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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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POWER OF SCULPTOR’'S HAND
MODEL OF ELGUJA AMASHUKELI'S
CULTUROLOGICAL MEMORIAL

“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

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
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MRS 3858749mn babgmmULbm3n. 1968
Elguja Amashukeli in his studio. 1968

founder of Tbilisi) entered the space of Thilisi.

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!
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Elguja Amashukeli at his studio. 1958
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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 | 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 ...
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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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Memorial of Victory. 1967. Bronze. City of Poti (Maltakva)
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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”.
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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.

©EnEgdnL 3mMb7396@n. 1965-1967. dMnbxosm. gman
Monument of Glory. 1965-1967. Bronze. City of Poti
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Elguja Amashukeli in his studio. 1987
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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 20" 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
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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.

Jorgmnl pqps. 1958-1963. ggmmoa@n. ednmnbn
Mother of Georgia. 1958-1963. Steel. Thilisi
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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 Lhomme-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.

Afall 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 Lhomme?

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)
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is a guardian (“not in the grave am | lying, | 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, | 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.

| 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.
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Bulgaria. Model. 1968. Plaster

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...
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b36 sb3smgbn-dymasmgnnl psdssmlgdgmn
dmpgmn. 1968. nsds8nfn

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

* Kk ok

Among the creative works of Elguja
Amashukeli | always gave particular
e preference to the horse figure of Han
Fbiar 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”, | 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

| 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



35mgdn d3zgmgdyfop syyndyndps. dzmbn asEsgsbnmn s33m-
dymamdsy Ess3nbyps.

d93yg3no d55LL s, LadBsmgymmaBn yjmbnoyn BgaImMods, YMB-EMG
©33mnmo s nbgg asgsafmdgmmam. Jomdsgmbn mns goa3ndMsbpgda-
dgogn.

353n6, Ron agmnmaim, — 7390 ©389056b3s.

3mymarE. s33nymmns R396 sbdstybnl d9pds...

013630156 ggndmmmansdpgy 8nggpno.

9®ndmmmansd bmqgdbngmgnbagmn EMI8sgymn 3mg8s 253sblgbs.
bmgdbngmgn 336mbnynh |, ob3srnbl” sbndgdl P3nMaggbmdsl (o,
fmamm|y RoBL, sk nbnamgdl ggmbinsl, AM3mnb osbsbdsp ., sbdsrygbnlb”
Bnbsfggmmas nym ,nb3ghnb”, ggmam Bybgs. .nbdghng”, gb .ng" 4n,
Lbmagyfmn 46nbmdnoin bygndbns-3gogn.

d9fg, 3gfhgm? — panbggfglbgds Bg398Y39-

bmqdbnymazas ,ob3skgbnl” bbgs 33Mnsbggdny anbybs, Amammnzss
L0b3nAY s Lob3shbAgt,  —  goakmdgmodpn  Rgdn  ghypngnnl
©93mblLgMnhgdsl. msbsy, guEnmmdEn Sh a538gmom..

3sbbmgl, ndbsbsp Bmanghmds FyMbsmnbgds oosgn a3dmnpm,
My 58ds3ns 53pabn  3bgbmbabn  Jobpsygds. J39ysbs ndmprmal
©9333356gLm.

5l 538, 3 ngnsb JobE3y9ds... 39 admansor, MmMA ;3bgbn, dMIMmME
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367 ,Lnb3Anb d33dnbgygmn bngh3ggdns” asfmnbpgdymn, AmM3gmos
©3bs293m3698moE, 96nbsfgl ymgmnbs, yghans bagnhm;
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MRS 3858949mn > bmpskh p33dsdg. 1979
Elguja Amashukeli and Nodar Dumbadze. 1979

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”,
| admitted.

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

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

| 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, | 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...

| noticed that the topic of Asparuh had not been exhausted
yet. “The point is that “asp” (“ashp”) is a horse and | 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” ...
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30fby35%n. Bmpgmn. 1967. dAMnbxom. mdnmnbn
King Parnavaz. Model. 1967. Bronze. Thilisi

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 | remember”, | said "is that | 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, | 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.

| would say, if Amashukeli’'s monumentalistic language
represents a symbol, the language of his pictorial opuses
is a symbol itself.
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3533/x398nb 898mMnsmn. 1979. dfnbxsm. amcn
Memorial of Victory. 1979. Bronze. Gori

3335Mx390nb 3g8mmnsmn. 1979. dfnbxom. amfn
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,
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JMaIX 9338749mn Ed 3obgsby Esgznmsns ,399bnbs ©s 3mydnl”
sm3sfngnlbsl. mdnmnbn. 1985

Elguja Amashukeli and Vakhtang Davitaia while erecting the “Tiger and
Brave Young Man”. Thilisi. 1985
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fmamm3 n83fMglnmbnb8nEsb yydnB3%Bg asEsbgmnlb s6smmans.
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“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, | 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
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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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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, | 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...

* Kk ok

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
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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

BN e -
ImMaYRS 3838949mn ma3nb 63838935M 056
.899%m39". odnmnbn. 1997
Elguja Amashukeli and his sculpture ,Street Cleaner”.
Thilisi. 1997
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amaIxs 3838y49mn. mns LegMys, P6aMgmn amdsbrssg ndmMg
39L3fg8nL Bgymmyg 935. 36afgon, 1987

Elguja Amashukeli, Lia Sturua, Eve, wife of Hungarian sculptor
IMre Vesprem. Hungary. 1987
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us often preventing us from the possibility to make steps
forward to the future!

Anyway, as | 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: | 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.
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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.

* ok Kk

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
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Elguja Amashukeli with his daughter Eka and wife Lia Sturua. 1985

THREE-DIMENSIONAL PARADIGM
OF IMVMIORTALITY

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
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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 Thbilisi 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,
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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 akind 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 Thilisi,
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 Thilisi 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
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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

“EVERYDAY”
ELGUJA AMASHUKELI

| have my own means to measure how significany an artist
is: in my mind | 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.
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| am not going to give the analysis of Elguja’s works
because | am the participant of the process, the co-auther
of almost of all of his monuments, memorials or busts, and
thus, | could not be a fair judge, though there is one thing
| 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.

| was very proud when, being a very your architect, |
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 | 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. | 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 | 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 | 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, Thilisi football club, several times running thus
winning the feasts and clinching the title of a clairvoyant
among the football fans. Some time later | too became
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sfgbagnb bsbgmnbs s 333Mnb 3mbligbngds.
fampgLsyy 50 Bgmn Bgdnbiymes, ymmgagdds dmmmpgnb mAngnbsmyfn
gmfds 3mdgdbgl, dngbogbnEbgb g3gdndl. ®gdbggdl 658pgnm dmsb b
3by .8mBnmmpgl” ymMmdybngd, Mongds, 396dm 8sbgq8, bmagn mmMgBas, xnbs
mMmmMdMnxnEs3, 3ngobma, Bogsmas, dMgy6938s, 8g93565d93, 7R3, dgMnad,
Lgsmnb3syy yn. gmanxs sbamgna Rsgfoim 58 03588n. ymggm bsbgzam
LoscBn FAggogEs Ladhmgdgman s sbam-sbom (©H39870L jombBabmdps
8ngsbl, Ay mdds 1bps - madlsp. 8pngsbn 8364s6sbg dgdpsgms. bmmgdswo
s, dmsb by 369dgdms s 87 a5w8m3pgdps. 10-8pg ©g3nds dngnmg
9mMa3xdba 36 mé mg8n, 3nbsBgmnar ,ggmasmbnbgn 5. 58587 4gmn”, 939830
4n nym 3mMblgsbgnbg a58bsbyfEnala sk, dgms sb3symnbsbagsh, 3g6knb
dnmmnbg 36, nfd ymn 3nnd3nmnba s6... yggmasbg 8g@n ©9398s 333mMazbs36nbs
Bhsd Bgfgogmb. sn Bmangfon 8sc36n. Mimgm LRSBL ymgzqgmn 3smasbnl
3nfmM3bqds, bsbnson.
(Mo ymbn 0939896n:
»gfos 3783mMdsb 37 49mnon,
8m jnnbgno 38387 ygmn.”

. g9a3mMbm 356n gmemn,
9960 gmbn.”
(,8mbn” — s fn8 g8 mMn &mbn y3mmsbpsmndgnmn).

.X083m 353039 8635 ayo3L dgfgdn,
m3gfhmm, 3ma jogmn, M Jys3 dgdn?”

03533 gdN A3 MM 3339,
Bmfns yn yafm 433s."

039985 ymblgs68nby 853bsbyMmpnsbog sb.
.89 896 358m m3sb 3sb6nsb
3gmbps ymbgymng@n,
dg6fnb dnmmny; Ig8maBgmaby,
Smdsm 3nbgpgdn 30b@ 363 Rgdm
3nby%L 3mbgymndgnb,
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Jmblgsbgnby.
(“Boragbn” — 898mnsmn 8szbnb gmam8gbnmbyg).

“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?” | asked. “No, but... may | drop
dead if this man’s surname is not Karkashadze (“karkashi”
— sheathe). | 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 Thiisi”. 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 | 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 | received almost 10 telegrams from Elguja with
the postscripts “Telephnist E. Amashukeli”. Those telegrams
were from Konstantiné Gamsakhurdia (Georgian writer),
Bella Akhdamulina, Heinrich Béll, 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.

30bgsby pognmansl 8ggmmyg.
ammaIR> 9838749mn. JomnBgnmn 949,
mns bggmys. 1985
Vakhtang Davitaia’s wife, Elguja Amashukeli,

his daughter Eka and Lia Sturua. 1985
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MRS 3858949mn babgmmbbm8n. 1975
Elguja Amashukeli at his studio. 1975

domnsb ,39n6535MES” BPMd Bgfhgmmnl pg3g890%,. 8nbgsb gd3bn oy BgnEn
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G96n byms. 89mgambnbgn g. 53587 9mmn.

333 393b30n, 39fM E38ng L bngbg, M33gbn 94ndny3 BmgnEs Yyzgmsd msgnbin
Ba3smn 338m8nBgfs, ao3bngn... Lngbg 4n ok Bnymgdl. Labmgzshasfgm
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89amdsfin s Bamglagn ysfpnmmman nfs jmn 8gamgmady. bypagl, ygEspss
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mn3d @ e3R8, 3943nf13957mmn 8nygtgdgb gmMBsEs g gmb. gmagxe8
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JAm3s dggm bgbs b gmbak Bobgs8nb,
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35639033 gma 3R EnEn bdJ3gdnbngnl 8magmnbs, 836 gb 3nbins dnfbBsmma
BgbAmme.

3968363 a3ncoNnd

>k dngademmn

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 | picked a fight

And Heinrich Bdll said | 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 Il Memorial by Vakhtang Davitaia on the
Maruch pass, the Caucasus)

Most of all he enjoyed to write on behalf of Zurab Tsereteli.
| 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 | wish to reach the moon

And paint it. When? Oh, quite soon.

But | 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 | fellill. No one seemed able to make my temperature
fall. Each newly come doctor prescribed a new medicine.
| 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 | 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 [ left my native town

| 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



8.A7bms3g9mnb Labgmmdnl 3Mgdnnl 3nhggmn mMonMgoggdn mopm ajyEnsdznmal babman
85 3bbnEs6: M.aENns33nmn, 9.5858149mn, 4.333bsbyhpns, n.5353ndg. 1965

The first winners of Shota Rustaveli prize at Lado Gudiashvili’'s house. Frome left to right:
L.Gudiashvili, E.Amashukeli, K.Gamsaxurdia, |.Abashidze. 1965
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M3 IR 933874gmn EondsEs 1928 Bl 22 ngbnblb. 1950 Bgmb Bg3nEs
adnmnbnl  badbsgafm s 43g3nsBn, ggfbgfnl g yymegebg. 873maga.
8mdobpsgg Bngmmmb  39b6pgmognl MRganm,  JoBs 90l g yyme e by
3333nEs, AMIgmny 1955 Bgmb ssbhgms. IV ygéaboby, ggmM8smnbgsp
Bgrspbymn, gofmnbzal dmngl g sanmRs. 333ma3nbgd8n 8mBaBnmgmds panBym
1955 BmnpEsb. 1959 Bgml @dnmnbnb 1500 Bmnbosgmsb @s938nfgdno
3954900 3mpgmn 3mb67896@nbscngnl . Jskmgmnl EgEs”’, AMmM3gmn) EsnEas
1959 Bgmb. 3mb7396@n gymmapnl g7AMmMadnbsgsb asjgmms mdnmnbnb
bssgnapnm  Jobabadn. Lagggdggmn bnb Jobs 3985 nym, AMmdgmn phmos
356353mmMods8n Fgndmgds s33smnym. aafEs 3nbs. dgamb LA3dmmyn
babinson yn 3gmbpos, BoaMsd gmagxs bym Bxbs, MmA dsb, gnmdgmnbsgngnm
Bgggmbs > mAngnbsmyml, 3fagsmn Jobpsygdnl gmmads 3gf dnbyys.
38ngma, yofas bbnb 838wga. gfon Bgmn nd33s3s Jobpsygdabg s bngggen
4N nangg MRy, 353A58 Laby s @s6n 5s3nsbyn, Jomyfn gogbms, 3ha3smn
39624900l gmgB8968gdn Bgndnbs. Mms 858nbgm mgbnbnl 8mgpsbbyg
mM96nbnbs dgamn ngas, 3MByMbggdds BgLadadnbn Mo ygMbn ndmagl s byhson
33d>7mab, Amamf spgdEs . Jomngmnb pgEs” mgbnbl b3smb jnbghby, o3l
dnpo.

39b836g amasbmnb, odnmnbnb Es3ssmbgdmnb dggmn psnpas jmb gMban
M3 IR 3858749mnb g985Mx 3900l Bypgas. 1967 Bgmb. Amgs bmangfhmds
ma33fs yn EanBym, 3bgbn Jofogmn sk stnbm, 58587 ygmn 3sbgbmdmps, Am3
9L gbgbn Sty Joforgmns, sk Mybymn, Sty shddymn, gl bBmaswn 3bgbns,
fm8gmbg Bgndmods nx gl nb js3n, gnbbgy basmbyhn madbn 58dmaL:

33b® 363 89937 MBgal Jy3sfps,
3nEEs6 R38mglids Mg 4o,

namBd7%%q g3gbn By,

©nE3s 3ngdds nBygl pMg 4.

n3md1%Bb 39 8mpag g ymb fggmn 3bgbno.
1966 Bgmb 4. gmadn EsnEgs .gmmbnl EgEs", bmmm 1967 Bgmb nd3q,
dommoyzsdn, ,a98sfx390nl  8g3mnsmn’. 1979 Bgmb ,3s85Mx390nk

398mfnsmn” anpEas ammdn, 1984 Bgmb - gnfmb3sbnl dggmn cmdnmnlban,
1983 Bgmb - .gEs96nL" dgamn cdnmnbdn, AM3gmBny gm, 9858739m3ds
3Ma90533nmnb Lobgmmadnl 3fgdns dnnmm. 1985 Bgmb cdnmnbdn snpas

3962490 .3993bn > 8mydg”, AMAgmbsy gm. 9358349mn, 88 ggbnsmyfn
modbnEsb 333m3Enbstg, Joforgmn  dmgbnnl  dggmopy  dmnblgbngds

IMaYRd 3358949mn ddsbmsb, ymggbosh ghosp
Elguja Amashukeli with brother, Kote

3o@5Ms gmMa RS
Elguja as a little boy

Elguja Amashukeli was born on June 22, 1928. In 1950
he entered the Academy of Art of Thbilisi, 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 Thilisi, 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
Thilisi 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 Thilisi, 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
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©33no 333874gmn (358s) 393mdMgdmsb
Father, Davit Amashukeli, with friends

Uik 4

J909396 Ma8dsMsBgnmn (pgEs)
Mother, Ketevan Ghambarashvili

Monument to The ABC Book in Tbilisi for which Amashukeli
was awarded the prize of lacob Gogebashvili (the author of
the ABC book). In 1985 in Thbilisi 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 llia 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 Thilisi,
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 Thilisi.
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 Thbilisi 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 lacob 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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1955 Bmnpsb 3mbsBnmgmds 358ma3g69d8n

1998 - 3gMbmbsmyfn gs8maigbs. dsfnbn

1999 - 3gfbmbsmyn go3ma3gbs. dsfnbn

20083 - 8. 33nf36583nmnb babgmmdnb bgmm3693nl 83%913n. mdnmnbin

* Kk ok

From 1955 participated in exhibitions
1998 - personal exhibition. Paris
1999 - personal exhibition. Paris

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

749 9858749mn (JomnBgznmn)
Daughter Eka Amashukeli

949 3858349mn
Bogyfdmmgn. 1988. bgon, gnmm. 56 x 46 9mg6g (83nmnBgnmn)

Eka Amashukeli Grand-daughter, Elene
Still Life. 1988. Qil on canvas. 56 x 46
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d1M8s6 modsbndy
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,

| 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 Thilisi,

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
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38

dsfgmnggn, 9ndmgbnmn mdnmnbnb @ssfmbgdnb 1500 Bmnboiagnba@dn. 1958. dfnbxam
Bas-relief in commemoration of the 1500t anniversary of foundation of Thilisi. 1958. Bronze

Bma Aybosggmn. 3ggfhm Lapagm Mgbosggmnb dshgmnggn. 1965. dhnbxsm. mdnmnbn
Shota Rustaveli. Bas-relief in underground station “The Rustaveli Square”. 1965. Bronze. Thilisi



39abn s 9mydg. 3ggfm bopanh Agbosggmnl dsfhgmnggn. ggpghmmds. 1965. Ldnmgbdn. mdnmnbn
Tiger and Brave Young Man. Bas-relief in underground station “The Rustaveli Square”. 1965. Copper. Thilisi
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Bmo Agbosggmn. 3gghm Lapagm Mgbosggmnb AMgmnggn. 1965. J3s. mdnmnbn
Shota Rustaveli. Bas-relief in underground station “The Rustaveli Square”. 1965. Stone. Thbilisi

41



42

30bgoby amfgsbomn. 1959-1967. dfMnbxam. mdnmnbn

8mJobpsyg 9.983874gmn, shdnggdemmadn .dmMdgEady, o.ysbpgmagn
Vakhtang Gorgasali. 1959-1967. Bronze. Thbilisi

Sculptor E. Amashukeli, architects D. Morbedadze, T. Kandalaki



3obgoby amfgsbomn. 1959-1967. dfMnbxom. mdnmnbn

8mJobpsyg 9.983874gmn, shdnggdemmadn .dmMdgEady, o.ysbpgmagn
Vakhtang Gorgasali. 1959-1967. Bronze. Thilisi

Sculptor E. Amashukeli, architects D. Morbedadze, T. Kandalaki
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gnfmbdsbn. 1974. dAnbxom. mdnmnbn

dmgsbpsgg 9. 9353349mn. >fdnggdgmmn 6. dgsmmdmndgnmn
Pirosmani. 1974. Bronze. Tbilisi

Sculptor E. Amashukeli, architect N. Mgaloblishvili



gnfmbdsbn. 1974. dAnbxom. mdnmnbn

dmgsbpsgg 9. 9353349mn. >fdnggdgmmn 6. dgsmmdmndgnmn
Pirosmani. 1974. Bronze. Tbilisi

Sculptor E. Amashukeli, architect N. Mgaloblishvili
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46

3985fx 3980k 893mMnsmn. 1979. dfnbxsm. ggmon (Bsmosygs)
dmdobpos 39 9. 98387 49mn. sk Jnggdgmn 3. EagncdNS
Memorial of Victory. 1979. Bronze. City of Poti (Maltakva)
Sculptor E. Amashukeli, architect V. Davitaia



3535fx 3980k 893mMnamn. 1979. dkNBxsm. ggmon (Bsmorsygs)

dmdobpos 39 9. 98387 49mn. sk Jnggdgmn 3. EagncdNS
Memorial of Victory. 1979. Bronze. City of Poti (Maltakva)

Sculptor E. Amashukeli, architect V. Davitaia

47
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3395fxg90nb 3g8mmnsmn. 1979. dAnbxom. amcn
dmgdobpsgg g. 9858149mn, sfdnggdemmn 3. @agnmany
Memorial of Victory. 1979. Bronze. Gori

Sculptor E. Amashukeli, architect V. Davitaia



3395xg90nb 3g8mmnsmn. 1979. dAnbxom. amcn
dm4dobpsgg g. 9858149mn, sfdnggdemmn 3. @agnmdNd
Memorial of Victory. 1979. Bronze. Gori

Sculptor E. Amashukeli, architect V. Davitaia
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©gEs96s. 1983. dfnbxsm. mdnmnbn

dmgdobpogg 9. 9353349mn. >fdnggdgmmn 6. dgsmmdmndgnmn
Monument of ABC Book. 1983 Bronze. Thilisi

Sculptor E. Amashukeli, architect N. Mgaloblishvili



©gEs96s. 1983. dfnbxsm. mdnmnbn

dmgdobpogg 9. 9353349mn. >fdnggdgmmn 6. dgsmmdmndgnmn
Monument of ABC Book. 1983 Bronze. Thilisi

Sculptor E. Amashukeli, architect N. Mgaloblishvili
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399bn > dmydg. 1985. dfAnbxom. mdnmnbn

3mgsbpsgg 9. 98583749mn, sfdnggdemmn 3. @d3nmdNS
Tiger and Brave Young Man. 1985. Bronze. Thbilisi
Sculptor E. Amashukeli, architect V. Davitaia
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399bn > dmydg. 1985. dfAnbxom. mdnmnbn
3mgsbpsgg 9. 98583749mn, sfdnggdemmn 3. @d3nmdNS
Tiger and Brave Young Man. 1985. Bronze. Thbilisi
Sculptor E. Amashukeli, architect V. Davitaia
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nmny gaggagadg. 1987. dknbxom. dsn3dn

8mgsbpsgg 9. 98583749mn, sfdnggdemmn 3. d3nmdNS
llia Chavchavadze. 1987. Bronze. Batumi

Sculptor E. Amashukeli, architect V. Davitaia



nmny gaggagadg. 1987. dknbxom. dsn3dn

3mgobpsgg 9. 9853749mn. sfdngademmn 3. @s3nmdNS
llia Chavchavadze. 1987. Bronze. Batumi

Sculptor E. Amashukeli, architect V. Davitaia
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©agmAdgngmn Jobpsggds. 1991. dhmnbxam. baobgydham ,Bahogmb 8ggqbn domobn”. cdnmnln
Decorative Sculpture. 1991. Bronze. Sheraton Metechi Palace Hotel. Tbilisi



Eadmmdgngmn JoBpsggds. 1991. dhnbxom. bsbgydm ,Bghogmb 3gggbn 3omobn”. cdnmnbn
Decorative Sculpture. 1991. Bronze. Sheraton Metechi Palace Hotel. Tbilisi
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58

Jofogmnl pgEs. 1995. gmmopn. odnmnbn
8mgoBpagg 9. 985814q9mn. sfdnggdemmn 3. EI3nMINY
Mother of Georgians. 1995. Steel. Thilisi

Sculptor E. Amashukeli, architect V. Davitaia



Jofogmnl pgs. 1995. gmmopn. mdnmnbn
dmdobpsgg 9. 9858749mn, sfhdnggdemmn 3. @agnmdN
Mother of Georgians. 1995. Steel. Thilisi

Sculptor E. Amashukeli, architect V. Davitaia
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3300 3mdsBgbgdgmn. 1995. dMnbxom. Jymanbn
dmdsbpsgg 9. 985814q9mn, sfdnggdemmn 3. EIgnmINY
David the Builder. 1995. Bronze. Qutaisi

Sculptor E. Amashukeli, architect V. Davitaia



©s3n0 3MmBs8969dgmn. 1995. dMnbxom. Jymanbn
8mgsbpagg 9. 985814q9mn. sfdnggdemmn 3. EI3znMINY
David the Builder. 1995. Bronze. Qutaisi

Sculptor E. Amashukeli, architect V. Davitaia
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9989 s053ndg. 1996. dAnbxom. mdnmnbn

3mgsbpsgg 9. 98583749mn. sfdnggdemmn 3. @d3nMdNS
Memed Abashidze. 1996. Bronze. Thbilisi

Sculptor E. Amashukeli, architect V. Davitaia



9989 053ndg. 1996. dAnbxom. mdnmnbn

3mgsbpsgg 9. 98583749mn. sfdnggdemmn 3. @d3nmMdNS
Memed Abashidze. 1996. Bronze. Thbilisi

Sculptor E. Amashukeli, architect V. Davitaia
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64

3m®bg EoEnsbn. 1996. dfMnbxom. gman

dmgdobpagg g. 9858149mn, sfdnggdemmn 3. @agnmand
Tsotne Dadiani. 1996. Bronze. Poti

Sculptor E. Amashukeli, architect V. Davitaia



3m@bg o@nsbn. 1996. dMnbxom. gmaon

dmgobpssg 9. 98583149mn, s>fgdnggdgmmn 3. Ea3znMdNY
Tsotne Dadiani. 1996. Bronze. Poti

Sculptor E. Amashukeli, architect V. Davitaia
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qafbagabn. 1997. dfMnbxom. ednmnbn

dmgdobpsgg 9. 935334g9mn. >fdnggdgmmn 6. dgsmmdmndgnmn
King Parnavaz. 1997. Bronze. Tbilisi

Sculptor E. Amashukeli, architect N. Mgaloblishvili



qambagabn. 1997. dfMnbxom. ednmnbn

dmgobpogg 9. 93583349mn. >fdnggdgmmn 6. dgsmmdmndgnmn
King Parnavaz. 1997. Bronze. Tbilisi

Sculptor E. Amashukeli, architect N. Mgaloblishvili
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©dgfanmn >hbngn. dmpgmn. 1968. gmbnfgdymn msds8nfn. 117 x 139
Wounded Eagle. Model. 1968. Toned plaster. 117 x 139



npnmny. 1965. gmbnAgdymn osds8nfn. 95 x 100
Idyll. 1965. Toned Plaster. 95 x 100
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Galaktion Tabidze. 1986. Toned plaster. 65 x 28

3omg@nmMb ®odndy. 1986. gmbnhgdymn ;dd58nfin. 65 x 28
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Galaktion Tabidze. 1986. Toned plaster. 65 x 28

3omMg@nmMb ®odndy. 1986. gmbnhgdymn ;dd58nfin. 65 x 28
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63nbs Bnbm. 1986. mads8nMn. 96 X 25
St. Nino. 1986. Plaster. 96 X 25



mm3n. 1988. gmbnhgdymn dd38nfin. 17 x 31
Lion. 1988. Toned plaster. 17 x 31

73



74

Jomnb gmébn. 1990. gmbnhgdymn ;mdds8nfn. 32 x 14
Torso of Woman. 1990. Toned plaster. 32 x 14



Jomnb gmébn. 1990. gmbnfgdymn msds3nfn. 32 x 14
Torso of Woman. 1990. Toned plaster. 32 x 14
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gmdgdn. 1990. gmbnfgdymn msd58nfn. 16 x 22
Shapes. 1990. Toned plaster. 16 x 22



gmdgdn. 1990. gmbnfgdymn msd58nfn. 16 x 22
Shapes. 1990. Toned plaster. 16 x 22
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78

qmmdgdn. 1990. gmbnfgdymn mdds8nfn. 18 x 10
Shapes. 1990. Toned plaster. 18 x 10



qmfmdgdn. 1990. gmbnfgdymn msds8nfn. 18 x 10
Shapes. 1990. Toned plaster. 18 x 10
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gmdgdn. 1992, gmbnfgdymn nsds3nfn. 18 x 25
Shapes. 1992. Toned plaster. 18 x 25



gmdgdn. 1992, gmbnfgdymn nsds3nfn. 18 x 25
Shapes. 1992. Toned plaster. 18 x 25
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omMdqdn

. 1992, @mbnMqgdymn nsds8nfn. 41 x 25
Shapes. 1992. Toned plaster. 41 x 25



qmMdqgdn. 1992 gmbnfgdymn msdsdnfn. 41 x 25
Shapes. 1992. Toned plaster. 41 x 25
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®mM3gdn. 1992, gmbnAgdymn msdsdnfn. 18 x 21
Shapes. 1992. Toned plaster. 18 x 21



gmMdgdn. 1992. gmbnfgdymn nsds3nfn. 18 x 21
Shapes. 1992. Toned plaster. 18 x 21
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gmdgdn. 1992. gmbnfgdymn nsds3nfn. 27 x 19
Shapes. 1992. Toned plaster. 27 x 19



qmdqgdn. 1992. gmbnfgdymn nsds8nfn. 27 x 19
Shapes. 1992. Toned plaster. 27 x 19
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qmMdqgdn. 1992 gmbnfgdymn msdsdnfn. 16 x 27
Shapes. 1992. Toned plaster. 16 x 27



qmMdqgdn. 1992 gmbnfgdymn msdsdnfn. 16 x 27
Shapes. 1992. Toned plaster. 16 x 27
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Jomnb gnggks. 1992, gmbnhgdymn dds8nfin. 27 x 26
Figure of Woman. 1992. Toned plaster. 27 x 26



Jomnb gnggks. 1992, gmbnhgdymn dds8nfin. 27 x 26
Figure of Woman. 1992. Toned plaster. 27 x 26
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Jomnb gmbn. 1992. gmbnhgdymn sds8nfin. 31 x 1
Torso of Woman. 1992. Toned plaster. 31 x 11



BngmmmDb doMmacnddgnmn. 1993. dknbxom. 1.21 X 35
Nickoloz Baratashvili. 1993. Bronze. 1.21 X 35
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Jomnb gmébn. 1993. gmbnhgdymn dds8nfin. 27 x 21
Torso of Woman. 1993. Toned plaster. 27 x 21



Jomnb gmbn. 1993. gmbnfgdymn nsds8nfn. 27 x 21
Torso of Woman. 1993. Toned plaster. 27 x 21
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32354oynl @mbn. 1993. gmbnhgdymn cddsB8nfin. 21 x 21
Torso of Man. 1993. Toned plaster. 21 x 21



32354oynl gmbn. 1993. gmbnhgdymn dds8nfin. 21 x 21
Torso of Man. 1993. Toned plaster. 21 x 21
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gmfdqgdn. 1993. gmbnfgdymn msds3nfn. 27 x 20
Shapes. 1993. Toned plaster. 27 x 20



gmfdqgdn. 1993. gmbnfgdymn msds3nfn. 27 x 20
Shapes. 1993. Toned plaster. 27 x 20
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ybabn. 1997. dAnbxom. 55 x 58
Horse. 1997. Bronze. 55 x 58



ybabn. 1997. dAnbxom. 55 x 58
Horse. 1997. Bronze. 55 x 58
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gm3gdn. 1997. gmbnfgdymn nsds8nfn. 24 x 17
Shapes. 1997. Toned plaster. 24 x 17
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104

dgbngomyfn ggmAmBqdn. 1990. 3nyom, bgon. 42 x 50
Musical Shapes. 1990. Oil on cardboard. 42 x 50



3abngomyfn ggmmBgdn. 1990. 3ysm, bgon. 36 x 43
Musical Shapes. 1990. Oil on cardboard. 36 x 43

105



106

gbngomyfn gmM3gdn. 1990. 3gysm, bgon. 49 x 42
Musical Shapes. 1990. Oil on cardboard. 49 x 42



396pafgpgn. 1990. 3xysm, bgon. 43 x 29
Penderecki. 1990. Oil on cardboard. 43 x 29

107



108

bgg8n. 1990. 8nysm, bgon. 39 x 35
In the Ravine. 1990. Oil on cardboard. 39 x 35



33bngomafn ggmAmBgdn. 1990. 3nyom, bgon. 42 x 36
Musical Shapes. 1990. QOil on cardboard. 42 x 36

109
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33bngomafn ggmAmB8qdn. 1990. 33ysm, bgmn. 42 x 50
Musical Shapes. 1990. Oil on cardboard. 42 x 50



3bngomyn gmMdgdn. 1990. 3gysm, bgon. 46 x 32
Musical Shapes. 1990. Oil on cardboard. 46 x 32
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3gbngomafn ggmABqdn. 1990. 3nyom, bgon. 42 x 36
Musical Shapes. 1990. Oil on cardboard. 42 x 36

112



3gbngomyfn ggmAmBqdn. 1990. 3nyom, bgon. 42 x 50
Musical Shapes. 1990. Oil on cardboard. 42 x 50

113



114

qbngomyfn gmM3gdn. 1990. 3yom, bgon. 41 x 31
Musical Shapes. 1990. Oil on cardboard. 41 x 31



33bngomyfn gmmBgdn. 1990. 3gysm, Bgon. 44 x 39
Musical Shapes. 1990. Oil on cardboard. 44 x 39

115



116

dgbngomyfn ggmMBgdn. 1990. 3nyom, bgon. 42 x 42
Musical Shapes. 1990. Oil on cardboard. 42 x 42



dgbngomyfn gmA3gdn. 1990. 3yom, bgon. 41 x 47
Musical Shapes. 1990. Oil on cardboard. 41 x 47

17



118

gbngomafn gmM3ndn. 1990. 3yyom, bgon. 39 x 43
Musical Shapes. 1990. Oil on cardboard. 39 x 43



gbngomafn gmMAgdn. 1990. 3yom, bgon. 43 x 42
Musical Shapes. 1990. Oil on cardboard. 43 x 42



Musical Shapes. 1990. Oil on cardboard. 42 x 48

gbngomafn gmMBqdn. 1990. 3yom, bgon. 42 x 48

120



Musical Shapes. 1990. Oil on cardboard. 49 x 42

gbngomyfn gmM3gdn. 1990. 3gysm, bgon. 49 x 42
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3abngomyfn gmAmBqdn. 1990. 3ysm, bgon. 52 x 42
Musical Shapes. 1990. Oil on cardboard. 52 x 42
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3qbngomyfn mA3gdn. 1990. 3yom, bgon. 51 x 42
Musical Shapes. 1990. Oil on cardboard. 51 x 42

123



3gbngomyfn ggmAmBqdn. 1991. 3xyom, bgon. 50 x 42
Musical Shapes. 1991. Oil on cardboard. 50 x 42
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gbngomafn gmMBqdn. 1991. 3xyom, bgon. 42 x 46

Musical Shapes. 1991. Oil on cardboard. 42 x 46
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3abngomafn gmAmBqdn. 1991. 3yom, bgon. 47 x 33
Musical Shapes. 1991. Oil on cardboard. 47 x 33
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3abngomafn @gmm8qdn. 1991. 3nyom, bgon. 39 x 34
Musical Shapes. 1991. Oil on cardboard. 39 x 34

127
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gbngomyfn gmMBqdn. 1991. 3yom, bgon. 48 x 42
Musical shapes. 1991. Oil on cardboard. 48 x 42
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bngomyfn gmMmAgdn. 1991. 3ysm, bgon. 50 x 40
Musical Shapes. 1991. Oil on cardboard. 50 x 40
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dgbngomyfn ggmmBgdn. 1991. 3ysom, bgon. 39 x 29
Musical Shapes. 1991. Oil on cardboard. 39 x 29



37bngomyfn gmmdgdn. 1991. 3xyom, bgon. 38 x 28
Musical Shapes. 1991. QOil on cardboard. 38 x 28

131
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bggdn. 1991. 33yom, bgon. 38 x 34
Trees. 1991. QOil on cardboard. 38 x 34



bggdn. 1991. 33ysm, bgon. 41 x 38
Trees. 1991. Qil on cardboard. 41 x 38
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Musical Shapes. 1991. Oil on cardboard. 35 x 30

3gbngomyfn ggm8qdn. 1991. 3xyom, bgon. 35 x 30
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gmfds. 1991. 3gysm, Bgon. 47 x 35
Shape. 1991. Qil on cardboard. 47 x 35
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33bngomafn gmmBgdn. 1991. 3gyom, bgon. 40 x 34
Musical Shapes. 1991. Oil on cardboard. 40 x 34



dnoimmmanyhn ohlgds. 1992, 3gysm, bgon. 43 x 50
Mythological Creature. 1992. QOil on cardboard. 43 x 50
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Musical Shapes. 1992. Oil on cardboard. 40 x 52

abngomafn gmAmBqdn. 1992. 3nyom, bgon. 40 x 52
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gbngomyfn gmMBqdn. 1992. 3xyom, bgon. 46 x 42
Musical Shapes. 1992. Oil on cardboard. 46 x 42
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3gbngomyfn ggmAmBqdn. 1992. 3xyom, bgon. 43 x 36
Musical Shapes. 1992. Oil on cardboard. 43 x 36
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33bngomyfn ggmABgdn. 1992. 3xyom, bgon. 42 x 45
Musical Shapes. 1992. Oil on cardboard. 42 x 45
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33bngomyfn ggmABgdn. 1992. 3xyom, bgon. 42 x 45
Musical Shapes. 1992. Oil on cardboard. 42 x 45
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33bngomyfn ggmmBgdn. 1992. 3gysm, bgon. 46 x 36
Musical Shapes. 1992. Oil on cardboard. 46 x 36
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3abngomafn gmAmBqdn. 1992. 3nyom, bgon. 42 x 47
Musical Shapes. 1992. Oil on cardboard. 42 x 47
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3abngomyfn gmmBqdn. 1992. ysom, bgon. 37 x 47
Musical Shapes. 1992. Oil on cardboard. 37 x 47
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3abngomyfn ggmmBgdn. 1992. 3ysm, bgon. 45 x 36
Musical Shapes. 1992. Oil on cardboard. 45 x 36
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3abngomyfn gmmBgdn. 1993. gysm, bgon. 47 x 42
Musical Shapes. 1993. Oil on cardboard. 47 x 42

147



dnoimmmanyén 3hbgds. 1993. 3gysm, bgon. 47 x 36
Mythological Creature. 1993. Oil on cardboard. 47 x 36
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3qbngomyfn mA3gdn. 1993. 3yom, bgon. 51 x 42
Musical Shapes. 1993. Oil on cardboard. 51 x 42
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gbngomyfn gmMBqdn. 1993. 3xyom, bgon. 48 x 42
Musical Shapes. 1993. Oil on cardboard. 48 x 42



dgbngomyfn ggmAmBqdn. 1993. 3yom, bgon. 50 x 42

Musical Shapes. 1993. Oil on cardboard. 50 x 42
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dgbngomyfn ggmMBqdn. 1993. 3xyom, bgon. 37 x 48
Musical Shapes. 1993. Oil on cardboard. 37 x 48



3qbngomyfn mA3gdn. 1993. 3yom, bgon. 51 x 42
Musical Shapes. 1993. Oil on cardboard. 51 x 42
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dgbngomyfn ggmAmBqdn. 1993. 3yom, bgon. 42 x 50
Musical Shapes. 1993. Oil on cardboard. 42 x 50



gbngomyfn gmM3ndn. 1993. 3yom, bgon. 50 x 40
Musical Shapes. 1993. Oil on cardboard. 50 x 40
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3abngomyfn gmmBgdn. 1993. gysm, bgon. 47 x 42
Musical Shapes. 1993. Oil on cardboard. 47 x 42



bngomyfn gmAA3gdn. 1993. 3ysm, bgon. 46 x 43
Musical Shapes. 1993. Oil on cardboard. 46 x 43

157



158

3qbngomyfn mAM8gdn. 1993. 3yom, bgon. 51 x 42
Musical Shapes. 1993. Oil on cardboard. 51 x 42
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3abngomyfn gmmBgdn. 1993. gysm, bgon. 47 x 42
Musical Shapes. 1993. Oil on cardboard. 47 x 42
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gbngomafn gmMAgdn. 1993. 3yom, bgon. 42 x 43

Musical Shapes. 1993. Oil on cardboard. 42 x 43
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1979. dfnbxom. ymMn
48
Memorial of Victory
1979. Bronze. Gori

©JEs96s
1983. dAnbxom. mdnmnbn
50
Monument of ABC Book
1983. Bronze. Thbilisi

399bn s dmydg
1985. dfnbxom. mdnmnbn
52
Tiger and Brave Young Man
1985. Bronze. Thilisi



nmns gaggagadg
1987. dfnbxsom. d50178n

54
llia Chavchavadze
1987. Bronze. Batumi
EagMMdgngmn Job@sggds. 1991
dfnbxsm. babgydhqm ,8gMhogmb
898gbn 3smasbin® mdnmnbn

56

Decorative Sculpture. 1991
Bronze. Sheraton Metechi Palace Hotel
Thilisi

Jobragmnl pgEs
1995. gmmosn. mdnmnbn
58
Mother of Georgians
1995. Steel. Thilisi

E33n0 d>Md>876909mn
1995. dAnbxom. Jyomonbin
60
David the Builder
1995. Bronze. Qutaisi

99099 2653ndy
1996. dfMnbxom. odnmnbn
62
Memed Abashidze
1996. Bronze. Thilisi

3m&6g E3Ensbn
1996. dfMnbxom. gman
64
Tsotne Dadiani
1996. Bronze. Poti

qafbagatn
1997. dfnbxom. mdnmnbn

King Parnavaz
1997. Bronze. Thilisi

©sgfinmn 3fbngn. dmpgmn
1968. gmbnfgdymn m3658nkn

117 x 139

Wounded Eagle. Model
1968. Toned plaster
117 x 139

npnmMNS
1965. gmbnfMgdymn c5d58nfn
95 x 100

Idyll
1965. Toned plaster
95 x 100

3dmsJsnmb gsdndg
1986. gmbnMgdymn 15d38nfn
65 x 28

Galaktion Tabidze
1986. Toned plaster
65 x 28

63n6@> 6nbm. 1986
nod5dnfn. 96 X 25

St. Nino. 1986
Plaster. 96 X 25

mm3n
1988. gmbnfgdymn mads8nfn
17 x 31

Lion
1988. Toned plaster
17 x 31

66

68

69

70

72

73

163
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i

2
F
23
b
12

Jomnb gmbn
1990. gmbnfgdymn msd38nfn
32 x 14
74
Torso of Woman
1990. Toned plaster
32x14

gmmdgdn. 1990
®mbnfMgdymn ;sd58nkn
16 x 22
76
Shapes. 1990
Toned plaster. 16 x 22

ammagdn. 1990
®mMbnAgdymn ;13d58nfn
18 x 10
78
Shapes. 1990
Toned plaster. 18 x 10

qmfMdgdn. 1992
®mMbnAMgdymn 13d58nfin
18 x 25
80
Shapes. 1992
Toned plaster. 18 x 25

qmfMdgdn. 1992
®mMbnAMgdymn 15d58nfin
41 x 25
82
Shapes. 1992
Toned plaster. 41 x 25

gmMdgdn. 1992
®mMbnAMgdymn 01358nfin
18 x 21
84
Shapes. 1992
Toned plaster. 18 x 21

gmfmdgdn. 1992
®mbnAgdymn 15353nfn
27 x 19

Shapes. 1992
Toned plaster. 27 x 19

gmmdgdn. 1992
®mbnfMgdymn 0sd58nkn
16 x 27

Shapes. 1992
Toned plaster. 16 x 27

Jomnb gnags. 1992
®mMbnfMgdymn ;sd58nfn
27 x 26

Figure of Woman. 1992
Toned plaster. 27 x 26

Jomnb gmébn. 1992
®mMmbnAMgdymn 15333nfn
31 x 11

Torso of Woman. 1992
Toned plaster. 31 x 11

Gngmmmb dsMsmoBgnmn. 1993
dfnbxom. 1.21 X 35

Nickoloz Baratashvili. 1993
Bronze. 1.21 X 35

Jomnb gmébn. 1993
®&mMmbnAMgdymn 15338nfn
27 x 21

Torso of Woman. 1993
Toned plaster. 27 x 21

86

88

90

92

93

94



85953o3nb @mbn. 1993
®mMbnAMgdymn nsd53nfn
21 x 21

96
Torso of Man. 1993
Toned plaster. 21 x 21

@mdgdn. 1993
®mMbnAMgdymn 15338nfn
27 x 20
98

Shapes. 1993
Toned plaster. 27 x 20

3IAR6IARA

PAINTING

33bngomyfn gmM3gdn. 1990
33yom, Bgon. 42 x 50
104

Musical Shapes. 1990
Oil on cardboard. 42 x 50

ybngomyfn ggmm3gdn. 1990
d3ysm, bgon. 36 x 43
105

Musical Shapes. 1990
Qil on cardboard. 36 x 43

d3bngomymn gmMdgdn. 1990
d3yom, bgmn. 49 x 42
106
Musical Shapes. 1990
Oil on cardboard. 49 x 42

Bbgbn. 1997
dfnbxsom. 55 x 58
100

Horse. 1997
Bronze. 55 x 58

qmm3gdn. 1997
®mMbnAgdymn ;15838nfn
24 x 17
102
Shapes. 1997
Toned plaster. 24 x 17

376@gfgygn. 1990
87ysm, bgon. 43 x 29
107
Penderecki. 1990
Qil on cardboard. 43 x 29

bggdn. 1990
31yom, bgon. 39 x 35
108
In the Ravine. 1990
Oil on cardboard. 39 x 35

Fgbngomyfn ggmm3gdn. 1990
d3gyom, bgon. 42 x 36
109

Musical Shapes. 1990
Qil on cardboard. 42 x 36

165
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bngamyrn ggmma3gdn. 1990
37ysm, bgon. 42 x 50
110
Musical Shapes. 1990
Oil on cardboard. 42 x 29

gLngomyfn ggmmB8gdn. 1990
d3ysm, bgon. 46 x 32
111

Musical Shapes. 1990
Oil on cardboard. 46 x 32

d3bngosmyrn ggmm3gdn. 1990
dyysm, bgon. 42 x 36
112

Musical Shapes. 1990
Qil on cardboard. 42 x 36

d3bngsmyrn ggmm3gdn. 1990
dyysm, bgon. 42 x 50
113

Musical Shapes. 1990
Qil on cardboard. 42 x 50

33bngomafn ggmm3qdn. 1990
33ysm, bgon. 41 x 31
114

Musical Shapes. 1990
Oil on cardboard. 41 x 31

33Lngomymn gmAdgdn. 1990
37ysm, Bgon. 44 x 39
115

Musical Shapes. 1990
Oil on cardboard. 44 x 39

Fgbngomyfn ggmma3gdn. 1990
37ysm, bgon. 42 x 42

Musical Shapes. 1990
Oil on cardboard. 42 x 42

33bngamafn ggmAdgdn. 1990
37yom, bgon. 41 x 47

Musical Shapes. 1990
Qil on cardboard. 41 x 47

dpbngomyfn ggmk3dgdn. 1990
d7ysm, bgon. 39 x 43

Musical Shapes. 1990
Qil on cardboard. 39 x 43

d3bngamyfn ggmk3gdn. 1990
37ysm, bgon. 43 x 42

Musical Shapes. 1990
Oil on cardboard. 43 x 42

dpbngomyrn ggmkdgdn. 1990
d7ysm, bgon. 42 x 48

Musical Shapes. 1990
Qil on cardboard. 42 x 48

37bngomaMn gmMdgdn. 1990
33yom, bgon. 49 x 42

Musical Shapes. 1990
Oil on cardboard. 49 x 42

116

17

118

119

120

121



bngamyrn ggmmB8gdn. 1990

dgysm, bgon. 52 x 42

Musical Shapes. 1990
Qil on cardboard. 52 x 42

33bngomafn gmAm3gdn. 1990

83ysm, bgon. 51 x 42

Musical Shapes. 1990
Qil on cardboard. 51 x 42

d3bngomymn gmmadgdn. 1991
83ysm, Bgon. 50 x 42

Musical Shapes. 1991
Qil on cardboard. 50 x 42

d3bngomymn gmmadgdn. 1991
37ysm, bgon. 42 x 46

Musical Shapes. 1991
Oil on cardboard. 42 x 46

33bngomafn gmm3gdn. 1991
83yom, bgon. 47 x 33

Musical Shapes. 1991
Qil on cardboard. 47 x 33

d3bngomymn gmMdgdn. 1991
d3yom, bgon. 39 x 34

Musical Shapes. 1991
Oil on cardboard. 39 x 34

122

123

124

125

126

127

dybngomymn gmdgdn. 1991
33yom, bgon. 48 x 42

Musical Shapes. 1991
Oil on cardboard. 48 x 42

3bngomyMn gmMdgdn. 1991
83ysm, Bgon. 50 x 40

Musical Shapes. 1991
Qil on cardboard. 50 x 40

dybngomymn gmdgdn. 1991
37ysm, Bgon. 39 x 29

Musical Shapes. 1991
Oil on cardboard. 39 x 29

dpbngomymn gmdgdn. 1991
37ysm, bgon. 38 x 28

Musical Shapes. 1991
Oil on cardboard. 38 x 28

bggdn. 1991
83yom, bgmn. 38 x 34

Trees. 1991
Qil on cardboard. 38 x 34

bggdn. 1991
83yyom, bgon. 41 x 38

Trees. 1991
Qil on cardboard. 41 x 38

128

129

130

131

132

133

167
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33bngomafn gmm3gdn. 1991
83ysm, bgon. 35 x 30
134

Musical Shapes. 1991
Qil on cardboard. 35 x 30

gmmds. 1991
33yom, bgon. 47 x 35
135

Shape. 1991
Qil on cardboard. 47 x 35

33bngomafn ggmm3gdn. 1991
33ysom, bgon. 40 x 34
136

Musical Shapes. 1991
Oil on cardboard. 40 x 34

dnammmanyfn dhbgds. 1992
33ysm, bgon. 43 x 50
137
Mythological Creature. 1992
Qil on cardboard. 43 x 50

bngomyfn gmmdgdn. 1992
33ysm, bgmn. 40 x 52
138

Musical Shapes. 1992
Oil on cardboard. 40 x 52

d3bngomyn gmmadgdn. 1992
87ysm, bgon. 46 x 42
139

Musical Shapes. 1992
Qil on cardboard. 46 x 42

gbngomafn gmM3qgdn. 1992
83ysom, bgon. 43 x 36
140
Musical Shapes. 1992
Qil on cardboard. 43 x 36

bngomyfn gmhadgdn. 1992
d7ysm, bgon. 42 x 45
141
Musical Shapes. 1992
Oil on cardboard. 42 x 45

gbngomymn gmma8gdn. 1992
37ysm, bgon. 42 x 45
142
Musical Shapes. 1992
Oil on cardboard. 42 x 45

dgLngomymn gmdgdn. 1992
33ysm, bgon. 46 x 36
143
Musical Shapes. 1992
Oil on cardboard. 46 x 36

Fgbngomymn gmm8gdn. 1992
33yom, bgon. 42 x 47
144

Musical Shapes. 1992
Oil on cardboard. 42 x 47

ybngomyfn ggmma8gdn. 1992
37ysm, bqon. 37 x 47
145

Musical Shapes. 1992
Oil on cardboard. 37 x 47



d3bngsmyn gmAadgdn. 1992
d7ysm, bgon. 45 x 36
146

Musical Shapes. 1992
Qil on cardboard. 45 x 36

37bngomafn gmm3gdn. 1992
87ysom, bgon. 47 x 42
147

Musical Shapes. 1992
Qil on cardboard. 47 x 42

dnommmanygin 3hbgds. 1992
83yom, bgon. 47 x 36
148
Mythological Creature. 1992
Qil on cardboard. 47 x 36

83bngomyfn gmmB8gdn. 1993
83yom, bgon. 51 x 42
149

Musical Shapes. 1993
Qil on cardboard. 51 x 42

37bngomyfn gmMdgdn. 1993
33yom, bgon. 48 x 42
150
Musical Shapes. 1993
Oil on cardboard. 48 x 42

33bngomafn ggmAm3gdn. 1992
83ysm, bgon. 50 x 42

151
Musical Shapes. 1992

Qil on cardboard. 50 x 42

dbngsmyrn gmadgdn. 1993
d7ysm, bgon. 37 x 48

Musical Shapes. 1993
Oil on cardboard. 37 x 48

33bngomafn gmAM3gdn. 1993
87yom, bgon. 51 x 42

Musical Shapes. 1993
Qil on cardboard. 51 x 42

33bngomyfn ;mM3gdn. 1993
87ysm, bgon. 42 x 50

Musical Shapes. 1993
Oil on cardboard. 42 x 50

33bngomyfn mM3gdn. 1993
dgysm, bgon. 50 x 40

Musical Shapes. 1993
Oil on cardboard. 50 x 40

gbngomyfn gmM8gdn. 1993
8yyom, bgon. 47 x 42

Musical Shapes. 1993
Oil on cardboard. 47 x 42

dpbngosmyfn gmAadgdn. 1993
d7yom, bgon. 46 x 43

Musical Shapes. 1993
Oil on cardboard. 46 x 43

152

153

154

155

156

157

169
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gbngomyn ggmmagdn. 1993
d7ysm, bgon. 51 x 42

Musical Shapes. 1993
Qil on cardboard. 51 x 42

37bngomafn ggmm3gdn. 1993
8nysom, bgon. 47 x 42

Musical Shapes. 1993
Qil on cardboard. 47 x 42

158

159

33bngomyfn ggmm3gdn. 1993
87yom, bgon. 42 x 43

Musical Shapes. 1993
Qil on cardboard. 42 x 43

160
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