
the art with the prefix “no” (“No Admittance”).

Amashukeli had received the ideological order to erase 
this “no” (but to erase it not too radically).

“No” was to be stipulated anyway, while “other” or “else” 
should have been speculated.

This “no” is the authoritarian discourse of the government, 
the right of its hand to which the monumental artist responds 
with the right of his hand. 

But does the substance of monumental art as of category 
involuntarilyy implies such concepts as power, cult, 
imperative and authoritarianism?!

Owing to his usual tact and politically correct gestures 
Amashukeli succeeded to maneuver between these two 
“no”-s.

At the same time this was the maneuvering between 
conditionally two types of arts: the “hieratic” and the “literaty” 
ones.

The first one is focused on the masses and the other – on 
the individual.

The monumental sculptures intended for the civil society 
needs both of them, though it is worth mentioning that in the 
civis sociaty of the western type they deem the monuments 
and monumental art as the “excess burden, one of the 
obsolete values of the  of culture. 

Yet the monumental art, like metaphysics is a strategy 
of determination the place of a man (resp. nation) in the 
universe, in such a boundless space. 

The monumental art, establishing, like metaphysics, a 
place in the placelesness and a topos in utopia, will not lose 
its topicality for the Georgian mental space for a long time 
more.

The motto “I stand here and cannot do otherwise”, is still 
topical for Georgian “classic thinking”.

And its seems to remain actual tomorrow as well.

Hence, Amashukeli’s monuments will remain in their 
places.

* * *

In the late 1920th a Russian philosopher, seeking a 
religious ground of the revolution, wrote: “the subject-matter 
of historical process is the transformation of supreme-
historical content of the life”.

If this is true, the mission of the monumental art to 
representat the supreme-historically transformed content 
of the life, the effect of which ends, as a rule, in the total 
aestheticization of the reality.

Amashukeli’s monuments are the paradigms of such 
aestheticization: the paradigms of transformation of the yet-
not-ended historical narrative into the aesthetic artifact.

Indeed, it is a bliss to embody the hand of the heavenly 
Power and not the the hand of the earthly one…

The route from the hand of heavenly power to the power of 
sculptor’s hand is long…

But short is the way from the power of sculptor’s had to the 
sculptor of earthly power…

David Andriadze 

Doctor of Sciences of Philosophy

elguja amaSukeli qaliSvilTan erTad. 1996

Elguja Amashukeli with daughter. 1996
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ukvdavebis samganzomilebiani 
paradigma 

 
elguja amaSukelis SemoqmedebaSi samyaroze axali xedvebis 

adekvaturi formis Ziebisa da Sesabamisad, am ukanasknelis  
transformaciis Sedegebi, upirvelesad, mis monumentur qandakebaSia 
moniSnuli. swored monumentur formaSi ganxorcielda misi, rogorc 
Semoqmedis mTavari daniSnuleba - qarTuli kulturis miTologemebis 
samganzomilebian, vizualur teqstad transformirebiT erisTvis 
Rirebulebriv-ideologiuri niSansvetebis reanimireba moexdina 
da dro-sivrculad universalur formaSi moeqcia qarTvelTa 
TviTSefasebis, Sesabamisad, istoriaSi sakuTari adgilisa da 
mniSvnelobis gansazRvris procesi.

qarTul kulturaSi mrgvali qandakebis damkvidrebamde es funqcia 
mxolod sityvakazmul mwerlobas da saistorio mecnierebebs hqonda 
dakisrebuli, ris gamoc qarTvelTa Rirebulebriv-memorialuri 
veli umTavresad virtualur-naratul ganzomilebaSi iyo moniSnuli. 
gasuli saukunis samociani  wlebidan ki axalma qarTulma qandakebam, 
rogorc meti imperativis mqone dargma,  es funqcia  Tavis Tavze itvirTa 
da 2000-iani wlebis pirvel aTwleulebamde am tendenciis erTguli 
darCa.

gasuli saukunis samocian wlebSi momxdarma, ,„ottepelis“ epoqis 
politikuri gadawyvetilebebiT gapirobebulma socialur-
kulturulma cvlilebebma xelovnebas da Sesabamisad, elguja 
amaSukelsac, rogorc moqandakes SemoqmedebiT TavisuflebasTan erTad 
damatebiT kulturuli, ufro metic, kulturis politikisa da axali 
identobis Semqmnelis funqciac mianiWa. amitom bunebrivia, igi gascda 
mxolod qandakebiT Semofarglul wminda saxelovnebo sivrces da 
kulturis velSi daimkvidra adgili. amitom vTvliT, rom ar SeiZleba 
elguja amaSukelis monumenturi plastikis mniSvneloba da analizi 
mxolod saxelovnebaTmcodneo diskursamde daviwrovdes.

igi qarTul saxelovnebo samyaroSi, Tavisi Taobis sxva  moqandakeebTan 
erTad, erT-erTi yvelaze mniSvnelovani aqtoria, romlis mier 
qalaqis sivrceSi ganxorcielebulma sivrculma misteriam - qandakebam, 
- praqtikulad,  eris kulturuli paradigmis Tu cvlileba ara, misi 
mniSvnelovani koreqtireba ganapiroba. swored am periodisa da 
aseTi funqciuri datvirTvis matarebel qandakebas da bunebrivia, maT 
Soris elguja amaSukelis qandakebasac, ukavSirdeba eTnokulturuli 
identobis axali formis moZiebisa da formirebis procesi. 

identoba ganaxlebadia, da  savsebiT normaluria, rom dRes isev 
midiodes identobis paradigmuli cvlilebis procesi, rogorc es 
gasuli saukunis samocian wlebSi moxda, magram elguja amaSukelis 
sivrcul-urbanulma  formebma aucilebeli da drouli cvlilebebi 
moutana qarTul qandakebas da, Sesabamisad, ganaxlebad erovnul 
kulturasac. veranairi uaxlesi filosofiur-esTetikuri paradigma 

Three-Dimensional Paradigm 
of Immortality

 
 In Elguja Amashukeli’s art the results of his quests for 
the forms appropriate to the new visions of the world and, 
correspondingly, of the transformation those forms, are, first 
and foremost, observed in his monumental sculptures. It 
was the monumental form that embodied the main mission 
of the artist – to transform the mythologemes of Georgian 
culture into the three-dimensional visual texts thus reviving 
the landmarks of valuable, ideological significance for the 
nation and to enclose the process of the Georgians’ self-
estimating and, correspondingly, of defining their place and 
significance in the history into the temporally and spatially 
universal form.

Before the round sculpture was established in Georgian 
culture this function was entrusted to the belles-lettres and 
the historic sciences only as a result of which the value 
and memorial filed of the Georgians was, for the most part, 
outlined in the virtual and narrative dimension. Starting from 
the 1960th, the Georgian sculpture, as the field possessing 
higher level of imperative, undertook this function and 
remained loyal to the tendency till the first decades of the 
2000th.

The social and cultural changes taken place as a result of 
the political decisions of the epoch of “The Thaw”, assigned 
to the art and, naturally to Elguja Amashukeli, as a sculptor, 
in addition to the artistic freedom, the cultural function, and 
what is more, the function of the creator of cultural policy and 
of the new identity. That was why he, having overstepped 
the purely artistic space limited by sculpture, settled in the 
field of culture. That is why we believe the significance of the 
monumental plastics of Elguja Amashukeli and the analysis 
thereof may not be narrowed down to the discourse of art 
criticism.

Together with other sculptors of his generation he was one 
of the most significant actors in the artistic world of Georgia 
whose spatial mystery – the sculpture - fulfilled within the 
city space actually resulted if not in the change, then in 
the major correction of the cultural paradigm of the nation, 
and the sculptures of the mentioned period bearing the 
mentioned functional meaning (naturally, the sculptures by 
Elguja Amashukeli among them) called forth the process 
of searching and forming a new form of the ethno-cultural 
identity.

The identity is renewable and it would be only normal for the 
process of paradigmatic changes of identity to go on today 
like it took place in the 1960th, but the spatial urban forms 
by Elguja Amashukeli brought the timely changes to the 
Georgian sculpture and, thus, to the renewable Georgian 
culture. No latest philosophical and aesthetical paradigms 
can dispute the value of those first impulses arisen from 
Georgian visual art, in particular from the sculpture of the 
1960th, which are related to Elguja Amashukeli and his 
generation. In the middle of the 20th century it was the urban 
sculpture than managed to consolidate the Georgians living 
in the Soviet Empire and imprisoned in the common Soviet 
standardized value system around the national paradigm. 
Georgian painting was an active participant and confederate 
of the process (e.g. the so called ethnographical still lives 
by B. Berdzenishvili and the everyday life of Georgian 
village  by R. Javrishvili). Yet, the painting, unlike the urban 
sculpture, was less accessible for the public.

The attempts to let out the Georgian spirit sheltered in the 
history let Elguja Amashukeli and his contemporaries the 
limits in respect of the themes because they actually had 
to begin from the very beginning. It is the merit of Elguja 
Amashukeli and his generation that our contemporary 
sculptors and the subsequent generations can afford the 
luxury of different types of searching. It was they who 
managed to raise the Georgian sculpture governed from 
other culture to a qualitatively different level of development 
and helped it to ascend the stairs that were required to 

elguja amaSukeli qaliSvilTan, ekasTan da meuRlesTan, lia 
sturuasTan erTad. 1985 

Elguja Amashukeli with his daughter Eka and wife Lia Sturua. 1985
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ver daayenebs eWvqveS gasuli saukunis samociani wlebis qarTuli 
vizualuri xelovnebidan, kerZod - qandakebidan wamosuli am 
pirveli impulsebis Rirebulebas, romelic elguja amaSukelsa da 
mis Taobas ukavSirdeba. meoce saukunis Sua xanebSi swored urbanulma 
qandakebam moaxerxa sabWoTa imperiaSi mcxovrebi, saerTo sabWoTa, 
unificirebul Rirebulebriv sistemaSi moqceul qarTvelTa erovnuli 
paradigmis garSemo konsolidacia. am procesSi qarTuli ferwerac 
aqtiuri Tanamonawile da Tanamoazre iyo, (mag., e.w. eTnografiuli 
naturmortebi (b. berZeniSvili), qarTuli soflis  (r. javriSvili) 
yofa). Tumca mas, urbanuli qandakebisgan gansxvavebiT, naklebi 
sayovelTao wvdoma hqonda.

elguja amaSukeli da misi Taoba istoriaSi TavSefarebuli qarTuli 
sulis xelaxla gamoxmobis mcdelobebma Tematuradac ki SezRuda, 
radgan isini praqtikulad yvelafers  Tavidan iwyebdnen. is, rom Cvens 
Tanamedrove moqandakeebs Tu maT Semdgom Taobebs  sxva tipis Ziebebis 
fufuneba aqvT, swored elguja amaSukelisa da misi Taobis damsaxurebaa. 
swored maT gaiyvanes sxva kulturidan marTuli  qarTuli qandakeba  
ganviTarebis Tvisobrivad sxva doneze  da aucilebad gasavleli 
safexurebi Tavad gaatares. 

swored am konteqstma ganapiroba is, rom moqandake qarTul 
eTnokulturul sivrceSi gaTamaSebuli kulturul-istoriuli 
misteriebis, miTebis, legendebisa da folkloris asaxvas Seecada da 
amiT manamde usistemod mimofantuli Rirebulebrivi marginaliebi 
miTologemebad („vaxtang gorgasali“) da ideologemebad 
(„qarTvlis deda“) gardasaxul imijebad aqcia, riTic  Cveni saarsebo 
da saazrovno sivrce Seavso. qarTveli erisa da qarTuli kulturis 
miTologizirebuli istoriis sivrcul-moculobiT narativSi 
gansxeulebiT elguja amaSukelma Tbilisis toponimSi Semoitana 
da „daamagra“ mTeli saqarTvelo: man verbalurad gacxadebuli 
qarTvelTa miTologemebi da ideologemebi qarTuli sivrcis 
vizualur-moculobiT simboloebad aqcia.

bunebrivia, axali Tematikis aTvisebasTan erTad moqandake cdilobda, 
da sakmao warmatebiTac, gamoenaxa plastikuri metyvelebis Sesabamisi 
iseTi formebic, romelSic qarTuli sulis substanciad qceuli 
istoriis, filosofiisa da kulturis postulatebi mxatvrul teqstSi 
gansxeuldeboda da romlis meSveobiTac moxerxdeboda ama Tu im 
movlenaSi kodirebuli kulturuli enigmebis dekodireba. 

aRniSnulma samuSao programam mravalmxrivi stiluri Ziebebi 
ganapiroba, romlis farglebSic moqandakisTvis damaxasiaTebeli 
gaxda Ziebebi rogorc klasikuri, aseve modernuli qandakebis 
zRvarze da sruliad Tavisufali eqsperimentebi, romelic uaryofs  ra  
socialisturi qandakebis maunificirebel, akademizmidan nasazrdoeb 
neoklasicistur saxviT maneras, qmnis brwyinvale, qaraqterologiuri 
maxasiaTeblebiT gamorCeul portretul qandakebebs (niko 
firosmanaSvilis skulptura, kote marjaniSvilis portreti), aseve misi 
Ziebebi mcire plastikaSi (qalis torsebi da abstraqtuli kompoziciebi) 
adasturebs moqandakis araakademiur, Tanamedrove plastikur 
metyvelebaze orientirebul interesebs. metic, niko firosmanaSvilisa 
da nikoloz baraTaSvilis skulpturebSi kidev erTxel dasturdeba 
moqandakis mcdeloba - gamonaxos  plastikuri Txrobis axali xerxebi 
da qarTuli kulturis, qristianuli filosofiiT nasazrdoeb da aqamde 
mxolod qarTul monumentur ferweraSi gacxadebul formebs sivrculi 
analogi mouZebnos, rac TavisTavad moqandakis im SemoqmedebiTi 
principebis gagrZelebas warmoadgenda, romelic  axali qarTuli 
vizualuri plastikis kulturis Seqmnisken iyo mimarTuli.

swored am kulturulma konteqstma ganapiroba misi gamomsaxvelobiTi 
enis Tavisebureba, misi qandakebis garkveulwilad kompoziciuri 
hermetuloba da emblematurobisken swrafva, azrobrivi aqcentebis 
wina planze wamoweva da, Sesabamisad, plastikis misTvis daqvemdebareba. 
amitom garkveulad logikuric ki Canda, rom moqandakisTvis  qandakebis 
individualizacia am etapze prioritets aRar warmoadgenda da, 
Sesabamisad, igi ganzogadebuli saxe-xatebis Seqmnisken iswrafvoda. 

ganzogadebuli saxe-xatebisken swrafvam ki moqandakis SemoqmedebaSi 
gansxavebuli dro-sivrcis aRqma Semoitana, ris gamoc  „qarTvlis 
dedaSi“ moqandake sakuTari dro-sivrculi parametrebis moniSvnisas 
upirispirdeba mTel garemos, qandakebis arc erTi plasti ar aris 
mimarTuli sivrceSi rbili integraciisken, igi mkveTrad emijneba 
arsebul landSafts da avtonomiur, monumentur sivrces iWers, razec 
formebis geometrizaciamde misuli lakoniuroba da skulpturuli 
sibrtyeebis lapidaroba, qandakebis feri da liTonis ucxo faqturac 
aqtiurad muSaobs. 

ascend.

Such a context became the reason for the sculptor’s 
endeavor to represent the myths, legends, folklore and 
cultural-historical mysteries performed in the Georgian 
ethno-cultural space thus transforming the value marginalia 
scattered irregularly until then into the images transfigured 
into mythologemes (“Vakhtang Gorgasali”) and ideologemes 
(”The Mother of the Georgians”) and enriching our habitat 
and thinking environment. By incarnating the mythologized 
history of the Georgian nation and the Georgian culture in 
the spatial and dimensional narrative Elguja Amashukeli 
introduced and “anchored” the whole Georgia in the toponym 
of Tbilisi having transfigured the mythologemes and 
ideologemes of the Georgians into the visual, dimensional 
symbols of the Georgian space.

Together with mastering the new themes the sculptor 
naturally tried, and quite successfully, to find such forms 
corresponding to the plastic language which would make 
possible for the postulates of history, philosophy and culture 
transfigured into the substance of Georgian spirit to become 
incarnated into the artistic text and which would allow to 
decode the cultural mysteries encoded in one or another 
phenomenon.

Such working program called for many-sided quests in the 
aspect of style which embraced the artist’s searching on the 
verge of both classical and modernistic sculpture as well 
as the absolutely free experiments which, by denying the 
neoclassicist pictorial manner fed by the unifying academism 
of socialist sculpture, create brilliant portrait sculptures 
distinguished by characterological features (the sculpture of 
Niko Pirosmani, the portrait of Kote Marjanishvili) while his 
quests in small-scale plastics (women’s torsos and abstract 
compositions) confirm the sculptor’s non-academic interests 
oriented towards the modern plastic language. Moreover, 

ilia WavWavaZis ZeglTan, baTumi. 1988 
At the Monument of Ilia Chavchavadze. Batumi. 1988 
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igive iTqmis foTSi „gmir mezRvaurTa“ Zeglzec. orive SemTxvevaSi 
moqandake mza plastikuri formulebiTa da universaluri droiT-
Rirebulebrivi maxasiaTeblebiT Sedis sivrceSi da arsebiTad 
alternatiul dro-sivrcul ganzomilebas sTavazobs mnaxvels. 
maSinac ki, rodesac moqandake srulad iTvaliswinebs landSafts, 
igi cdilobs ganzogadebuli formebiT srulad „amotumbos“ 
realuri dro da Seavsos sivrce Tavisi qandakebis universaluri, 
miTologizirebuli droiTi maxasiaTeblebiT, ris magaliTsac 
1982 wels gorSi aRmarTuli „gamarjvebis monumenti“ warmoadgens, 
romelSic goris cixis  arqiteqturuli Temebi meordeba: mZlavri 
kedlebis lapidaruli sisadave, sabrZolo koSkebis oTkuTxa 
formebi da dakbiluli qongurebi  stilizebuli formiT  lomis 
gamosaxulebaSi meordeba. qandakeba, sruliad emorCileba ra ukve 
Semdgari landSaftis arqiteqtonikas, cdilobs Caeweros garemoSi. 
gansakuTrebiT unda aRiniSnos qandakebis „wasakiTxi“ rakursi, romelic 
Tavad moqandakem SearCia - lomze amxedrebuli, samxreTisken mswrafi 
Wabuki „xsnis“ safexurebad daqanebul sabrZolo godolebSi dafarul 
mtris daundoblad  Semmusvrel energetikas da goris cixis kompleqsis 
maxasiaTebel elementad da mis organul gagrZelebad formirdeba. 
es  erTi magaliTic ki cxadyofs moqandakis unars - daimorCilos ara 
mxolod sivrce, aramed droc.

plastikaSi dro-sivrculi parametrebis Ziebis procesma moqandake  
erTgvari plastikuri qronotopis gamomuSavebamde miiyvana, kerZod  
man Seqmna monumentebi, romlebSic cxadad Cans, Tu rogor xdeba droiT 
kategoriaSi ganfenili (literaturuli) da sivrcobriv kategoriaSi 
moazrebuli (qandakeba) koordinatebis erT wertilSi Tavmoyra. aseTi 
tipis vizualur-naratuli da verbalur-naratuli teqstebis zRvarzea 
Seqmnili skulpturebi „dedaena“ da „vefxi da moyme“. TbilisSi 
aRmarTuli „dedaenis“ Zeglis  aRqmisas wina planze, cxadia,  plastikuri 
narativi modis, magram triumfaluri TaRis msgavsi, modernizebuli 
kolonebis Sida nawilSi CarTuli literaturuli teqsti skulpturis 
azrobrivi aqcentebis literaturuli dazusteba an misi ganmartebiTi 
nawilia. aseTive xerxs mimarTavs moqandake „vefxi da moymeSi“, sadac 
skulpturuli teqstis qvemoT misi literaturuli invarianti ikiTxeba. 
faqtobrivad, amaSukeliseuli qandakebebi Tbilisisa Tu sxva qarTuli 
qalaqebis urbanul teqstSi CarTuli plastikuri teqstebia, romelTa 
meSveobiTac iqmneba qarTuli kulturis teqstis skulpturuli 
konotaciebi.

swored zemoT moxmobilma Ziebebma gansazRvra, rom elguja 

the sculptures of Niko Pirosmani and Nikoloz Baratashvili 
once again demonstrate the artist’s endeavor to find new 
means of plastic narration and to find special analogues for 
the forms of Georgian culture fed by Christian philosophy 
and hitherto depicted solely in Georgian monumental 
painting. This, naturally, was the continuation of the 
sculptor’s creative principle directed to the creation of the 
culture of new Georgian visual plastic art.

It was the above cultural context that made for the peculiarity 
of his visual language, some kind of compositional hermeticity 
and the strive towards emblematicity, his highlighting of 
semantic accents with the plasticity subordinated thereto. 
That was why, to some extent it seemed even logical that the 
sculptor, having ceased to give priority to the individualization 
of the sculptures, strived to create the generalized images.

Such strive to the generalized images brought the different 
sense of time and space in the art of the sculptor as a 
result of which he, marking his own temporal and spatial 
parameters in The Mother of the Georgians, opposes the 
whole environment: not a single layer of the sculpture 
is intended for the soft integration in the space; quite the 
contrary: The Mother is manifestly delimited from the 
surrounding landscape and occupies the autonomous, 
monumental space which is actively supported by the 
laconism of the forms reaching the geometrization as well 
as by the lapidarity of sculptural surfaces, the color of the 
sculpture and the extraneous texture of the metal. 

The same refers to the monument of “The Heroic Sailors” 
in Poti. In both cases the sculptor, enters the space with 
the ready plastic formulas and universal temporal and 
value characteristics, actually offers alternative temporal 
and spatial dimension to the viewers. Even when he 
takes full account of the landscape, he tries to completely 
“pump out” the real time by means of generalized forms 
and fill the space with the universal mythologized temporal 
characteristics of his sculpture, the example of which is 
the Monument of Victory erected in Gori in 1982 which 
repeats the architectural themes of the Gori Fortress: 
the lapidary simplicity of strong walls and the tetragonal, 
castellated shapes of battle towers recur in the image of 
the lion in stylized form. The sculpture, sully subject to the 
architectonics of already established landscape, tries to 
blend with the environment. Of special mentioning is the 
“readable” angle of the sculpture chosen by the author 
himself: the young man riding the lion and rushing to the 
south manages to “expose” the energy hidden in the battle 
towers that rush down step by step to mercilessly destroy 
the enemy and to appear as the characteristic element 
of the Gori Fortress complex. This example is enough to 
demonstrate the sculptor’s ability to overmaster not only the 
space and the time as well.

The process of searching the temporal and spatial 
parameters in the plastic art led the sculptor to the working 
out of a kind of plastic chronotype, in particular, to the creating 
of the monuments which demonstrate the ability to gather in 
one point the coordinates spread in the temporal category 
(literary ones) and those interpreted in the spatial category 
(sculptural ones). The sculptures “The ABC Book” and “The 
Tiger and the Brave Young Man” are created on the border 
between such visual-narrative and verbal-narrative texts. 
When viewing the monument of “The ABC Book” in Tbilisi, 
the plastic narrative is naturally comes to the fore, while the 
literary text inserted into the inner part of the modernized 
colons which resemble the triumphal arch acts as the literary 
specification or the explanatory part of the semantic accents 
of the sculpture. The same means is applied in “The Tiger 
and the Brave Young Man” where, below the sculptural text, 
its literary invariant is visible. Elguja Amashukeli’s sculptures 
are actually the plastic texts inserted into the urban texts 
of Tbilisi or other Georgian cities creating the cultural 
connotation of the text of Georgian culture. 

The above searching became the determinants for the fact 
that the sculptures by Elguja Amashukeli, acting as the 
artefacts of culture, redistributed the “territories” of culture 

sxedan (marcxnidan): nodar janberiZe, giga lorTqifaniZe, 
zurab anjafariZe, elguja amaSukeli. dganan - ucnobi, eldar 

Sengelaia, daTo ciciSvili. 1985
Sitting from left to right: Nodar Janberidze, Giga Lordkipanidze, Zurab An-
japaridze, Elgija Amashukeli. Standing: unknown person, Eldar Shengelaia, 

Dato Tsitsishvili 1985
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amaSukelis qandakebam,  rogorc  kulturis artefaqtma, xelaxla 
gadaanawila kulturis „teritoriebi“ qveyanaSi da sabWoTa kulturis 
pirobebSi kvlav moniSna igi, rogorc saerTo qarTuli sivrce. 

elguja amaSukelis qandakeba Cvens dromde asrulebs saxelovnebo, 
socialuri da kulturuli azris katalizatoris rols. Cveni 
Tanamedroveni dRemde cdiloben dasZlion, ganmarton, axali 
konteqstebi mounaxon an ubralod, rogorc Semdgari Rirebuleba 
xeluxleblad SeinarCunon igi. qandakebis TiTqmis naxevarsaukunovani 
aqtualobis SenarCuneba  maTi Semoqmedis udavo da droSi xangrZlivad 
trnaslirebadi warmatebis niSania, romelSic moqandake maradiulad 
agrZelebs sicocxles.

                                                                                               TamTa-Tamar SavguliZe
xelovnebaTmcodne

in the country thus repeatedly marking them as the common 
Georgian space.
 
Elguja Amashukeli’s sculptures still act as the catalysts of 
artistic, social and cultural thought. Our contemporaries 
are still trying to overcome, interpret, find new contexts for 
or simply preserve them untouched as the accomplished 
values. The maintaining of topicality during almost half a 
century for a sculpture is the sign of unquestionable, time-
transmittable success allowing the sculptor to live the eternal 
life.

By Tamta-Tamar Shavgulidze

Art Historian

`yofiTi” elguja amaSukeli

 xelovanis sididis dadgenis Cemeuli sazomi maqvs. gonebaSi, saerTo 
kulturis saganZuridan amoviReb mis namoRvawars da ase Sevxedav 
samyaros. modiT, erTi wuTiT warmovidginoT, rom ar arseboben 
`qarTvlis deda~ da `vaxtang gorgasali~, `farnavazi~, `vefxi da moyme”, 
`firosmani~ TbilisSi, `kolxi deda”, `mezRvaurTa memoriali~ da 
cotne dadianis Zegli foTSi, goris `mzeWabuki”, `daviT aRmaSenebeli~ 
quTaisSi _ xom gaRaribda samyaro? zemoxsenebulni da sxva mravalic, 
yvelasaTvis xiluli samyaroa elgujasi, magram arsebobs aranakleb 
mniSvnelovani sxva samyaroc, romelic yvelasaTvis ar aris cnobili. esaa 
mcire da dekoratiuli qandakebebi, ferwera, grafika, publicisturi 
memkvidreoba.

elguja sruliad axalgazrda avida didebis olimpze. did 
moRvaweebTan - konstantine gamsaxurdiasTan, lado gudiaSvilTan 
da irakli abaSiZesTan - erTad gaxda rusTavelis premiis pirveli 
laureati. amqveyniuri cduneba sakmaod iyo da hqonda kidec ufleba 
sakuTari Tavi cotaTi daezoga, magram arc erTi wuTiT ar daukargavs 
SemoqmedebiTi forma, `gorgaslidan~ da `qarTvlis dedidan” 
moyolebuli, quTaisSi da foTSi aRmarTuli `daviT aRmaSenebliTa~ da 
`cotne dadianiT~ damTavrebuli.

ar vapireb elgujas Semoqmedebis analizs, vinaidan mec am procesis 
monawile, misi TiTqmis yvela monumentis, memorialis Tu biustis 
Tanaavtori var da, bunebrivia, ar SeiZleba viyo obieqturi msajuli. 
erTs ki vityvi: misi kvali sakacobrio kulturaSi aRibeWda ara 

“Everyday” 
Elguja Amashukeli

 I have my own means to measure how significany an artist 
is: in my mind I deprive his works from the entire art treasure 
and try to view the world without them. Let us imagine for a 
moment that we have not got the Mother of Georgians and 
King Vakhtang Gorgasali, King Parnavaz, “The Tiger and the 
Daring Young Man and Pirosmani in Tbilisi, The Mother of 
Colkhians, the Memorial of Seamen and the Monument to 
Tsotne Dadiani in the seaport of Poti, The Daring Young Man 
in the Gori town and David the Builder in Kutaisi City – and the 
world will grow poorer. These monuments as well as many 
others comprise the world of Amashukeli visible for everyone 
but there is another world, of no less importance and not 
known to everybody. Those are his smaller and decorative 
statues, painting, graphics and journalistic heritage.

Elguja was quite young man when he ascended to the 
summit of Olympus. Together with the well-known cultural 
workers – Konstantiné Gansakhurdia, Lado Gudiashvili and 
Irakli Abashidze – he became the first Rustave prize winner. 
He faced quite a number of worldly temptations and he really 
could spare his strength but he did not allow himself to lose 
his professionalism for a single moment – starting from the 
monument to King Vakhtang  Gorgasali and The Mother of 
Georgians and ending with the monuments to King David the 
Builder and Tsotné Dadiani in Poti. 

lia sturuas portreti. 1979. q., tuSi. 46 X 37 
Portrait of Lia Sturua.  1979. Indian ink on paper. 46 X 37 

lia sturua
Lia Sturua
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daTovlil mindorze, aramed maRali mdgradobis betonze, romelic, 
`dinozavris nakvalevis” msgavsad, saukuneebs gauZlebs.

saocrad amayi viyavi, rodesac sruliad axalgazrda arqiteqtors 
aseve axalgazrda, magram ukve saxelovanma moqandakem, rusTavelis 
premiis pirvelma laureatma, `gorgaslis~ avtorma, elguja 
amaSukelma, SemomTavaza vyofiliyavi foTis `kolxi dedis” monumentis 
arqiteqtori. mas Semdeg, TiTqmis 40 weli, yoveldRiurobiT viyaviT 
erTmaneTTan dakavSirebuli. amitom me kargad vicnob ara mxolod 
Semoqmed, aramed `yofiT” elguja amaSukels da amaze minda visaubro.

elguja arasodes qmnida damcvel garss, xelovnur distancias 
sakuTari sididisa da mniSvnelobis warmosaCenad, iyo ubralo, 
komunikabeluri, misawvdomi.

did siamovnebas hgvrida kargis danaxva, mciredi sikeTisTvis ar 
daiSurebda saqebar sityvebs.

SesaniSnavad icoda msoflio xelovnebis gamocdileba, magram 
rogorc WeSmarit niWs Seefereba, mTeli es gamocdileba misTvis 
mxolod `informacia” iyo da ara misi Semoqmedebis amosavali.

masSi harmoniulad iyo Serwymuli goneba da emocia, racionaluri da 
iracionaluri, logikuri da grZnobadi.

moklebuli iyo adamianTa modgmis iseT Tvisebebs rogoricaa Suri 
da siZulvili. yvelaze mZafri gamoxatuleba uaryofiTi emociisa iyo 
fraza: `ras izam adamiania”. 

iyo kargi mosaubre, polemisti, magram icoda mosmenac.
SesaniSnavad ukravda gitaraze.
iyo brwyinvale Tamada, SeeZlo Tamadobis ̀ awyoba” sufris yovelgvar 

`kontigentze”, imdagvarad gardaiqmneboda, rogoric sufra iyo. ar 
cdilobda daeTrguna sxva Tavisi inteleqtiT.

hqonda xelovanisaTvis uCveulo TviTdisciplina, iyo saocrad zusti, 
raSic mec ar Camouvvardebodi. daTqmul droze 2-3 wuTiT adre an 
gvian misvlaze xan is, xan me `vsayvedurobdiT” erTmaneTs _ `ratom ar 
ufrTxildebi dros?” 

I am not going to give the analysis of Elguja’s works 
because I am the participant of the process, the co-auther 
of almost of all of his monuments, memorials or busts, and 
thus, I could not be a fair judge, though there is one thing 
I would like to say: his trace in the world culture has been 
imprinted not on a snowfield but on a high-strength concrete 
which will, like the dinosaur footprints, stand for centuries.

I was very proud when, being a very your architect,  I 
was offered by similarly young  though already famous 
sculptor, the first Rustaveli prize-winner and the author of 
the monument to King Vakhtang Gorgasali, to act as the 
architect of the monument Mother of Klokhians in Poti. Since 
then, for nearly 40 years, our relationship actually stood on 
a daily basis. That is why I knew well Elguja Amashukeli as 
both an artist and as an “everyday” man and would like to 
speak about it.

Elguja never created a protective cover, an artificial 
distance so as to emphasize his greatness and significance. 
He was an easy, sociable and accroacheable man.

He was always glad to see the good and would not spare 
a world of praise for even a little kindness.

He had an excellent knowledge of the experience of the 
world art but as it always is with true talents, such experience 
acted  only the “information” for him and never the source for 
his art.

Intellectual and emotional, rational and irrational, logical 
and sensory were harmoniously combined in him.

He lacked such traits so characteristic to the human 
race as envy and hatred. His most emphatic expression of 
negative emotion was the phrase: “Nothing doing! He is a 
human being!”

He was a good company and a polemist though similarly 
good listener as well. 

He wonderfully played the guitar.        

Being a brilliant toastmaster, he could “tune up” his 
toastmastering  according to the “contingent” of the get-
together. He always managed to transform himself and 
become similar to his cmopanions. He never tried to 
suppress anyone with his intellect.

He had such a self-discipline which is unusual for artists 
and was amazingly punctual.  I did not yield to him in this 
respect. Every time one of us happened to come two or 
three minutes earlier or later to the meeting place the other 
always “issued reprimand” saying “Why do you waste your 
time?”

He had an amazing talent for imitation and transformation. 
The gallery of his “characters” was big, starting from the 
economic and the Communist Party leaders and ending 
with his colleague artists. He managed to not only assimilate 
voice, intonation, accent and mimics but also to expose the 
intellectual world of the object of immitation.

Elguja was always clear, laconic and fair in expressing his 
opinion though he did it in such a form that his words never 
aimed at making someone change his belief. That was why 
his fairness never led to a conflict.

Once I called him to find out at what time we were to walk 
up to the building-site of his studio. “I will never set foot in 
there again. It is rumoured in the city that I have intentionally 
chosen the slope of the Mtatsminda mount to build a studio”. 
And so it was indeed: he never set foot in there again.

It so happened that Elguja correctly forecasted the score 
of Dinamo, Tbilisi football club, several times running thus 
winning the feasts and clinching the title of a clairvoyant 
among the football fans. Some time later I too became 

nodar mgalobliSvili, vaxtang daviTaia, 
elguja amaSukeli. 1979

Nodar Mgaloblishvili, Vakhtang Davitaia, Elguja Amashukeli. 1979

koki maxaraZe, mixeil mesxi, elguja amaSukeli. 1989
Koki Makharadze, Mikheil Meskhi, Elguja Amashukeli. 1989
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mibaZvis, imitaciis, gardasaxvis saocari niWi hqonda. misi `gmirebis” 
galerea Zalian farTo iyo, sameurneo da partiuli xelmZRvanelebidan 
kolega-mxatvrebamde. amsgavsebda ara mxolod xmas, intonacias, kilos, 
mimikas, aramed safuZvlianad xsnida mibaZvis obieqtis inteleqtualur 
samyaros.

elguja Tavis saTqmels yovelTvis  cxadad, lakonurad da piruT-
vnelad ambobda, magram iseTi formiT, rom naTqvams ar hqonda meore 
mxaris `Tavis rjulze moqcevis” mizani, amitomac misi piruTvneloba 
arasdros ar iwvevda konfliqts.

vurekav, minda davazusto, romel saaTze unda avideT saxelosnos 
mSeneblobaze. `movrCi, me iq fexs ar davadgam, Cavabareb qalaqs, 
viRac-viRaceebi xmebs avrceleben, amaSukelma specialurad mTawmindis 
ferdobi airCia saxelosnosaTviso”. es iyo da es, marTlac ar daudgams 
iq fexi.

moxda ise, rom elgujam zedized gamoicno Tbilisis `dinamos” 
ramdenime angariSi, purmarilic moigo da gulSematkivarTa wreSi 
naTelmxilvelis saxelic daigdo. mogvianebiT mec `davrwmundi” mis 
gulTmisnobaSi. es ki ase moxda. am ocdaaTiode wlis winaT erT raionSi 
migviwvies Zeglis Taobaze. gazafxulia, adre avdeqiT da vagonis 
fanjridan vaTvalierebT bunebas. vagonis meore TavSi ori kaci dgas _  
maRali, gamxdari da dabali, Casuqebuli. elguja xSir-xSirad ixedeba 
maTken. ̀ nacnobia?~, vekiTxebi. ̀ ara magram... momkali, Tu es kaci qarqaSaZe 
ar iyos gvarad”. davakvirdi, raRaciT ki hgavs qarqaSs, magram es xom 
sakmarisi ar aris. davaTvaliereT ZeglisTvis moniSnuli adgili, Semdeg 
sadili. maspinZlebTan erTad vdgavarT restornis win, gvacileben. sad 
iyo da sad ara, erTi kaci SemogvierTda. sufris Tamada ambobs, gaicaniT 
Cemi Zma giorgi qarqaSaZe, am diliT Camovida Tbilisidano. xelSi 
swored is `qarqaSaZe” SemogvrCa diliT vagonSi rom `gavicaniT”. Cveni 
isteriuli sicili gaugebari iyo maspinZlebisaTvis.

sayovelTaod cnobilia elgujas funagoriebi, maT gaaCniaT 
cnobadobis iseTi maRali xarisxi, rom srulebiTac ar aris saWiro 
adresatis saxelisa da gvaris moxsenieba.

rodesac 50 weli Semisrulda, kolegebma molocvis originaluri 
forma moZebnes, migzavnidnen depeSebs, teqstebs namdvil blankze. 
ase `momiloces~ korbuziem, raitma, kenZo tangem, sofi lorenma, jina 
lolobrijidam, pikasom, Sagalma, breJnevma, mJavanaZem, duCem, beriam, 
stalinmac ki. elguja azartiT CaerTo am TamaSSi. yovel naxevar 
saaTSi rekavda saproeqtoSi da axal-axal depeSebs karnaxobda 
mdivans, ra Tqma unda - leqsad. mdivani manqanaze beWdavda, zolebad 
Wrida, blankze awebebda da me gadmomcemda. 10-mde depeSa miviRe 
elgujasgan or dReSi, minaweriT `telefonisti e. amaSukeli~, depeSebi 
ki iyo konstantine gamsaxurdiasgan, bela axmadulinasagan, henrix 
biolisgan, irakli ciciSvilisgan... yvelaze meti depeSa gamoagzavnina 
zurab wereTels. ai zogierTi maTgani. rogor sCans yoveli maTganis 
pirovneba, xasiaTi.

   lakonuri depeSebi:
  `erTad muSaobas vukeliT,
  mokiTxviT amaSukeli.~

  `ar gegono Seni toli, 
  Seni toni.~ 
  (`toni” _ arqitetori toni kalandariSvili).

  `jemal gavige Senca gyavs mtrebi,
  RmerTo, momkali, ra uyav Tmebi?~ 

  `dafasdebi rac dro gava,
  noriaki kurokava.~

    depeSa konstantine gamsaxurdiasagan.
  `me Sen gamo Tomas manTan
  mqonda konfliqti,
  henrix biolic Semomelaxa,
  albaT mixvdebi vaxtang Cemo
  mizezs konfliqtis,
  kolxuri koSki da maruxi
  maT ar enaxaT.~ 
  konstantine. 
(“maruxi” _ memoriali maruxis uReltexilze).

“convinced” in his forecasting ability. It happened that some 
thirty years ago we were invited to one of the regions of 
Georgia concerning a monument. It was springtime. We 
got up early and stood at the carriage window watching 
the scenery. Two gentlemen were standing at the end of 
the carriage: one of them tall and thin and the other – short 
and plump. Elguja cast a glance at them fairly often. “Do 
you know those people?” I asked. “No, but… may I drop 
dead if this man’s surname is not Karkashadze (“karkashi” 
– sheathe). I took a good look at the man. He somehow  
resembled a sheathe indeed but surely it was not enough. 
We inspected the site for the future statue, had a dinner at 
the restaurant and were standing in front of the restaurant 
saying good-bye to our hosts. Suddenly a man approached 
us. The toastmaster introduced him to us saying: “Meet 
my brother, Giorgi Karkashadze, has has arrived this 
morning from Tbiisi”. It was the same “Karkashadze” we 
had “aquainted with” in the carriage that very morning. Our 
Homeric laughter was absolutely incomprehensible for the 
hosts.

Enguja’s “punagorias” (epigrams) are famous with such a 
high recognizability that there is no need at all to mention the 
addressees’ names.

On my fiftieth birthday my colleagues found an original 
form for congratulation: they sent me the telegrams with 
the texts on the real printed forms. So I received the 
congratulation telegrams from le Corbusier, Wright, Kenzo 
Tange, Sophia Loren, Gina Lollobrigida, Picasso, Chagall, 
Brezhnev, Vasil Mzhavanadze (Georgian Communist 
leader), Duce Mussolini, Lavrenti Beria and even Stalin. 
Elguja cheerfully plunged into the joke. He made telephone 
calls to the Institute of Planning and prompted new and 
new telegrams to the secretary, naturally in rhyme. The 
secretary typed them on the typewriter, cut into strips, 
pasted on the printed forms and presented to me. During 
two days I received almost 10 telegrams from Elguja with 
the postscripts “Telephnist E. Amashukeli”. Those telegrams 
were from Konstantiné Gamsakhurdia (Georgian writer), 
Bella Akhdamulina, Heinrich Böll, Irakli Tsitsishvili (Georgian 
architect), etc. The biggest number of telegrams were “sent” 
from Zurab Tsereteli. Below come some of those telegrams 
vividly revealing the individuality and the character of those 
having “sent” them.

vaxtang daviTaias meuRle, 
elguja amaSukeli, qaliSvili eka, 

lia sturua. 1985
Vakhtang Davitaia’s wife, Elguja Amashukeli, 

his daughter Eka and Lia Sturua. 1985
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 We’ve not been working hard of late.
Amashukeli, your true mate.

I’m not your age, dear,
Your friend Tony, not yet sear.
(Tony - Architect Toni Kalandarishvili)

I’ve heard some enemies you’ve got,
Where is your hair? Oh, my God!

Let us drink together raki.
Kurokawa Noriaki.

With Thomas Mann I picked a fight
And Heinrich Böll said I was right:
Mann hadn’t seen the “Colchian Tower”, 
And thinks that “Maruch” is a bower.
Konstantiné Gamsakhurdia.

(“Colchian Tower” – a mansion of Georgian writer Konstantiné  
Gamsakhurdia in Tbilisi.

Maruch – a World War II Memorial by Vakhtang Davitaia on the 
Maruch pass, the Caucasus)  

Most of all he enjoyed to write on behalf of Zurab Tsereteli. 
I received six or seven telegrams from him. Please pay 
attention how large-scale they are:

I’ve dug a tunnel, and so far
It reaches… Umm… Madagascar.
Why should someone show us the bound?
Let’s scurry and work underground.
And then I wish to reach the moon
And paint it. When? Oh, quite soon.
But I don’t’ think I’ll touch the sun,
It won’t seem to be much fun.
Yours, Zura. Telephonist E. Amashukeli.

I’ll ruin soon the Brooklyn bridge
As it is under my siege,
And build a new, of steel and stone
From Old Senaki to Washington. 
Don’t ask my “Why?” or “What’s the mission?”
It’s just my famous intuition.
Yours, Zura. Telephonist E. Amashukeli.

The Mausoleum is big and vain,
I’ll ruin it and build again.
And Kremlin bells? What are they for?
We do not need them any more.
Not far from England I’ve gathered boats
And will soon send the protest notes.
Yours, Zura. Telephonist E. Amashukeli.

Once I fell ill. No one seemed able to make my temperature 
fall. Each newly come doctor prescribed a new medicine. 
I became all swollen and still had fever. Our friend and 
relative, cardiologist Irakli Megrelidze visited me in the 
hospital immediately upon his arrival from his overseas 
business trip. He looked at me and saw that things looked 
black. He went through the medicines, put them all into the 
cellophane bag and threw out of the window saying I would 
be well in two days. His forecast came true. The day before 
Elguja and Lia visited me looking amazed at a swollen me. 
Elguja took a pen and “baked” a poem:

When I left my native town 
I was so sad and down,
That it altered my expression
In the most horrid fashion.

Providence commissioned Enguja with great deeds and he 
duly fulfilled his mission.

 Vakhtang Davitaia 
Architect  

Zalian `gainavarda” zurab wereTlis depeSebze. misgan eqvsi Tu Svidi 
depeSa miviRe. daakvirdiT zuras masStabebs.

  `xibinis mTebSi Cavifiqre erTi gvirabi, 
  iqidan minda madagaskars movuxiCino, 
  ar varga, kaci mxolod zemoT moRvaweobdes, 
  xandaxan Tavi miwisqveSac gamoviCinoT!
  mTvareze misvlis, misi moxatvis
  survili Cemi Zalze didia.
  mzes jerjerobiT ar Sevexebi,
  ridi misdami erTob didia.~
  Seni zura. telefonisti e. amaSukeli.

  `bruklinis xidis demontaJi dawyebuli maqvs, 
  Zvel senakidan vaSingtonze unda gavWimo, 
  ar miTxra axla jemal Cemo, risTvis? rad ginda? 
  intuicia mikarnaxebs, aris saWiro.~
  Seni zura. telefonisti e. amaSukeli.

  `dRes davarwmune diliT lionia. 
  mavzoleumi cota didia. 
  unda Camovxsna kremlis zarebi, 
  amden xans mainc tyvila kidia, 
  rac Seexeba momavlis gegmebs _ 
  inglisis axlos Tavs vuyri gemebs. 
  danarCens male Sevatyobineb, 
  mokiTxva Tqvenebs.~
  Seni zura. telefonisti e. amaSukeli.

avad gavxvdi, ver damigdes sicxe, ramdeni eqimic movida yvelam Tavisi 
wamali gamomiwera, gavsivdi... sicxe ki ar miklebs. sazRvargareT 
mivlinebidan Camovida da pirdapir saavadmyofoSi movida Cveni 
megobari da naTesavi kardiologi irakli megrelaZe. xedavs, cudadaa 
saqme. gadaaTvaliera wamlebi, Cayara celofnis parkSi da moisrola 
fanjridan, or dReSi kargad iqnebio. asec moxda. wina dRiT ki minaxules 
liam da elgujam, gakvirvebuli miyureben formadakarguls. elgujam 
moimarjva kalami da gamoacxo leqsi:

      `roca Zvel senaks vuTxar naxvamdis,
      viyav jemali gavxvdi vaxtangi.
      exla sarkis win vdgavar da ku-ku,
      vuyureb vaxtangs, miyurebs Zu-ku.~ 

gangebam elguja didi saqmeebisTvis moavlina, man es misia pirnaTlad 
Sesrula.

vaxtang daviTaia
arqiteqtori

elguja amaSukeli saxelosnoSi. 1975
Elguja Amashukeli at his studio. 1975
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S.rusTavelis saxelobis premiis pirveli laureatebi lado gudiaSvilis saxlSi 
marcxnidan: l.gudiaSvili, e.amaSukeli, k.gamsaxurdia, i.abaSiZe. 1965 

The first winners of Shota Rustaveli prize at Lado Gudiashvili’s house. Frome left to right: 
L.Gudiashvili, E.Amashukeli, K.Gamsaxurdia, I.Abashidze. 1965
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 elguja amaSukeli daibada 1928 wlis 22 ivniss. 1950 wels Sevida 
Tbilisis samxatvro akademiaSi, ferweris fakultetze. Semdeg, 
moqandake nikoloz kandelakis rCeviT, qandakebis fakultetze 
gadavida, romelic 1955 wels daasrula. IV kursze, formalistad 
Seracxuli, garicxvas Zlivs gadaurCa. gamofenebSi monawileoba daiwyo 
1955 wlidan. 1959 wels Tbilisis 1500 wlisTavTan dakavSirebiT 
gaakeTa modeli monumentisaTvis `qarTvlis deda~, romelic daidga 
1959 wels. monumenti foladis furclebisagan gakeTda Tbilisis 
saaviacio qarxanaSi. safuZveli xis qandakeba iyo, romelic droTa 
ganmavlobaSi SeiZleba dampaliyo. garda amisa. Zegls simboluri 
xasiaTi ki hqonda, magram elguja sul wuxda, rom mas, TviTmfrinaviviT 
Sekrulsa da originalurs, mrgvali qandakebis forma ver misca. 
amitom, karga xnis Semdeg, erTi weli imuSava qandakebaze da siuJeti 
ki igive darCa, magram saxe da tani adamianuri, qaluri gauxda, mrgvali 
qandakebis elementebi SeiZina. roca maSindel leninis moedanze 
leninis Zegli idga, moSurneebma Sesabamisi rakursi ipoves da suraTi 
gadauRes, rogor adebda `qarTvlis deda~ lenins xmals kiserze, Tavs 
Wrida.

vaxtang gorgaslis, Tbilisis damaarseblis Zegli daidga konkursSi 
elguja amaSukelis gamarjvebis Sedegad, 1967 wels. roca zogierTma 
laparaki daiwyo, cxeni qarTuli ar ariso, amaSukeli pasuxoboda, rom 
es cxeni arc qarTulia, arc rusuli, arc arabuli, es zogadi cxenia, 
romelzec SeiZleba ijdes is kaci, viszec xalxuri leqsi ambobs:

vaxtang mefe RmerTs uyvarda,

cidan Camoesma reka,

ialzbuzze fexi Sedga,

didma mTebma iwyes dreka.

ialbuzs ver modrek konkretuli cxeniT.
1966 wels q. foTSi daidga `kolxis deda~, xolo 1967 wels iqve, 

malTayvaSi, `gamarjvebis memoriali~. 1979 wels `gamarjvebis 
memoriali~ daidga gorSi, 1984 wels - firosmanis Zegli TbilisSi, 
1983 wels - `dedaenis~ Zegli TbilisSi, romelSic el, amaSukelma 
gogebaSvilis saxelobis premia miiRo. 1985 wels TbilisSi daidga 
qandakeba `vefxi da moyme”, romelsac el. amaSukeli, am genialuri 
leqsidan gamomdinare, qarTuli poeziis Zegladc moixseniebda 

 Elguja Amashukeli was born on June 22, 1928. In 1950 
he entered the Academy of Art of Tbilisi, the faculty of 
painting. Later he followed the advice of the sculptor Nikoloz 
Kandelaki, changed the faculty and started to study at the 
one of sculpture which he graduated from in 1955. Being a 
fourth-year student he was on the verge of being expelled as 
he was considered to be a formalist. He started to take part 
in the exhibitions since 1955. In 1959, in connection with the 
1500th anniversary of founding Tbilisi, he made a model for 
the monument The Mother of Georgians which was erected 
in 1959. The monument was made of steel sheets at the 
Tbilisi aircraft factory, while the base was a wooden sculpture 
which could become rotten with time. Besides, although The 
Monther of Georgians had a symbolic character, Elguja was 
worried that he had failed to give his creation, so aggregated 
and original, the form of a round sculpture. That was why, 
quite a long time after, he worked on the sculpture for nearly 
one year, and as a result  the subject remained the same 
although the face and the body became more feminine 
having acquired the elements of a round sculpture. When 
the monument to Lenin was standing in the Lenin square, 
some envious persons found corresponding angle and shot 
a photo where The Mother of Georgia was viewed to be 
cutting Lenin’s head with her sword.

The monument to King Vakhtang Gorgasali, the founder 
of Tbilisi, was erected as a result of Elguja Amashukeli’s 
winning the competition in 1967. When some people started 
saying the horse was not Georgian, Amashukeli answered 
the horse was neither Georgian nor Russian or Arabian; it 
was a horse in general which may be ridden by the hero of 
a folk poem: 

King Vakhtang, loved by the God,
From the sky heard the toll,
As he stepped the peak of Elbrus,
Mounts bowed him, big and tall. 

A rider of a concrete horse would never be able to make 
Elbrus bow.
In 1966 The Mother of Colkhis was erected in Poti, while 

in 1967 The Victory memorial in Maltakva ( near Poti). In 
1979 The Victory Memorial was erected in Gori, in 1984 
– the sculpture of Pirosmani in Tbilisi and in 1983 – The 

patara elguja
Elguja as a little boy

elguja amaSukeli ZmasTan, kotesTan erTad
Elguja Amashukeli with brother, Kote
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daviT amaSukeli (mama) megobrebTan

Father, Davit Amashukeli, with friends

 
qeTevan RambaraSvili (deda)

Mother, Ketevan Ghambarashvili

xolme. 1987 wels baTumSi daidga ilia WavWavaZis Zegli, 1992 wels 
baTumSive - memed abaSiZis Zegli. 1995 wels daidga daviT aRmaSeneblis 
Zegli quTaisSi, 1997 wels - farnavazis Zegli TbilisSi, xolo 1996 
wels - memed abaSiZis Zegli baTumSi. 1986 wels e. amaSukelma sofiaSi 
monawileoba miiRo bulgareTis damaarseblis, xan-asparuxis, Zeglis 
konkursSi. pirveli premia aravis miakuTvnes, meore - bulgarelma 
moqandakem miiRo, mesame premia ki – amaSukelma, da q. sofiis muzeumma 
SeiZina misi namuSevari – modeli xan asparuxis ZeglisaTvis. 

elguja amaSukeli muSaobda wignis grafikaSic, gaformebuli aqvs 
vaJa fSavelas samtomeuli, p. umikaSvilis ,,xalxuri sityviereba” (oTxi 
tomi), ,,Cveni saunje”, qarTveli poetebisa da mwerlebis wignebi. 

1997 wels elguja amaSukeli ori TviT miiwvies parizSi, xelovnebis 
saerTaSoriso centrSi samuSaod, sadac Svidi wlis manZilze dadioda. es 
iyo TbilisSi usinaTlobis, sicivisa da sruli uimedobis wlebi. elguja 
TavauReblad muSaobda parizSi da cota xanSi, 1998 wels, gamofena 
gamarTa, romelzec naxatebi da skulpturis mcire forma gaitana. 
ramdenime stumarma qandakebebis SeZena moisurva, magram TabaSirs 
brinjaoSi Camosxma esaWiroeboda da es ver moxerxda. naxatebi gaiyida. 
STabeWdilebebis wignSi sxva sisamovno da mniSvnelovan azrebTan 
erTad iyo aseTi lakonuri frazac: `bravo maestro!~. meore gamofena 
parizSi, maSindeli elCis, goCa CogovaZis surviliTa da daxmarebiT 
moewyo 1999 wels.

sanam xatvas daiwyebda, e. amaSukeli personalur gamofenebs 
TbilisSi ar marTavda, Tumca gamofenebSi monawileobas iRebda. 
bolo personaluri gamofena misi gardacvalebis Semdeg, 2003 wels, 
gaimarTa xelovnebis muzeumSi. elguja amaSukels miRebuli aqvs SoTa 
rusTavelis saxelobis, saxelmwifo da iakob gogebaSvilis saxelobis 
premiebi. 1978 wels mas mieniWa saqarTvelos saxalxo mxatvris, 
xolo 1988 wels - ssrk saxalxo mxatvris wodeba. 1988 wlidan is iyo 
ruseTis samxatvro akademiis wevr-korespondenti, 1981 wlidan ki – 
saqarTvelos mxatvarTa kavSiris Tavmjdomare.    

Monument to The ABC Book in Tbilisi for which Amashukeli 
was awarded the prize of Iacob Gogebashvili (the author of 
the ABC book). In 1985 in Tbilisi the Tiger and The Brave 
Young Man was erected, often referred to by Amashukeli 
as The Monument to Georgian Poetry as the sculpture was 
based on a wonderful poem with the same title. In 1987 the 
monument of Ilia Chavchavadze and in 1992 the monument 
to Memed Abashidze were erected in Batumi. In 1995 the 
monument to David the Agmashenebeli was erected in 
Kutaisi, in 1997- the monument to King Parnavaz in Tbilisi, 
while in 1996 - the monument to Memed Abashidze in 
Batumi. In 1986 Amashukeli took part in the competition for 
the monument to the founder of Bulgaria, Han Asparuh, held 
in Sophia. The first prize was not awarded at all, the second 
one was given to a Bulgarian sculptor, while the third one 
to Amashukeli, and the museum of Sophia purchased his 
model for the monument to Han Asparuh.

Elguja Amashukeli used to work in book graphics. He 
designed the three-volume edition of Vazha-Pshavela, 
the four-volume edition of “Folk Literature” composed by 
P. Umikashvili, “Our Treasure” and a number of books by 
Georgian poets and writers.

In 1997 Elguja Amashukeli was invited to the International 
Center of Art of Paris to work for two months where he 
actually worked periodically for 7 years. It was the period 
of darkness, cold and absolute hopelessness in Tbilisi. 
Elguja worked hard in Paris and soon, in 1998, he held the 
exhibition where he exhibited his drawings and small forms of 
sculpture. Several guests wished to purchase the sculptures 
but the plaster needed to be cast in bronze which turned 
out impossible to be done. As for the drawings, they were 
sold. The comments book, besides many other agreeable 
and significant ideas, contained one laconic phrase: “Bravo, 
Maestro!” The second exhibition in Paris was held in 1999 
on the initiative and with the support of Gocha Chogovadze, 
the then ambassador of Georgia in France.

Until Amashukeli started to draw he never held personal 
exhibitions in Tbilisi although he participated in various 
exhibitions. His last personal exhibition was held upon 
his death, in 2003 in the Museum of Fine Arts. Elguja 
Amashukeli was the winner of the prizes of Shota Rustaveli, 
of the State and of Iacob Gogebashvili. In 1978 he was 
awarded the title of the People’s Artist of Georgia, while in 
1988 of The People’s Artist of the USSR. In 1988 he was 
elected a corresponding member of the Academy of Art of 
Russia, while in 1981 – the chairman of the Artists’ Union 
of Georgia.
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eka amaSukeli (qaliSvili)

Daughter Eka Amashukeli

 
eka amaSukeli  

naturmorti. 1988. zeTi, tilo. 56 x 46
Eka Amashukeli 

Still Life. 1988. Oil on canvas. 56 x 46

 
elene (SviliSvili)

Grand-daughter, Elene

1955 wlidan monawileobda gamofenebSi 

1998 - personaluri gamofena. parizi

1999 - personaluri gamofena. parizi

2003 - S. amiranaSvilis saxelobis xelovnebis muzeumi. Tbilisi

* * *

From 1955 participated in exhibitions

1998 - personal exhibition. Paris 

1999 - personal exhibition. Paris 

2003 - exhibition at the Sh. Amiranashvili Museum of Fine Arts. Tbilisi



35

С. Валериус. История и современность. – «Творчество», 1964, №10

Н.Воронов. Скульптурные композиции Элгуджи Амашукели. – «Искусство», 1966, №9

rusTavelis premiis laureatebi. elguja amaSukeli. krebuli. gazeT `literaturuli saqarTvelos~ biblioTeka. 1966. Tb.

n. voronovi. axali Sexvedra elguja amaSukelTan. `sabWoTa xelovneba~. 1968 #12

Н.Воронов. Монументальность, историзм, современность. Заметки о произведениях Э. Амашукели. – «Искусство», 1969, №4

Г. Джанберидзе. Встречи с грузинскими художниками. Тбилиси, 1965, стр. 95-100

Г. Сметанина. Глазами скульптора. – «Огонек», 1968, №38

И.Светлов. Грузинская скульптура сегодня. – «Творчество», 1967, №3

m. Tofuria. Tbilisis damaarseblis Zegli. `sabWoTa xelovneba~. 1968 #2



36

qarTvlis deda
elguja amaSukels

cxovrebaSi, Zmao, - SiSveli mklavebi!
egvipturi mklavebi - xorciani!
es - yoveldRiur cxovrebaSi,
elgujav Cemo,
xolo siRrmeSi qarTuli gulis,
xolo siRrmeSi qarTuli sulis - 
me venacvale koWebamde da majebamde
ganfenil samoss qarTvlis dedisas!

niavi raa, - isic ar iZvris,
mivyvebi prospeqts,
sicxisagan romelic iwvis,
zed ar Sevxedav me SiSvel mklavebs!
avxedav mxolod, Tbilisis Tavze,
maT gasaocrebs,
am sicxeSi majamde SekrulT,
romelTagan erTs - 
stumrisaTvis upyria Tasi,
romelTagan sxvas - 
satevari CaubRujnia,
da Senze vfiqrob, Cemo elguja...

rom ar yofiliyvnen amaSukelebi,
rom ar Sobiliyo biWi amaSukeTs,
rom daerqmiaT biWisTvis elguja,
ar wasuliyo 
erT dRes urmiT elgujas biZa,
ar amoetana SroSidan miwa - 
wiTeli miwa, romelsac hfenen,
zed Sesdgeba didi da mcire,
romelsac zelen,
usaSvelod, SiSvel quslebiT,
da mere uxvad Zerwaven kecebs... – 
momWeriT, Tavi, momWeriT Tavi - Tu gveqneboda es 
                                                                                   „qarTvlis deda!“

Zmao elguja!
vkocniT, vkocniT Cven SiSvel mklavebs,
Tu SeveyareT rosme SemTxveviT!
xolo mandils da
kabis kalTas qarTvlis dedisas,
viT respublikis droSas - 
vemTxveviT! 
                                                                                     
                                                             

murman lebaniZe
                                                                                 1960

The Mother of Georgians
To Elguja Amashukeli

We are fond of naked arms, my friend,

Egyptian arms, so round and flashy,

But it’s in everyday life, 

Elguja.

Yet, deep in my heart, as a Georgian,

And deep in my soul, as a Georgian,

I adore the ankle-long dress  with the wrist-long sleeves 

Of the Mother of the Georgians.

No stir in the air,

I’m strolling along the avenue

That burns in the heat and glare. 

I’ll let pass the arms that are bare

And only look at those wondrous ones

Above Tbilisi,

In such a scorching heat clad in the wrist-long sleeves,

One of which 

a bowl for a guest is holding politely,

The other of which 

a sword is squeezing tightly, 

And of you, of you I’ll think, dear Elguja. 

If there wasn’t the family called Amashukelis,

If a boy wasn’t born in the village of Amashuketi,

And if he wasn’t named Elguja, 

And if Elguja’s uncle 

didn’t drive his cart one day

To bring from the village of Shrosha the clay,

The red clay that’s being spread on the ground 

And people go into a huddle

And with bare heels 

Puddle it and puddle 

And then shape it into the bowls solid and gorgeous, 

By no means, by no means would we possess this 

                                                        Mother of the Georgians!

Elguja, my friend!

We kiss and kiss the arms that are bare

If we find them by chance somewhere,

But the Mother of the Georgians’ hem 

And the Mother of the Georgians’ veil 

We touch with our lips in awe to date

Exactly as we would the flag of the state!

                                               
Murman Lebanidze

                                                                     1960



qandakeba
SCULPTURE



38

bareliefi, miZRvnili Tbilisis daarsebis 1500 wlisTavisadmi. 1958. brinjao 
Bás-relief in commemoration of the 1500th anniversary of foundation of Tbilisi. 1958. Bronze 

SoTa rusTaveli. metro sadgur rusTavelis bareliefi. 1965. brinjao. Tbilisi 
Shota Rustaveli. Bas-relief in underground station “The Rustaveli Square”. 1965. Bronze. Tbilisi



39

vefxi da moyme. metro sadgur rusTavelis bareliefi. Weduroba. 1965. spilenZi. Tbilisi
Tiger and Brave Young Man. Bas-relief in underground station “The Rustaveli Square”. 1965. Copper. Tbilisi



40



41

SoTa rusTaveli. metro sadgur rusTavelis reliefi. 1965. qva. Tbilisi 
Shota Rustaveli. Bas-relief in underground station “The Rustaveli Square”. 1965. Stone. Tbilisi



42

vaxtang gorgasali. 1959-1967. brinjao. Tbilisi
moqandake e.amaSukeli, arqiteqtorebi d.morbedaZe, T.kandelaki

Vakhtang Gorgasali. 1959-1967. Bronze. Tbilisi
 Sculptor E. Amashukeli, architects D. Morbedadze, T. Kandalaki



43

vaxtang gorgasali. 1959-1967. brinjao. Tbilisi   
moqandake e.amaSukeli, arqiteqtorebi d.morbedaZe, T.kandelaki

Vakhtang Gorgasali. 1959-1967. Bronze. Tbilisi
 Sculptor E. Amashukeli, architects D. Morbedadze, T. Kandalaki



44

firosmani. 1974. brinjao. Tbilisi
moqandake e. amaSukeli, arqiteqtori n. mgalobliSvili  

Pirosmani. 1974. Bronze. Tbilisi
Sculptor E. Amashukeli, architect N. Mgaloblishvili



45

firosmani. 1974. brinjao. Tbilisi
moqandake e. amaSukeli, arqiteqtori n. mgalobliSvili  

Pirosmani. 1974. Bronze. Tbilisi
Sculptor E. Amashukeli, architect N. Mgaloblishvili



46

gamarjvebis memoriali. 1979. brinjao. foTi (malTayva) 
moqandake e. amaSukeli, arqiteqtori v. daviTaia

Memorial of Victory. 1979. Bronze. City of Poti (Maltakva) 
Sculptor E. Amashukeli, architect V. Davitaia



47

gamarjvebis memoriali. 1979. brinjao. foTi (malTayva) 
moqandake e. amaSukeli, arqiteqtori v. daviTaia

Memorial of Victory. 1979. Bronze. City of Poti (Maltakva) 
Sculptor E. Amashukeli, architect V. Davitaia



48

gamarjvebis memoriali. 1979. brinjao. gori
 moqandake e. amaSukeli, arqiteqtori v. daviTaia

Memorial of Victory. 1979. Bronze. Gori
Sculptor E. Amashukeli, architect  V. Davitaia



49

gamarjvebis memoriali. 1979. brinjao. gori
 moqandake e. amaSukeli, arqiteqtori v. daviTaia

Memorial of Victory. 1979. Bronze. Gori
Sculptor E. Amashukeli, architect  V. Davitaia



50

dedaena. 1983. brinjao. Tbilisi
moqandake e. amaSukeli, arqiteqtori n. mgalobliSvili

Monument of ABC Book. 1983 Bronze. Tbilisi
Sculptor E. Amashukeli, architect N. Mgaloblishvili



51

dedaena. 1983. brinjao. Tbilisi
moqandake e. amaSukeli, arqiteqtori n. mgalobliSvili

Monument of ABC Book. 1983 Bronze. Tbilisi
Sculptor E. Amashukeli, architect N. Mgaloblishvili



52

vefxi da moyme. 1985. brinjao. Tbilisi
moqandake e. amaSukeli, arqiteqtori v. daviTaia

Tiger and Brave Young Man. 1985. Bronze. Tbilisi
 Sculptor E. Amashukeli, architect V. Davitaia



53

vefxi da moyme. 1985. brinjao. Tbilisi
moqandake e. amaSukeli, arqiteqtori v. daviTaia

Tiger and Brave Young Man. 1985. Bronze. Tbilisi
 Sculptor E. Amashukeli, architect V. Davitaia



54

ilia WavWavaZe. 1987. brinjao. baTumi
moqandake e. amaSukeli, arqiteqtori v. daviTaia

Ilia Chavchavadze. 1987. Bronze. Batumi
Sculptor E. Amashukeli, architect V. Davitaia



55

ilia WavWavaZe. 1987. brinjao. baTumi
moqandake e. amaSukeli, arqiteqtori v. daviTaia

Ilia Chavchavadze. 1987. Bronze. Batumi  
Sculptor E. Amashukeli, architect V. Davitaia



56

 dekoratiuli qandakeba. 1991. brinjao. sastumro `Seraton metexi palasi~. Tbilisi 
Decorative Sculpture. 1991. Bronze. Sheraton Metechi Palace Hotel. Tbilisi 



57

 dekoratiuli qandakeba. 1991. brinjao. sastumro `Seraton metexi palasi~. Tbilisi 
Decorative Sculpture. 1991. Bronze. Sheraton Metechi Palace Hotel. Tbilisi 



58

qarTvlis deda. 1995. foladi. Tbilisi
 moqandake e. amaSukeli, arqiteqtori v. daviTaia

Mother of Georgians. 1995. Steel. Tbilisi
Sculptor E. Amashukeli, architect V. Davitaia



59

qarTvlis deda. 1995. foladi. Tbilisi
 moqandake e. amaSukeli, arqiteqtori v. daviTaia

Mother of Georgians. 1995. Steel. Tbilisi
Sculptor E. Amashukeli, architect V. Davitaia



60

daviT aRmaSenebeli. 1995. brinjao. quTaisi
moqandake e. amaSukeli, arqiteqtori v. daviTaia

David the Builder. 1995. Bronze. Qutaisi
Sculptor E. Amashukeli, architect V. Davitaia



61

daviT aRmaSenebeli. 1995. brinjao. quTaisi
moqandake e. amaSukeli, arqiteqtori v. daviTaia

David the Builder. 1995. Bronze. Qutaisi
Sculptor E. Amashukeli, architect V. Davitaia



62

memed abaSiZe. 1996. brinjao. Tbilisi
moqandake e. amaSukeli, arqiteqtori v. daviTaia

 Memed Abashidze. 1996. Bronze. Tbilisi
Sculptor E. Amashukeli, architect V. Davitaia



63

memed abaSiZe. 1996. brinjao. Tbilisi 
moqandake e. amaSukeli, arqiteqtori v. daviTaia

 Memed Abashidze. 1996. Bronze. Tbilisi
Sculptor E. Amashukeli, architect V. Davitaia



64

cotne dadiani. 1996. brinjao. foTi 
moqandake e. amaSukeli, arqiteqtori v. daviTaia

Tsotne Dadiani. 1996. Bronze. Poti
Sculptor E. Amashukeli, architect V. Davitaia



65

cotne dadiani. 1996. brinjao. foTi 
moqandake e. amaSukeli, arqiteqtori v. daviTaia

Tsotne Dadiani. 1996. Bronze. Poti
Sculptor E. Amashukeli, architect V. Davitaia



66

farnavazi. 1997. brinjao. Tbilisi
moqandake e. amaSukeli, arqiteqtori n. mgalobliSvili

King Parnavaz. 1997. Bronze. Tbilisi
Sculptor E. Amashukeli, architect N. Mgaloblishvili



67

farnavazi. 1997. brinjao. Tbilisi
moqandake e. amaSukeli, arqiteqtori n. mgalobliSvili

King Parnavaz. 1997. Bronze. Tbilisi
Sculptor E. Amashukeli, architect N. Mgaloblishvili



68

 daWrili arwivi. modeli. 1968. tonirebuli TabaSiri. 117 x 139
Wounded Eagle. Model. 1968. Toned plaster. 117 x 139



69

idilia. 1965. tonirebuli TabaSiri. 95 x 100 
Idyll. 1965. Toned Plaster. 95 x 100 



70

galaktion tabiZe. 1986. tonirebuli TabaSiri. 65 x 28
Galaktion Tabidze. 1986. Toned plaster. 65 x 28



71

galaktion tabiZe. 1986. tonirebuli TabaSiri. 65 x 28
Galaktion Tabidze. 1986. Toned plaster. 65 x 28



72

wminda nino. 1986. TabaSiri. 96 X 25
St. Nino. 1986. Plaster. 96 X 25



73

lomi. 1988. tonirebuli TabaSiri. 17 x 31
Lion. 1988. Toned plaster. 17 x 31



74

qalis torsi. 1990. tonirebuli TabaSiri. 32 x 14
Torso of Woman. 1990. Toned plaster. 32 x 14



75

qalis torsi. 1990. tonirebuli TabaSiri. 32 x 14
Torso of Woman. 1990. Toned plaster. 32 x 14



76

formebi. 1990. tonirebuli TabaSiri. 16 x 22
Shapes. 1990. Toned plaster. 16 x 22



77

formebi. 1990. tonirebuli TabaSiri. 16 x 22
Shapes. 1990. Toned plaster. 16 x 22



78

formebi. 1990. tonirebuli TabaSiri. 18 x 10
Shapes. 1990. Toned plaster. 18 x 10



79

formebi. 1990. tonirebuli TabaSiri. 18 x 10
Shapes. 1990. Toned plaster. 18 x 10



80

formebi. 1992. tonirebuli TabaSiri. 18 x 25
Shapes. 1992. Toned plaster. 18 x 25



81

formebi. 1992. tonirebuli TabaSiri. 18 x 25
Shapes. 1992. Toned plaster. 18 x 25



82

formebi. 1992. tonirebuli TabaSiri. 41 x 25
Shapes. 1992. Toned plaster. 41 x 25



83

formebi. 1992. tonirebuli TabaSiri. 41 x 25
Shapes. 1992. Toned plaster. 41 x 25



84

formebi. 1992. tonirebuli TabaSiri. 18 x 21
Shapes. 1992. Toned plaster. 18 x 21



85

formebi. 1992. tonirebuli TabaSiri. 18 x 21
Shapes. 1992. Toned plaster. 18 x 21



86

formebi. 1992. tonirebuli TabaSiri. 27 x 19
Shapes. 1992. Toned plaster. 27 x 19



87

formebi. 1992. tonirebuli TabaSiri. 27 x 19
Shapes. 1992. Toned plaster. 27 x 19



88

formebi. 1992. tonirebuli TabaSiri. 16 x 27
Shapes. 1992. Toned plaster. 16 x 27



89

formebi. 1992. tonirebuli TabaSiri. 16 x 27
Shapes. 1992. Toned plaster. 16 x 27



90

qalis figura. 1992. tonirebuli TabaSiri. 27 x 26
Figure of Woman. 1992. Toned plaster. 27 x 26



91

qalis figura. 1992. tonirebuli TabaSiri. 27 x 26
Figure of Woman. 1992. Toned plaster. 27 x 26



92

qalis torsi. 1992. tonirebuli TabaSiri. 31 x 11
Torso of Woman. 1992. Toned plaster. 31 x 11



93

nikoloz baraTaSvili. 1993. brinjao. 1.21 X 35
Nickoloz Baratashvili. 1993. Bronze. 1.21 X 35



94

qalis torsi. 1993. tonirebuli TabaSiri. 27 x 21 
Torso of Woman. 1993. Toned plaster. 27 x 21



95

qalis torsi. 1993. tonirebuli TabaSiri. 27 x 21
Torso of Woman. 1993. Toned plaster. 27 x 21



96

mamakacis torsi. 1993. tonirebuli TabaSiri. 21 x 21
Torso of Man. 1993. Toned plaster. 21 x 21



97

mamakacis torsi. 1993. tonirebuli TabaSiri. 21 x 21
Torso of Man. 1993. Toned plaster. 21 x 21



98

formebi. 1993. tonirebuli TabaSiri. 27 x 20
Shapes. 1993. Toned plaster. 27 x 20



99

formebi. 1993. tonirebuli TabaSiri. 27 x 20
Shapes. 1993. Toned plaster. 27 x 20



100

cxeni. 1997. brinjao. 55 x 58
Horse. 1997. Bronze. 55 x 58



101

cxeni. 1997. brinjao. 55 x 58
Horse. 1997. Bronze. 55 x 58



102

formebi. 1997. tonirebuli TabaSiri. 24 x 17
Shapes. 1997. Toned plaster. 24 x 17



ferwera
painting



104

musikaluri formebi. 1990. muyao, zeTi. 42 x 50
Musical Shapes. 1990. Oil on cardboard. 42 x 50



105

musikaluri formebi. 1990. muyao, zeTi. 36 x 43
Musical Shapes. 1990. Oil on cardboard. 36 x 43



106

musikaluri formebi. 1990. muyao, zeTi. 49 x 42
Musical Shapes. 1990. Oil on cardboard. 49 x 42



107

penderecki. 1990. muyao, zeTi. 43 x 29
Penderecki. 1990. Oil on cardboard. 43 x 29



108

xevSi. 1990. muyao, zeTi. 39 x 35
In the Ravine. 1990. Oil on cardboard. 39 x 35



109

musikaluri formebi. 1990. muyao, zeTi. 42 x 36
Musical Shapes. 1990. Oil on cardboard. 42 x 36



110

musikaluri formebi. 1990. muyao, zeTi. 42 x 50
Musical Shapes. 1990. Oil on cardboard. 42 x 50



111

musikaluri formebi. 1990. muyao, zeTi. 46 x 32
Musical Shapes. 1990. Oil on cardboard. 46 x 32



112

musikaluri formebi. 1990. muyao, zeTi. 42 x 36
Musical Shapes. 1990. Oil on cardboard. 42 x 36



113

musikaluri formebi. 1990. muyao, zeTi. 42 x 50
Musical Shapes. 1990. Oil on cardboard. 42 x 50



114

musikaluri formebi. 1990. muyao, zeTi. 41 x 31
Musical Shapes. 1990. Oil on cardboard. 41 x 31



115

musikaluri formebi. 1990. muyao, zeTi. 44 x 39
Musical Shapes. 1990. Oil on cardboard. 44 x 39



116

musikaluri formebi. 1990. muyao, zeTi. 42 x 42
Musical Shapes. 1990. Oil on cardboard. 42 x 42



117

musikaluri formebi. 1990. muyao, zeTi. 41 x 47
Musical Shapes. 1990. Oil on cardboard. 41 x 47



118

musikaluri formebi. 1990. muyao, zeTi. 39 x 43
Musical Shapes. 1990. Oil on cardboard. 39 x 43



119

musikaluri formebi. 1990. muyao, zeTi. 43 x 42
Musical Shapes. 1990. Oil on cardboard. 43 x 42



120

musikaluri formebi. 1990. muyao, zeTi. 42 x 48
Musical Shapes. 1990. Oil on cardboard. 42 x 48



121

musikaluri formebi. 1990. muyao, zeTi. 49 x 42
Musical Shapes. 1990. Oil on cardboard. 49 x 42



122

musikaluri formebi. 1990. muyao, zeTi. 52 x 42
Musical Shapes. 1990. Oil on cardboard. 52 x 42



123

musikaluri formebi. 1990. muyao, zeTi. 51 x 42
Musical Shapes. 1990. Oil on cardboard. 51 x 42



124

musikaluri formebi. 1991. muyao, zeTi. 50 x 42
Musical Shapes. 1991. Oil on cardboard. 50 x 42



125

musikaluri formebi. 1991. muyao, zeTi. 42 x 46
Musical Shapes. 1991. Oil on cardboard. 42 x 46



126

musikaluri formebi. 1991. muyao, zeTi. 47 x 33
Musical Shapes. 1991. Oil on cardboard. 47 x 33



127

musikaluri formebi. 1991. muyao, zeTi. 39 x 34
Musical Shapes. 1991. Oil on cardboard. 39 x 34



128

musikaluri formebi. 1991. muyao, zeTi. 48 x 42
Musical shapes. 1991. Oil on cardboard. 48 x 42



129

musikaluri formebi. 1991. muyao, zeTi. 50 x 40
Musical Shapes. 1991. Oil on cardboard. 50 x 40



130

musikaluri formebi. 1991. muyao, zeTi. 39 x 29
Musical Shapes. 1991. Oil on cardboard. 39 x 29



131

musikaluri formebi. 1991. muyao, zeTi. 38 x 28
Musical Shapes. 1991. Oil on cardboard. 38 x 28



132

xeebi. 1991. muyao, zeTi. 38 x 34
Trees. 1991. Oil on cardboard. 38 x 34



133

xeebi. 1991. muyao, zeTi. 41 x 38
Trees. 1991. Oil on cardboard. 41 x 38



134

musikaluri formebi. 1991. muyao, zeTi. 35 x 30
Musical Shapes. 1991. Oil on cardboard. 35 x 30



135

forma. 1991. muyao, zeTi. 47 x 35
Shape. 1991. Oil on cardboard. 47 x 35



136

musikaluri formebi. 1991. muyao, zeTi. 40 x 34
Musical Shapes. 1991. Oil on cardboard. 40 x 34



137

miTologiuri arseba. 1992. muyao, zeTi. 43 x 50
Mythological Creature. 1992. Oil on cardboard. 43 x 50



138

musikaluri formebi. 1992. muyao, zeTi. 40 x 52
Musical Shapes. 1992. Oil on cardboard. 40 x 52



139

musikaluri formebi. 1992. muyao, zeTi. 46 x 42
Musical Shapes. 1992. Oil on cardboard. 46 x 42



140

musikaluri formebi. 1992. muyao, zeTi. 43 x 36
Musical Shapes. 1992. Oil on cardboard. 43 x 36



141

musikaluri formebi. 1992. muyao, zeTi. 42 x 45
Musical Shapes. 1992. Oil on cardboard. 42 x 45



142

musikaluri formebi. 1992. muyao, zeTi. 42 x 45
Musical Shapes. 1992. Oil on cardboard. 42 x 45



143

musikaluri formebi. 1992. muyao, zeTi. 46 x 36
Musical Shapes. 1992. Oil on cardboard. 46 x 36



144

musikaluri formebi. 1992. muyao, zeTi. 42 x 47
Musical Shapes. 1992. Oil on cardboard. 42 x 47



145

musikaluri formebi. 1992. muyao, zeTi. 37 x 47
Musical Shapes. 1992. Oil on cardboard. 37 x 47



146

musikaluri formebi. 1992. muyao, zeTi. 45 x 36
Musical Shapes. 1992. Oil on cardboard. 45 x 36



147

musikaluri formebi. 1993. muyao, zeTi. 47 x 42
Musical Shapes. 1993. Oil on cardboard. 47 x 42



148

miTologiuri arseba. 1993. muyao, zeTi. 47 x 36
Mythological Creature. 1993. Oil on cardboard. 47 x 36



149

musikaluri formebi. 1993. muyao, zeTi. 51 x 42
Musical Shapes. 1993. Oil on cardboard. 51 x 42



150

musikaluri formebi. 1993. muyao, zeTi. 48 x 42
Musical Shapes. 1993. Oil on cardboard. 48 x 42



151

musikaluri formebi. 1993. muyao, zeTi. 50 x 42
Musical Shapes. 1993. Oil on cardboard. 50 x 42



152

musikaluri formebi. 1993. muyao, zeTi. 37 x 48
Musical Shapes. 1993. Oil on cardboard. 37 x 48



153

musikaluri formebi. 1993. muyao, zeTi. 51 x 42
Musical Shapes. 1993. Oil on cardboard. 51 x 42



154

musikaluri formebi. 1993. muyao, zeTi. 42 x 50
Musical Shapes. 1993. Oil on cardboard. 42 x 50



155

musikaluri formebi. 1993. muyao, zeTi. 50 x 40
Musical Shapes. 1993. Oil on cardboard. 50 x 40



156

musikaluri formebi. 1993. muyao, zeTi. 47 x 42
Musical Shapes. 1993. Oil on cardboard. 47 x 42



157

musikaluri formebi. 1993. muyao, zeTi. 46 x 43
Musical Shapes. 1993. Oil on cardboard. 46 x 43



158

musikaluri formebi. 1993. muyao, zeTi. 51 x 42
Musical Shapes. 1993. Oil on cardboard. 51 x 42



159

musikaluri formebi. 1993. muyao, zeTi. 47 x 42
Musical Shapes. 1993. Oil on cardboard. 47 x 42



160

musikaluri formebi. 1993. muyao, zeTi. 42 x 43
Musical Shapes. 1993. Oil on cardboard. 42 x 43
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Torso of Woman. 1992
Toned plaster. 31 x 11

78

formebi. 1990
tonirebuli TabaSiri
18 x 10

Shapes. 1990
Toned plaster. 18 x 10

80

formebi. 1992
tonirebuli TabaSiri 
18 x 25

Shapes. 1992
Toned plaster. 18 x 25

82

formebi. 1992
tonirebuli TabaSiri
41 x 25

Shapes. 1992
Toned plaster. 41 x 25

93

nikoloz baraTaSvili. 1993
brinjao. 1.21 X 35

Nickoloz Baratashvili. 1993
Bronze. 1.21 X 35

84

formebi. 1992
tonirebuli TabaSiri
18 x 21

Shapes. 1992
Toned plaster. 18 x 21

94

qalis torsi. 1993
tonirebuli TabaSiri
27 x 21

Torso of Woman. 1993
Toned plaster. 27 x 21
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100

cxeni. 1997 
brinjao. 55 x 58

Horse. 1997
Bronze. 55 x 58

102

formebi. 1997 
tonirebuli TabaSiri
24 x 17

Shapes. 1997
Toned plaster. 24 x 17

96

mamakacis torsi. 1993 
tonirebuli TabaSiri
21 x 21

Torso of Man. 1993
Toned plaster. 21 x 21

98

formebi. 1993 
tonirebuli TabaSiri
27 x 20

Shapes. 1993
Toned plaster. 27 x 20

107

penderecki. 1990 
muyao, zeTi. 43 x 29

Penderecki. 1990
Oil on cardboard. 43 x 29

108

xevSi. 1990
muyao, zeTi. 39 x 35

In the Ravine. 1990
Oil on cardboard. 39 x 35

109

musikaluri formebi. 1990 
muyao, zeTi. 42 x 36

Musical Shapes. 1990
Oil on cardboard. 42 x 36

104

musikaluri formebi. 1990 
muyao, zeTi. 42 x 50

Musical Shapes. 1990
Oil on cardboard. 42 x 50

105

musikaluri formebi. 1990 
muyao, zeTi. 36 x 43

Musical Shapes. 1990
Oil on cardboard. 36 x 43

106

musikaluri formebi. 1990 
muyao, zeTi. 49 x 42

Musical Shapes. 1990
Oil on cardboard. 49 x 42

ferwera
painting
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120

musikaluri formebi. 1990 
muyao, zeTi. 42 x 48

Musical Shapes. 1990
Oil on cardboard. 42 x 48

121

musikaluri formebi. 1990 
muyao, zeTi. 49 x 42

Musical Shapes. 1990
Oil on cardboard. 49 x 42

114

musikaluri formebi. 1990 
muyao, zeTi. 41 x 31

Musical Shapes. 1990
Oil on cardboard. 41 x 31

115

musikaluri formebi. 1990 
muyao, zeTi. 44 x 39

Musical Shapes. 1990
Oil on cardboard. 44 x 39

116

musikaluri formebi. 1990 
muyao, zeTi. 42 x 42

Musical Shapes. 1990
Oil on cardboard. 42 x 42

117

musikaluri formebi. 1990 
muyao, zeTi. 41 x 47

Musical Shapes. 1990
Oil on cardboard. 41 x 47

118

musikaluri formebi. 1990 
muyao, zeTi. 39 x 43

Musical Shapes. 1990
Oil on cardboard. 39 x 43

119

musikaluri formebi. 1990 
muyao, zeTi. 43 x 42

Musical Shapes. 1990
Oil on cardboard. 43 x 42

112

musikaluri formebi. 1990 
muyao, zeTi. 42 x 36

Musical Shapes. 1990
Oil on cardboard. 42 x 36

110

musikaluri formebi. 1990 
muyao, zeTi. 42 x 50

Musical Shapes. 1990
Oil on cardboard. 42 x 29

111

musikaluri formebi. 1990 
muyao, zeTi. 46 x 32

Musical Shapes. 1990
Oil on cardboard. 46 x 32

113

musikaluri formebi. 1990 
muyao, zeTi. 42 x 50

Musical Shapes. 1990
Oil on cardboard. 42 x 50
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122

musikaluri formebi. 1990 
muyao, zeTi. 52 x 42

Musical Shapes. 1990
Oil on cardboard. 52 x 42

123

musikaluri formebi. 1990 
muyao, zeTi. 51 x 42

Musical Shapes. 1990
Oil on cardboard. 51 x 42

124

musikaluri formebi. 1991 
muyao, zeTi. 50 x 42

Musical Shapes. 1991
Oil on cardboard. 50 x 42

125

musikaluri formebi. 1991 
muyao, zeTi. 42 x 46

Musical Shapes. 1991
Oil on cardboard. 42 x 46

132

xeebi. 1991 
muyao, zeTi. 38 x 34

Trees. 1991
Oil on cardboard. 38 x 34

133

xeebi. 1991
muyao, zeTi. 41 x 38

Trees. 1991
Oil on cardboard. 41 x 38

126

musikaluri formebi. 1991 
muyao, zeTi. 47 x 33

Musical Shapes. 1991
Oil on cardboard. 47 x 33

127

musikaluri formebi. 1991 
muyao, zeTi. 39 x 34

Musical Shapes. 1991
Oil on cardboard. 39 x 34

128

musikaluri formebi. 1991 
muyao, zeTi. 48 x 42

Musical Shapes. 1991
Oil on cardboard. 48 x 42

129

musikaluri formebi. 1991 
muyao, zeTi. 50 x 40

Musical Shapes. 1991
Oil on cardboard. 50 x 40

130

musikaluri formebi. 1991 
muyao, zeTi. 39 x 29

Musical Shapes. 1991
Oil on cardboard. 39 x 29

131

musikaluri formebi. 1991 
muyao, zeTi. 38 x 28

Musical Shapes. 1991
Oil on cardboard. 38 x 28
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136

musikaluri formebi. 1991 
muyao, zeTi. 40 x 34

Musical Shapes. 1991
Oil on cardboard. 40 x 34

137

miTologiuri arseba. 1992 
muyao, zeTi. 43 x 50

Mythological Creature. 1992
Oil on cardboard. 43 x 50

144

musikaluri formebi. 1992 
muyao, zeTi. 42 x 47

Musical Shapes. 1992
Oil on cardboard. 42 x 47

145

musikaluri formebi. 1992
muyao, zeTi. 37 x 47

Musical Shapes. 1992
Oil on cardboard. 37 x 47

138

musikaluri formebi. 1992 
muyao, zeTi. 40 x 52

Musical Shapes. 1992
Oil on cardboard. 40 x 52

139

musikaluri formebi. 1992 
muyao, zeTi. 46 x 42

Musical Shapes. 1992
Oil on cardboard. 46 x 42

140

musikaluri formebi. 1992 
muyao, zeTi. 43 x 36

Musical Shapes. 1992
Oil on cardboard. 43 x 36

141

musikaluri formebi. 1992 
muyao, zeTi. 42 x 45

Musical Shapes. 1992
Oil on cardboard. 42 x 45

134

musikaluri formebi. 1991 
muyao, zeTi. 35 x 30

Musical Shapes. 1991
Oil on cardboard. 35 x 30

135

forma. 1991 
muyao, zeTi. 47 x 35

Shape. 1991
Oil on cardboard. 47 x 35

142

musikaluri formebi. 1992 
muyao, zeTi. 42 x 45

Musical Shapes. 1992
Oil on cardboard. 42 x 45

143

musikaluri formebi. 1992 
muyao, zeTi. 46 x 36

Musical Shapes. 1992
Oil on cardboard. 46 x 36
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146

musikaluri formebi. 1992 
muyao, zeTi. 45 x 36

Musical Shapes. 1992
Oil on cardboard. 45 x 36

147

musikaluri formebi. 1992 
muyao, zeTi. 47 x 42

Musical Shapes. 1992
Oil on cardboard. 47 x 42

148

miTologiuri arseba. 1992 
muyao, zeTi. 47 x 36

Mythological Creature. 1992
Oil on cardboard. 47 x 36

149

musikaluri formebi. 1993 
muyao, zeTi. 51 x 42

Musical Shapes. 1993
Oil on cardboard. 51 x 42

156

musikaluri formebi. 1993 
muyao, zeTi. 47 x 42

Musical Shapes. 1993
Oil on cardboard. 47 x 42

157

musikaluri formebi. 1993
muyao, zeTi. 46 x 43

Musical Shapes. 1993
Oil on cardboard. 46 x 43

150

musikaluri formebi. 1993 
muyao, zeTi. 48 x 42

Musical Shapes. 1993
Oil on cardboard. 48 x 42 

151

musikaluri formebi. 1992 
muyao, zeTi. 50 x 42

Musical Shapes. 1992
Oil on cardboard. 50 x 42

152

musikaluri formebi. 1993 
muyao, zeTi. 37 x 48

Musical Shapes. 1993
Oil on cardboard. 37 x 48

153

musikaluri formebi. 1993 
muyao, zeTi. 51 x 42

Musical Shapes. 1993
Oil on cardboard. 51 x 42

154

musikaluri formebi. 1993 
muyao, zeTi. 42 x 50

Musical Shapes. 1993
Oil on cardboard. 42 x 50

155

musikaluri formebi. 1993 
muyao, zeTi. 50 x 40

Musical Shapes. 1993
Oil on cardboard. 50 x 40
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160

musikaluri formebi. 1993 
muyao, zeTi. 42 x 43

Musical Shapes. 1993
Oil on cardboard. 42 x 43

158

musikaluri formebi. 1993 
muyao, zeTi. 51 x 42

Musical Shapes. 1993
Oil on cardboard. 51 x 42

159

musikaluri formebi. 1993 
muyao, zeTi. 47 x 42

Musical Shapes. 1993
Oil on cardboard. 47 x 42
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