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399mxqbs ,My3MgLns s 0930LYGBseMn 67ds“ Lodgmas Labhgdalb dngm Byenm-
3960L 01930LYg3semn 6500L F9BMYE30L 399o60B37dLs s N3 Fdmdgegdno fo-
6500393M0sBg IMmzgzncmnbmmdlb, Mmdgmnig Mg3MaLngddg 3ebybsw yosmndcog-
dmo.

Lodgmos gmhymym 3mmahngsdn Byemm3zbgds ngmemanyma 3mbhmmenb
nbLHMY396hoe gobabngmgdmes. Esagbnemn RsMAmgdnEsb 6jdnLdngM gows-
63935L Logmobge s30LYdEBY6. 53 3MbhgJLhdn, Mv3nLygzsemn FgdmJdgwydnon
2Rg3960 oMo Abmemeo gboghn M, sMedg §oIngyM s Smemndnlym sghb Hom-
9mosggbeos.

99L3MB0E30S 39MNSBHBOL domgMmsgnymn nbthmMngdnb, stgdnzabs s IBsh3MYN
960L 565cM0BL, Mcs FomdmoRnbmb Mg3MgLnab g3MmMIgdn, MMBgmbss Lodgmas
LNLHg3s FnBsMov3E. 9, 3LY39, 330R396ML ByenMzsbos NbnznsMYMA, hfssz-
390 godm3znmads.

23 3Mm(39LNL gMo-gMmo LnddmyM BngyMae Fomdmeggbnmns 3g6Mng 3Mnby3-
L30 (1869-1938) - 3membyman HomIMImdnb, bagemamzgemman Imm3sfg byemmaabo,
Mm3gmn(3 Ladgmos Mg3Mgbngdlb g3aL3gM3me. godmagbs byemm3zs6nb 3bmamg-
d0bs o 399mJ3g©500b abhymMmayem 3mbhgJLHL HoMmBmazznggbL s, ndszMmmy-
o, dogona3emgdnb 359960B3500L 30BDsmyM s M 3dgbhym 3h3nEgdmy-
0053339300600

Lodgmos Mgd3Mgboyemn emmagngnb gMmor-gMon y3gmedg 0135emboRNBm LL3NB6y
20bhMaghymn byemmzbgds nym. Mmgmm(3 Byemmsbgdnb smomgdmgdgbhoiEnymn
©3 3fMsboMmahnymn gmMmIs, sdLHMSg(30s Mgz0dnbscznlb ngmemmagaymac dny-
9090 oym, M3geb nb yomb 33dmds bmnsmnbdhyMmn MgoeNnBInlb 3menncyn-
J9fM-0gmemmgnym Loysghdg. 93 BB, sdLHMsghyemn byenmsbgds ,3mm3ds-

mabhyym®, ,06dnbmEgnsemnbhym® o6 ,,85wsbegmagmg” 3Moghngs (3BowEgdmes,
6591393M1900b s3hmMgdn 30 Labhgdymn ByfHmenb, (39699MNbLs s 3Mmazgboymn

35Mgnbamnds(300L MdNghgds nd(39mMbb. 53nb n1bys39wm, 3N Jo3odadn-
36 (1889-1952) cmgnems 8gemnsd oy (0. 1953), bagemanggenmBn sdLhMsg(3nmbn®3nb




ddgmogmn s IMszom3Mnsbn hMmonzns Rsdmysmnds. cncmgymo s3¢hmMnb
J590:b39393n, Mg3Mmgboyemn 3Msddngs LB3oEsLB3S ,Ladgdmos 3sBYLL® y39380Mm-
©g00.

399mx9bs Ibmemeo nbhmMoymn s6scnnBnor s Jgdmagzsmagmgds. ab Esdm3ze-
m0gfMgdgmb Lsdgdmos nEgmmmmanyma sL3gdhgdalb 3Madhninem gossdMydsL
LE33¥MOL MBsTgEMM3y Jommzgmn byemm3zs6900L - MY396 gmmmadznenab
(1953), 3153 §0dB5830mb (1960) oo IgMsd 3m3semgndznmnb (1967) 398mgdgogdn-
010 3Moghnggdnon.

7396 gmmmBznmnb Jofmorzgem smnbhmymohors bomxsbm oMgn3900g oggyd-
6507m0 3mhmghgdnb Lgmns, $69JLnNLs s gobsdgmagdal 3mbdggLEH3n, 3gbLo-
9M900b,00096hHMONLs s gormMbb dMsbLEMMBs30L 0330mMg3L.

319Ms3 §ndsb3d300mnb LgMns Lodgmams 30bm 3ens3sdnb 56sb — nMMBNNLYS s Nz30m-
M9a3cm99JLanb gdnor - abhmMmoymn M 3dgbhnsb 3Mnhniymn ©s330M3900L
mdnggho© gomMesgdbab.

39Msd 3m3semgndznmnb bgMns — 305 YMsTBNs”, nhgMmabymMymn bamohnzg-
d0b dBohzMymn oasdMgdno, meznbygemn 6jdnbs s (nbssmdygmonl
doManym 019390L ymMIszgd..

©mgL, M93MaLngdnb o3 3mengdhoyma HMezdnb BmbDg, Mmgmm gogznsdmydo
0930bygsm JdmJdgegdno 690sL? Ladgmos EgbhMYJEeYmn godm3Enmgds
mdgmnE  omagdoemns A396L IgbbngMmgdsls s jmmagdhnym (36mdngMmgdsda,
330096500 gobs3nmMmogol m356gm 3MBALL? sMab 0y sfs Byenmazbgds nb
0bbhMmYdgbhn, MMIgmniz 93 3MNBaLL nbhmMoymo 3nB9B-IggamdmMomanb
FModn 53bgembL?

399ma3960 LYMMg 53 s LB35 3LE3L 30016390 BaJMAbLs s 3sbYBYdNL dngdnbynb
33000dggdL.

3gLogsemn hgdLhnLs s dBmagsn
3mb39x13(300b s3hmMa:
99MNJ3 3IM3IM™HB3NTN

JuModmmgodn:
0130 3M3I9dI-33BIL()
3MeLOJY6ON6I SMLNIIVII

39MNV3 3IM3INV33NZN
306MN3 3MN6I3LA3N 3Mag303mn 65333g3Mgdn
HENRYK HRYNIEWSKY Graphic Works
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& Free Will

The exhibition Repression and Free Will examines the mechanisms through which the
Soviet system restricted the artist's autonomy, as well as the forms of creative
resistance thatemerged inresponse to repression.

Within Soviet cultural policy, art was conceived as an instrument of ideological control.
Any deviation from prescribed frameworks was perceived as a threat. In this context,
free creative choice was understood not merely as an aesthetic position, but as an
ethical and political act.

The exhibition brings into dialogue biographical narratives, archival materials, and
analyses of artistic language in order to reveal the forms of repression employed by
the Soviet system, while also foregrounding the artists' own deeply personal and
traumatic experiences.

One of the symbolic figures in this process is Henrik Hryniewski (1869-1938), an artist
of Polish descent active in Georgia who became a victim of Soviet repression. The
exhibition presents the historical context of his life and work and, at the same time,
serves asvisual and documentary evidence of the mechanisms of power.

One of the most visible targets of Soviet repressive logic was abstract art. As a non-
representational and non-narrative form, abstraction was ideologically unacceptable
to the regime, as it rejected the political and ideological narrative of Socialist Realism.
For this reason, abstract art was declared “formalist,” “anti-socialist,” or “pro-
Western,” and its authors became subjects of systemic pressure, censorship, and
professional marginalization. Despite this, from David Kakabadze (1889-1952) to
Leila Shelia (b. 1953), a solid and multilayered tradition of abstraction developed in
Georgia. Each casereveals adistinct mechanism of Soviet repression.

The exhibition is not limited to historical analysis. It offers a critical reconsideration of
Soviet ideology through the creative practices of Georgian artists - Levan Chogoshvili
(1953), Guram Tsibakhashvili (1960), and Merab Kopaleishvili (1967).

Repression

306MN3 3mMN6I3L3N 3fognggmn 658y393Mgdn
HENRYK HRYNIEWSKY Graphic Works

In this context, Levan Chogoshvili's series of portraits, based on the family archives of
Georgian aristocrats, explores the transformation of memory, identity, and ethos in
the context of annexation and Sovietization.

Guram Tsibakhashvili's series - through irony and self-reflection - transforms the
language of the Soviet cinema poster from a historical document into an object of
critical observation.

Merab Kopaleishvili's artistic series drawing on literary narrative, explores the
enduringthemes of free willand resistance.

Against the backdrop of this collective trauma of repression, how might we
understand free creative will today? To what extent does the destructive experience of
the Soviet past, sedimented in our memory and collective consciousness, shape the
crises of the present? And can art become the instrument through which this crisis is
revealed within abroader historical chain of cause and effect?

The exhibition invites reflection on these and related questions, prompting viewers to
reconsiderthe conditions of artistic freedom across time.

Author of the introductory text and general concept: MARIAM SHERGELASHVILI
Curators: Tea Goguadze-Apfel, Konstantine Bolkvadze, Mariam Shergelashvili
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JoLOMITBNY LY ,,LYOOFMOIY 39BILIdN

399mxy96sdg HoMmdmeggbnemns sdLHM(30mMbLH
dbohzomms 653ndg3Magdn, MMIBmgdds3 Moimn
3bm3Madnbgymo s 893mJdgegdncmn gds gobs-
g,

399mgdggdn0cn dngdgonb godm, badgmos Lnbehg-
3530 nbnbn MY3MyLngdnLs s Bomgnbsemnds(3nnb
dLbzgM3emn gobobyb.

Lyegg3ns sMsbmYns, dogMsd nb boomo Hom-
9mosRgbl 3n3nbsmgmodnlb Loj396dm g3ngnMadLs
©s ds01 dngm Jomoryen Lsbznm byenm3zb9d538n Jg-
(o6ogn fzemognb.

23 AbohzMgdnb 3bmazmgdsb dgdmgdgegdnon
»3MM3Mos3* dgndmgds 3nfimeomon.

20LHMsghymo bgmmszbgds sbhnbaodgmos gob§-
ymogdnb godmboch3znb gmorgzsmn nomsmn nym. Lood-
gmos ngmemmgns dsom “9gsbogzmgoggdse” ©s
“sbynbodgmos gengdgbhgds” Imabbybngdms o
“d9M3z11sB0mnl”, “gmmdsmnbhymal’”, “sbodmm-
B0LHYENLY” s “sbhnbmznsmnLhyMab” nomenn-
ygob o39Madcos.

Lodgmans (39691Ms Ldogsmnomeo bxngs Lobgena-
fogm agmmmannesb ymzgmagzsm gowsgom-
3. Myz1030b ,30B7LYd0" nMMBOYN, 3dLYMEYMN
©s BdnMms hmsgninmni oym. 3s35cnn0sw, Lood-
gmos y3Mmahngmbydds Jomorygemn sdbhmagznnb 3o-
mbyMb, 13000 353005d7L, “ggmMmBoemnbyn” yhm-
©3L. 3nbo LhngdohnBgds EsbsmMAgbn sdLHMs3n-
mbnbhgdnbsmzalb gmogzsmn dsgommnon ybeos
ymanmoym. 3 039msd byemmasbl bygMmomByemn
3MmMd390039nJab..

Logymshmmm bgemgdios Lobhgdnb ,Losdbxy-
om 33B1Lgdnb” nbhmMmngdoms s w30 Absh3-
900l 30 hgdnc smnb godysmgdymn, Lansbs(3
Boogmao RSBL 3dLHM(30MBNLEH BsdzMoE ymaos-
60L3dndg thznMmonn.

0133M 33VIMNJI
xgfMos (3033030,

d9yom, Bgfgyemo hggbngs
97 19,5 13; 1968

Temo Japaridze, Flicker of Colors, Mixed media on cardboard, 97x19.5 cm, 1968

399mxq6s Jmmbmmmagnymaoe dnbogaLb Jom-
010 5dLhMSg(300L gobznmsmgdab BsBL - vco-
Mgymn ImgMmbnB3nsb, Lagsmorzgemmb o-
My 3ngdmMmMds3c07 (1920-2000-0560 fomgdn).

Jofmorgema Lsbznon Byem3bgdnb abhmMmnsdn
2dLHMag(300L mMn Homems dgndmgds gedma-

ymon.

30M3qmn s 1950-60-056gmos cromdsdn
3963nmoMms, MmgmmE 3mbHLhHsmnbyma
B9emmM36900b dndsmor SMmpgLhn. 93 c1vmMdNL
2dLMagdnemn bynennbs oy bymemab Homdm-
350396mgdL 307 31013690036: seMgJLsboMmy
d56dgmadg, xndbmb bybrosdy, 01gdm xoggemndy
©3 3yMsd (Boghs) Jyovomgmads.

dgmmg homes 1980-90-ns6gmons comodsdn
399mn33909. 90960 sMNSb: gns gdg3gMady, negmo-
3m Boyhodznmn, nMozmmn goMmxnsba, omy s

moboMgndznemn, gmgnems dgemny, s300m 35LbN,
9300m 3mbnsdznemn o bB3gon.

Loyymomgdms, Mm3 sdbhMadhymn Lyo-
0o 33903 Bgmmasbors mMmngzg comds-
30 033309690000 IMbos. Jomoymn bgenmz-
6905 obogmyMm hgbwyb(3090L MmMTBn Rs-
dmMmAgdmes. LodomozgemmBn ©sd33nMY-
dymn hfMmgbeon, Mmgmm(3 §abn, esbozmycdn
0339 3md3zgmydymn nym.

230b 3nybgszs, mMngzg homemnb dbschs-
Mgd0 3000mMdEL96, Jomoryymn ggMmfgms
LmEMysMNB3nb LhneyMm-596Mymn gMmor-
339MmM36500Lsgsb gogmoznbyamgdnbsocr s
Lodgmams ngmemagnno §omdmgdboema bo-
300y dgg3Lbmon.

399mx3960nb sbsgyMmohymma:
3MeLOJV6ON6I dSMINIIVJI

Temo Japaridze, Flicker of Colors, Mixed media on cardboard, 96.5x22 cm, 1968

0103M 53BVIMNJI
}9Mos (303(3030,

39yom, Jgfgyemo hggboge
965 x 22 1,3; 1968



©33001 303989dI DAVID KAKABADZE €©33001 303989dI DAVID KAKABADZE
LagsMmoggmmb LM EMMBnb gbznBn Sketch for the Flag of the Georgian SSR, 33bhMmsgzns Abstraction,

Jomoeneen gyodn Gouache on paper Jomaencen dgMgyemn 3gns Mixed media on paper
20%32 1L3: 1930 20x34 cm, 1830 35 x 26 1L3; 1921 35 x 26 cm, 1921




303LME bIELIJI JIBSON KHUNDADZE 9396380 bJBIMIBINEN USHANGI KHUMARASHVILI
gbsersyfe Untitled Untitled

gofgngsfn, Bgon Qil on fiberboard, Goenem, Sgon, Oil on fiberboard,

87 x 90 LY; 1962 87x90 cm, 1962 200 x 200 L3; 2009 200 x20 0 cm, 2009

gbomsymm



9301M 33LbN

LoyzofMmymo sdmsgMmes ngdno,
hoemm Bg,n

38 x 60 LE; 1989

AVTO MESKHI

Love Ended with Violets,
Qil on canvas,

38x60 cm, 1989

9301M 33LbN
Lengob 3mfcyn

hoomm Bgon
60 x 40 LY; 1988

AVTO MESKHI
Sochi Port,

Qil on canvas,
60x40 cm, 1988



Abstraction &
Soviet Punitive
Practices

The exhibition presents works by abstract artists who underwent difficult personal
and creative journeys. As a result of their artistic explorations, they became victims of
repression and marginalization within the Soviet system.

The selection is not exhaustive; however, it clearly highlights the key figures of the
movement and their contribution to Georgian fine art.

Thelives of these artists may well be described as a creative “Golgotha.”

Abstract art functioned as a form of expressing anti-Soviet sentiment. Sovietideology
labeled them “pro-Western” and “anti-Soviet elements,” attaching to them the
stigmas of “bourgeois,” “formalist,” “anachronistic,” and “anti-socialist.”

Soviet censorship punished exemplary any deviation from state ideology. The regime's
punitive practices were ironic, absurd, and often tragic. For example, Soviet critics
referred to David Kakabadze, a pioneer of Georgian abstraction, as a “formalist.” His
stigmatization was intended to serve as a warning to other abstractionists. This label
created serious difficulties for the artist.

The curatorial selection is reinforced by documented histories of the system's punitive
practices and by quotations from the artists themselves, which clearly reveal the
heavy burden of being an abstract artist.

The exhibition follows, chronologically, the development of Georgian abstraction -
from early modernism to Georgia's independence (1920s-2000s).

Inthe history of Georgian fine art, two waves of abstraction can be identified.

The firstwave emerged among the generation ofthe 1950s-60s as a protest against post-
Stalinist art. Representatives of this abstract style or school include Aleksandre
Bandzeladze, Jibson Khundadze, Temo Japaridze, and Guram (Khita) Kutateladze.

TEMO JAPARIDZDE
Flicker of Colours

Mixed media on cardboard
97.5x33 cm, 1968

0133M $0BIMNJI
}9gfos (3093080,

d9ysm, Iggymo hgbogs
975 x 33 18; 1968

The second wave took shape among the
generation of the 1980s-90s. These artists
include Gia Edzgveradze, lliko Zautashvili,
Irakli Parjiani, Luka Lasareishvili, Leila Shelia,
Avto Meskhi, Avto Mosiashvili,and others.

It is noteworthy that the introduction of
abstract style in both generations occurred
belatedly. Georgian art lagged behind
Western tendencies. Trends established in
Georgia were, as a rule, already outdated in
the West.

Despite this, artists of both waves sought to
liberate Georgian painting from Soviet
stylistic and genre uniformity and to fill the
void produced by Sovietideology.

Konstantine Bolkvadze
Co-curator of the exhibition:



OTAR CHKHARTISHVILI
Untitled

Oil on canvas

70x 120 cm, 1972

M0 RbdMON33NTN
yLocsymm.

Hoemm, Bgoo,

70 x 120 LB; 1972

SERGO CHAKHOIANTS
Untitled

Oil on canvas

95 x B85 cm, 1999

LIM3M RYLMNIGBN
PLscnyMm

Homm, Bgon,

95 x 65L,8; 1999



DAVID KAKABADZE
Composition,

Oil on canvas

60 x 75 cm, 1926

©33001 303089dI
3M33mBazns

Hoenm, Bgon

60 x 75 1Ld; 1926




IIILOBXLMI 336dINVJI ALEXANPER BANDZELADZE
3m33mBozns Composition,

Homm, Bgon QOil on canvas
195 x 288 LB; 1989 195 x 288 cm, 1989



INIILIBLMI 396dIVdI ALEXANDER BANDZELADZE
fMm3 g6 Mmemo Rock and Roll

Homm, Bgon QOil on canvas
190 x 292 1,8; 1989 190 x 292 cm, 1989



AVTO MOSIASHVILI 9301M 3MLNYI3INZN SERGO CHAKHOIANTS LIM3M RYbMNS6BN
Untitled Lscoymm Untitled bsosyMmm

Oil on canvas hoenm, Bgonn, Oil on canvas Ghogam, Bon,

70 x70 cm 70 %70 LB 70 x 80 cm 70 % 66 L3



REPRESSION AND
FREE WILL

Levan Chogoshvili
Guram Tsibakhashvili
Merab Kopaleishvili



@N3396 FMEXMIINKN, 1924, 3ysm, bymno dgg3s, JgMgnmo hggbngs
LEVAN CHOGOSHVILI, 1924, Hand printing and mixed media on cardboard, 350 x 500 cm, 1984

1973 §emosb 356 gmemmdznmon §360b s30b y3zgmsedyg (36mdaem Lgmnsl, 9..
239MHgMob mbhmgdnsb, LyMocmgdb mMEHMgdnL, bawsz nb FnB363ndsmaryemsco
0ynb90L MyLgonb dngMm Logsmmzgmmb 5699Lns-gobsdgmgdsdgm Lomxsbm
ampmgdlb (3omzgmon bymscmgdns: ,Jofmmngzgmn bLhygbhgdn 3ghgMmdyMadan“ s
»,d3900 (30(30830eM70n").

3omamgmyma, 1975 (gamb, mg396 gmmmadznmo §3bab Lymocnb ,BMsd sMmsgzab
gfobosgalb 333mgmmods” 30M3zg9m 30MNsbhL, MmAmab sboem 39MbLasL3
dmg3n969000, 1983 {gomb sbfyemgdL. 3nb d93mgdggdsdn dgdmenl abhmmoymo
01935 §06s30m3ggmdMn3zn 39MLMbL3Jno), MmM3gemas 39-17 bLay 6ol Lagsmozgemman
3bm3mmds, Mm(3s J39y6ab d9bL Lsdn n33gManb - L3sMLycNL, MLBsemgonbs s
Lyl - nbhgmgbors 3mbgzemaghn Fyzghws. 93 Lozz96dm abhmMmoymn s3dnb
2mRg393, oghmodmngsc, yhzgbs, Mo dndsmorymgdnor Hognemes gmmmadznemab
999mgdggde.

Logsmozgmmb s69JdLnsdEgmn bomxsbm RmEmagmsgznab gedmygbgds - 33 Lgmnsdn
LonbhgMgbms Med9bndg 3Mb3g3hysmmyma dMg: 1. nb 6ndYdsE, EHEbs nbgm

3396 FMRXMA3NEN @396 FMRXMA3NEN
3969Ms o 3om(g)bo 93903M00b LBE3sMn LyMNNESE —s3Mdscmymon
Jomsann, h3839Ms s BgMgyano Hgdbngs gmOH™I30

Jomoengn, Bgfggenn Bggbage

LEVAN CHOGOSHVILI LEVAN CHOGOSHVILI
Venus and Mar(x)s
Tempera and mixed media on paper

90x100 cm, 1987

Paper, mixed media
33x46.5 cm, 1984

Lamxobm ggmbmgmagznsb nygbgdl, mMm3gema(3 badgmas 393dn0M3dn s3mdsenyemn nym.
98 gmhmMjddn gobLbgsggoymn bmgnsenyMm-gyebymyme s cbhgmgddyseymn
39Mg3mo. oDy LB3osLb3s bmznsemymn 196ab 3mb3Mghyemn 3sdnsbgdn sMnsb
399mbsbymbo - Mg3030bL ALB3gM3MbN, MMIgmors BnBogyMma s ImMmsmyMma
39650039Mg05 Ladgmas Bymabyazmgds3 1924 femnsb Esnfym. 2. d3gmn gamipmgonb
399mygbgds 3o 3myhngoLosbsz oMb ©s3s380Mgdymn. sMgym bomxsbm
BmbHMgMmsnngddy 3smmbgm 696053060 33dmoL, MMA nbabn 33965L36yEbN sMNb,
3063 d39mm ,onMmsb” nbomRY6g096. gL oMo MgBMboMgdL MmgmMm3 mEpmdg
399mbobym 3033056900036, nby - Joor MVbsEMMYm s Lsdgmos 3g9Mmomedn
396°039MY07m J9ehyMYm-0bhgmadhysenym gofmydmborsk.

937650, nbnba sMs AbMmemmeo 3gMbmbsmyMa IgbLngMgdaL Lsbggdn sMNb, sfsdgco -
Jndymyma 3603365cmmdab dothomgdgmbaz. dson LB3s 3gwny3ddn (dHgddgms
JomameBy, B0 HnemmBg) oo sbs 30, s3Mdsmymnb, szsmgymn 35BLngMgdNb,
HMagngnma nbhmmonb Absdhzym-gboghngymo gszmEbemgdss...

6969 YNBNI6GN
Bgemm36900L nbhmmozmbo

Switzerland Border From the series Forbidden Photos



@NI396 FMRMBINE(), sz00 gofgxn, badgmaggda, Homm, Bgon
LEVAN CHOGOSHYVILI, David Gareji, Sabereebi, Oil on canvas, 147x114 cm, 1986

..Since 1973, Levan Chogoshvili has developed his most renowned series, the so-
called paintings from photographs (or images from photographs), in which he
deliberately draws on family photographs taken before Russia's 1921 annexation and
the Sovietization of Georgia (among the earliest works in this series are Georgian
Studentsin St. Petersburg and The Tsitsishvili Brothers).

In parallel,in 1975, Chogoshvili produced the first version of the painting The Murder of
Zurab, Eristavi of Aragvi, completing a new version later in 1983. With this work, a
historical theme enters his artistic practice through the figure of a controversial
character who lived in 17th century Georgia, when the fate of the country was shaped
by the competing interests of three empires - the Safavid Iran, the Ottoman Empire,
and Russia. The choice of this pivotal historical episode effectively signaled the
direction Chogoshvili's artistic practice would take.

The Use of Pre-Annexation Family Photography- This series unfolds through several
important conceptual layers. 1. Chogoshvili uses family photographs that were

@NI306 FMEXMIINDN, sMms330b gMmabersgzab d33mgmmds, hnenm, Bgon
LEVAN CHOGOSHVILI, The Murder of the Aragvi Eristavi, Oil on canvas, 150x180cm, 1973-1977

banned in the Soviet Union as his source material. These images reveal a different
social, cultural, and intellectual environment. They depict individuals from various
social strata, people who later became victims of the regime, whose physical and
moral destruction began under Soviet rule in 1924. 2. The use of early photographs is
also connected to their poetic dimension. Walter Benjamin observed that early family
photographs were among the last to preserve the old “aura.” This aura resonates both
with the people depicted in the images and with the cultural and intellectual milieu of
their time, which was later destroyed during the Soviet period. Thus, these images
function not only as fragments of personal memory but also as carriers of broader
cultural meaning. Their translation into another medium, tempera on paper or oil on
canvas, becomes an artistic and aesthetic reanimation of forbidden and lost memory,
aswellas of atragic history

Nana Kipiani
Art historian



319Msd ndobsdz0mds Lsdgmams 30bm3msgehgddy gosfgmom 5JL3gMndg6-
o 3m33mdn3n500b 894d6s 1988-89 (emgddn esnfiym. gosfgmal sghn, mm-
3mMm3 309ysmyMog, sby3g Fnbssmbmomnzgsw ddogym 3B536nmL dgn(343L.
3093semyMn dobsgmnb Byemsbomn gosdydszgonc byemmagebn nbhmMoyem go-
9mbobymgdgdL 0v3sd3nmzgem 3mbhgdLAL sEmnb s 93 3mbhdmpgmbab-
Hymo dngmdno, nmboyman, Myxmgdboymn, ghogzsmn “mghomyma”
Ln3ME3y 036709, Lasz nEgMemmagnymMmo hgdLhyms babgzmaoe Hsdmnmn 6
doxmnsbo gosfgmnmns. 59335Mn ,33sfgMs” oM 3nemnbdmob dbmemmeo
sMLYdYmN godmbabymgdnb abhMygEneL; 309semymn 9bab dHMsbLEMMBs-
(30001 d390mn 6036500 s 3608369mMMOYdSE gofMon]dbgdnsb. 6531873M9d3n
399m3390nmn dogn LsbyMmsorg LodMbyg gMmoNsb 3Mb(39bhMaMmgdyem 39mbL
436aL, Losz msgmomnizn nbhnM396(30900, Lnhyzgdn s LNddmEMgdn 3s-
em 36 0 gde3bnemMgda0 017 Inbndbgdgd3c0 AbogdNsb.

319Med §ndobsd30mmnb Idngzs (33emaEn 3edmbabymgds 30bm3emozacthnb
nEgmmmandnmgdym 3sdmadbabzgmmosh Lymoe Y3oMgezL 030l 3mbm-

noMmMOSL. 53¢hMMN 015358mMdMN30 s Mygzemggbnymn sbsbznc Mvgznbyggem
3Bah3MY 96L 33013MYOL - ZosfgMnb 3Mm39LL 30 sBsEMN 360B3690mMMOYdNL
RmMInmgdno nfygdl..

Through the serial rewriting of Soviet
film posters, Guram Tsibakhashvili
developed his individual artistic
approach and created experimental
compositions in 1988-1989. In that
period, the act of rewriting itself carries
asharp visual and conceptual message.
By reworking visual material, the artist
detaches historical images from their
original context and, through this
postmodern gesture, constructs an
ironic and reflective, almost “lethal”
space where the ideological texture
appears partially erased or entirely
overwritten.

Such “rewriting” does not imply merely
the destruction of an existing image.
Through the transformation of visual
language, former signs are converted
into new meanings. The pronounced
black pictorial surface forms a unified
and concentrated field in which spot-
like interventions, words, and symbols
emerge as implicit or explicit messages
and hints.

Within Tsibakhashvili's constantly shifting
imagery, the ideological expressiveness
of the film poster loses its former
monolithic authority. Through a playful
and reflective approach, the artist
develops a free visual language, while
the process of rewriting initiates the
formation of new meanings.

39MV3 60d3bV33NEN
GURAM TSIBAKHASHVILI

LyMnns6 gosfgms
From the series Rewrite 1988 - 1989



99Msd 3M3semynd3z0mmab 300 0113dbnsb® bgmns (1996-1997) modygmodyyy-
0 bafmsdngznb 393mgdggdnomn dbschzmymo nbhgm3MmghoEnss. sms -
0108803, Fo07s 330Mgndnb (36Mmdnemn MMBs6nb gdnmn, Jomorgemn cnaghygMmadyy-
M3dn 0530b1RMgdnLIMyYy3zsMyg nbnznnb smggdndns, MmM3gen3 dognayos-

900bs s bmznsgmyma §abMngab Mg3MagLoyem Lobhgdgdb y3nmabinmeogds.

23033300 99603001 8973bnemn 53031M Y0, fomdmeaggbaemns Lobggoab go-
939, M3 39MLMBs3x0L NbnznEYsMYM nEHbHMOSL S3ecMmab s dson Lind-

dmmyMm bmgnsemym hndszgdse gomsgadbnb. bymnsdn RAbpgds dsgnsyazemg-
d0b LB3sEILB3S 399sbnDIgdn - Lobgmadfngzm, mxsbn, 53cmgLns, LoBmMgsom-
909...59 3mMbBdg 3mMbhHMmsbhymaw 3emnbgds nbrnznwysmymn, ms3zabyRsman
6905, dnbn LmznsemyMo 0y 313960LEHyMn 360d365mmds. cndgMmsdhyMyemn
H97LHnL Fnsgmbgdno 3m3semgndznemnb Absdzfyemn 33emg39, Mg3Mgboyem
Lmgnsemym Lobhgdgobs s 3nMm3zbym cs30LYBEHdsL ImMalb dydn3

©3d30mmdsL n330m3L.

The “Data Tutashkhia” series by Merab Kopaleishvili, created during 1996-
1997, presents a creative visual interpretation of a literary narrative. Data
Tutashkhia, the protagonist of the well-known novel by Chabua Amirejibi,
appears in Georgian literature as an archetype of the freedom-seeking
individual who resists the repressive systems of power and social order. The
figures created through the technique of appliqué are presented without
faces, a deliberate artistic choice that removes their individual identity and
transforms them into symbolic social types. Within the series, different
mechanisms of power emerge: the state, the family, the church, and society.
Against this background, the idea of individual free will appears in sharp
contrast, revealing its social and humanistic significance. Inspired by the
literary text, Kopaleishvili's artistic investigation explores the persistent
tension between repressive social systems and personal freedom.

33MJd 3M3IVEXIN33NEN
MERAB KOPALEISHVILI

LYMNNEI6 EI01S M1Y0dbns
From the series Data Tutashkhia
1988 - 1989




99MYd 3M3IIEIN33NEN
MERAB KOPALEISHVILI

LyMNNEI6 015 MY sdbns
From the series Data Tutashkhia
1988 - 1989




99MJd 3M3IVEXIN33NEN
MERAB KOPALEISHVILI

LYMNNEI6 01> MYnsdbns
From the series Data Tutashkhia
1988 - 1989




