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Ncko Pirpamanashvili. A photo of 1916, (photographer Edward Klar). Supplement of the newspaper ‘Sakhalkho
Purzeli’ No 108, June, 19.
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The book is devoled to the outstanding Georgian painter Niko Pirgsamashvili (Pirosmani, 1862-1918).
Pirosmanashvili hasn’t received any special education, however, due to his great talent and life experience
created pieces of sublime art and his own universe of arlistic images. Sel of his themes was variable: scenes [rom
rural life, portrail, still nature, animalistic genre. Images of Old Thilisi dwellers, scenes of feasts and carousals
occupied a special place in his art; he left a whole gallery of the representatives of various social classes,
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Vakhtang Beridze (1914.30.V.
_ 2000.21.XIL) doclor of art
criticism, professor, real member
of the Academy of Sciences of
Georgia, one of the founders of
the Giorgi Chubinashvili Institute
of History of Georgian Ari, and
director ol the institute in 1973-
2000 (honorary director in 1988-°
1996).

The main part of his about
600 works is devoted to the
study of Georgian architecture
of the Middle Ages. For these
investigations he was awarded
Ivane Javakhishvili and Ekvtime Takaishvili prizes.
His works in the fields of study of new and modem
Georgian architeclure and fine arts are also important.
These are the first large investigations of Georgian art
of that period under the title: “Architecture of Thilisi
in 1801 _ 1917 edition in two volumes and “Culture
and Art in the Independent Georgia in 1918 _ 19217,
“Art of the Soviet Georgia 1921 _ 1970” (together
with N. Ezerskaya). There ought to be also mentioned
certain separate letters and monographs about Lhe
famous Georgian painters: David Kakabadze, Lado
Gudiashvili, Elene Akhvlediani, Ketevan Magalashvili,
Dimitri Shevardnadze, Solomon (Soliko) Virsaladze
and others.

The present monograph on Niko Pirosmanashvili's
art is the result of many years of observation and
research made by the scientist. This is the work about
the painter who ‘turned personification of the highest
art, to a special poetic symbol’. This is the first large
edition of Pirosmani in Georgia in the fields of art
criticism.

The work was first written in Russian for the “Aurora™
publishing house (in 1982-83). Aflerwards th there was
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prepared the Georgian text of the invesligation (in
1987-88). but this edition hasn't seen light. Owing
o the caring altitude ol the prominent Maecenas of
our culture, another imporlant work by a prominent
scientist has been added to the Georgian literature of’
art criticism.

Giorgi Marsagishvili
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Bhoygaten byfs fpodkposo ameygabl |34
8. omndd o BabnaBgneedo. | B PART ONE
-6 guedaliBaBoByogra @agnbog b dof- (M
| 0aEne Johmgor bomacbas Loteme- | o I
Emgdal gaggmdals By ghydoty. | Y . .
3 o Seventy years have passed’ since the demise of Niko
pbgon "bobopnbe g™, 1916 Pirosmanashvili, or Pirosmani; a little while ago the people, who
Vol 24 Boobn, Ne 581, 33 2 personally knew him, were still alive; however, we possess almost

Newspaper “Sakhalkho Purtseli® 1916,

May, 24, No S81. pg.2 no documentary attested facts about his life (with a couple of

exclusions); we are not aware even of his true date of birth; his lot
was tragic and he had a hard life, he was in need and was actually helpless during years. As a painter he was
‘discovered’ short before his death and there was made an attempt to offer him some aid, but due to various
causes, this attempt yielded no essential results. Pirosmani died in loneliness and even his grave was lost.

The first references about him have appeared in the Tbilisi press during the years 1912 and 1913, when
he would have been about fifty years old, and short before his death (he died in 1918). His pieces of work had
then attracted young painters’ and writers’ attention. There had been written some ravished phrases about him,
reporting that “the primeval counlenance of the nature peered out” of his pictures. And at the same time we are
amazed to read in the newspapers of the same period that there wasn’t known almost anything of the painter
himself; “they say, he tumned into a drunkard and died somewhere in Kakheti”, wrote one of the authors of such
articles in 1916. Meanwhile Pirosmani was alive and was living under one's very nose in Thilisi.

*  The Georgian text of the work was wrilten in 1987-88. G.M.
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If we do not take into consideration the records of the diary of the
poct Ilia Zdanevich, where mainly the impressions of the author are kept
and very litlle information is given about the life that the painter had
passed. Everything that we know of his biography is the result of work of
several persons (we shall talk of them later on). Already since the demise
of Pirosmani, in the beginning of 20-ies of the last century, these people
have collected the memories of Pirosmani’s close relatives and friends. Of
course, not everything is matched and consistent in these memories; when
these persons characterize Pirosmani, it is natural that position of each of
them along with a different interpretation of facts, become evident. Apart from these, in the memories of those
painters and poets, who were acquainted with alive Pirosmani and further became the first propagandists of
bis art, there is sometimes felt, along with emotional ‘elevation®, the wish to add a romantie tint to his life, and

in separate cases, even an evident belletristic self-will, in other words, & wishful *deviation’ from the prosaic
reality.

Pablo Picasso, Niko
Pirosmanashvili’s portrait, 1972.

In the twenties of the last century the Georgian press kept publishing ‘new materials of Pirosmani’s
biography’; In 1926 there was published the first richly illustrated book about him; this was the collection of
leners of wrilers and painters with Georgian, Russian and French texts. Gathering and saving of Lhe pictures of
Pirosmani, started in the last years of his life, went on in the following periods as well, resulling in accumulation
of more than 200 of his ocuvres. Pirosmani’s pictures used to be exhibited in Thilisi and in the cities of the
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Soviet Union. Further on there began the period of Pirosmani’s concealment, which lasted for almost twenry-
five years. This had two causes: on the one hand, there had been dominating dogmatism and vulgar sociologism
in the fine an criticism, and on the other hand, there had been negative even hostile relationship to those
authors, who introduced Pirosmani’s art. Since the end of the 50-ies Pirosmani came back in ‘full force’. His
fame and popularity was growing wilh an amazing velocity not only in Georgia, but also in the whole Soviet
Union and out of its borders as well: in 1960-ies and B0-es the exhibilions of his pictures were held in Warsaw,
Prague, Nice, Vienna, Dresden, East Berlin, Zagreb, Bukarest, Solnok (Hungary), Padua, Japan, West Berlin.
He became the hero of plays of Georgian and Russian playwrights and of a movie, which has been circulating
all over the world; pictures, slorics and poems of renown writers, songs, symphonies, several special books and
reviews in various languages are dedicated to his works (amongst themn there are some serious pieces of work
as well); one of the streets of Thilisi bears his name and 8 monument has been placed in Thilisi to honour the
memory of him. In the State Museum of Art of Georgia there is assigned a separate hall to Pirosmani’s oeuvre.
His pieces of work are owned by private collectors in Georgia, Russig, and France™. In his home village his
memorial museum is opened.

The special charm of Pirosmani’s art, his tragic fate, as well as absence of information about him, all
contributed to the fact that graduslly legends have over-grown his name. In Georgia he turned to a special poetic
symbol, personification of the highest art. We have full right to speak of the influence that Pirosmani made

*  Niko Pirosmanashvili’s painting kept in the collection of the poet Louis Aragon, "Arsenali Mount at Night",
was sold by auction in 2007. G.M.
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upon the Georgian painters who appeared in this walk of life in the 10-s of the last century, as well as on the
genetation of the 60-ies, although his last bit of influence hasn't been direct.

It is completely natural that Pirosmani used to be often compared to *Douanier Rousseau’ (Henri Julien
F lix Rousseau (May 21, 1844 - September 2, 1910)), the first ‘naive painter’ of the new times, who eamed
a great fame and became a sort of etalon for self-taught painters. This resemblance is mentioned in almost all
the articles made by French authors, which were published when Paris saw Pirosmani's exhibition’. Though,
the only similarity is the absence of special education of these two painters; their resemblance covers also
several features of the language of an, characteristic for self-taught painters, those who have not passed the
school training. This is (he end of similarities. All the remaining features mark them out. Rousseau received
some education even if it was incomplete; he always maintained contacts with the world of ‘academic’ art.
It is enough to recall his permanent passes into the Louvre and museums of Luxemburg and Saint-Germain.
During the scores of years he was a participant of the *saloon of independents’; his favourile themes are parallel
to the sysiem of themes of the painters who had received professional education - they are quite ‘literary’ and
cosmopolitan. Pirosmani _ as we shall be able 1o see from the text remained ‘unsigined’ during his whole
creative process; more than Rousscau, he was strongly connecled with the folk art and partially with centennial
traditions of the national arL

Though completely lacking any professional preparation, Niko Pirosmani was still a professional painter.

®  Therc is implied 1he exhibition of Niko Pirosmanashvili held in Paris in 1969. in the Museum of Decorative
Art.
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He was bomn 1o be a painter (and this is essential). During quite a long lime painting was his only source for
existence; if he used to do anything else, it was compulsory, against his will, still the essence of his life was the
art, painting, which he loved passionately and to which he devoted his entire spiritual forces.

IT

Niko Pirosmanashvili was bomn in the village Mirzaani in Kakheti. His father Aslan and mother Tekle (her
maiden name was Toklikashvili) were peasants. They had three children, one son and two daughters. Only one
of them, Pepe, survived Nike. She was able to tell some stories about Niko, though it seems that not everything
in her stories corresponds to the truth. According 1o quite a romantic family saga, Niko's grandfather or great
grandfather was abducied by Lezgins (which was a usual story in the XVII1 century), but he was liberated by
pursuers of his village.

For quite a long time it was believed that Niko was born somewhere in between 1860 and 1863, Other dates
used to be cited, too. A little while ago there was discovered an ‘Agreement’ of Niko's engagement to work in
1890, almost the only surviving archived document of his life. There is the information, supposedly wrinten by
himself, stating that he was 28 years old by then, According to this document his date of birth seems 1o be 1862.
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Some authors specify even the month and the day of his birth: the Sth of May, but without any references to the
source. Lately another version suggesied 1866 as his day of birth!

Data about Niko's childhood are controversia!. According lo some of the versions, his father died in the
village and the mother, accompanied with her small children and 8 mamied daughter, went to live to Thilisi.
According to other information the home village was lefi by the whole family guided by the father, but they
didn’t go to Thilisi, they went to the village of Shulaveri insiead, where Aslan began 1o work at the noblemen
Kalantarovs as a vineyard guard. A peasant family,deeply rootcd in their native land, could only be compelled
by the ultimate need and misery 10 leave the native place and seek for their luck. Still they found no forrune:
according to all sources Niko was still a child when his father dicd. Neither his mother nor the elder sister lived
any longer. The younger sister, Pepe, went back lo Mirzaani and never lef it again until the end of her life.
Underage Niko remained with the Kalantarovs presumably in the state of a servant.

The fate has connected Niko to the family of Kalanlarov, who had many children. The Kalantarovs were
of those Armenians, who lived in Georgia for already a very long time and for whom the Georgian language
became matemnal. Niko also studied to read and write Georgian in their family and after a litle while he leamned
the Russian language too. When the Kalantarovs went to live 1o Thilisi, they took Niko with them as well. They
used Lo live in the old city on the right bank of the Mikvari (Kura) river, al the foot of Narikala fortress, On the
opposite bank of the river there was erected Metckhi, the old temple, which previously in the times of Georgian
kings had the citadel wall of the forwess all around. In the times when Niko lived there only some premises of
fortress and prison were remained. So, it evidently ook place in the mid 70-ies of XIX century.
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Could little Niko imagine then, that his further life would become tightly counected to this town until
the end of his days- the city which he saw for the first as a child with its ancient parts, amazingly original life
and unique richness of colours. Moreover, he was unable to imagine, that later on he would become one of the
colourings of the old city, without whom (and without whose pictures!) we are now unable to imagine the looks
of Thilisi of those times.

Thilisi at the verge of the XIX and XX centuries, the city where Pirosmani lived, was once the capital of
Georgia, but in those times it used to be only the residential centre of the govemor of Russia. It was a motley
and variable town indeed.

The new age in its history, the first steps of which got lost in the mist of the distant centuries, began since the
X1X century (when Georgia got annexed by the Russian Empire). Afier having been compelled to tum its face
to the Muslim East during three successive centuries (the violence of Iran and Turkey!), Georgia came back at
last to the bosom of the European culture. Apart from the political changes (Georgia lost state sovereignty and
independence), the XX century was still the century of transformations and a tumning-point of the economic and
social development. There the trade has been revived, which was in decline since the last abominating invasion
of Iranians by the end of the X VIII century. Since the middle of the XIX century, manufactures and enterprises
appear as well. This process became considerably accelerated after the abolition of serfdom and liberation of
peasants. In the 60-ies and 70-ies of the X1X century, Georgia got included into the rapid flow of capitalistic
development of the Russian Empire. This period brought {orth many novelties: there were consaucted plants
and factories, railway had been built to connect Thilisi and other cities of Caucasus and Georgia (in 70-ies
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Old Thilisi. Maidan Square and Metekhi
(a photo of 1896 - 97).

and 80-ies); besides the ‘traditional® socisl layers of Thilisi
residents - noblemen, peasants, artisans, the share of traders
and manufacturers had begun to grow considerably (there had
appeared millionaires amongst them, too). There had also been
increased the buresucratic apparatus and what is characteristic
there had been formed proletariat, the class of workers. Thilisi had
begun to tum into a city of the bourgeois and officials.

The abrupt tum in the social, economic and, at the same time
cultural development, the final breakdown of feudalism naturally
had influenced the way of life as well. The process of tuming of
the feudal Thilisi inte capitalistic one had facilitated the intrusion
of *Europe’ into ‘Asia’, and above all, cerlainly in the life of upper
layers, and to the less extent, in the life of artisans, small traders
and workers. There had been built new parts of the town, state and social buildings and premises, schools, later
on banks, department stores, plants and factories. Though, neither the Old City was going to cease its positions.
In the middle of the century the Russian newspaper ‘Kavkaz® issued in Thilisi wrote: “Tiflis ... from a certain
point of view is two-faced Janus looking at Asia with one face, and at Europe with the other™.

(a pholo by the end of XIXc.).

These characteristics can be atiributed to a later period as well, when Pirosmani started to live in the city;
the number of new houses was larger and along with the traders in Asiatic dresses there could be seen capitalists
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in European garments as well. In Old Thilisi the traditional folk
cclebrations will be preserved still for a long time, like “Keenoba',
boxing, but they will be destined for the ‘lower classes’ of
population only. As the newspaper ‘Droeba’ stated, the high,
*educated’ society already tended to frequent theatres and clubs
instead. There will also be preserved the old cpen-air markets,
sulphur baths (which, at Lthe same time, represented a kind of clubs
peaple tended 1o pass the whole day). There were also the motley and noisy ranges with workshops of artisans
and small traders will exist - ranges where the whole commerce was taken out into the street; Kintos and the
Karachokhelis which were formed in Tbilisi will also last for a long time. Their dresses (they can be boldly
called uniforms, as they were constant and compulsory for all the members of the community), way of life,
manners, relationship with people - every deinil had been *worked out’. The old Tbilisi had its poets and singers,
whose art was organically blended with the everyday life of the population residing in the old pans of the city.
Some of them were connected 1o the traditions of eastern ashugs {not ell of them) and amongst them there were
very gified persons as well. Their verses and songs became very popular and entered the lore of the Georgian
poetry.

This was the universe, the face of Janus that Niko Pirosmani had 1o encounter and had connected his life
to. There were also the wine dukhans, cellars not only in the parts of the old city, but in the pars located next
to the station, in the streets which then bore the names of Cherkezov and Malakans (Malakan street now bears
Pirosmani’s name). There were the ‘cheerful’ instmiiang wilh peracnsroneiie bank of the river Mktvari in

Femgdab grgm
Trade shops. A photo of 1900-ics.
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Onachala. These dukhans and gardens, along with their clients, will also take their place in Pirosmani’s universe
and will be reflected in his ant.

Though, Thilisi hadn’t been the city of the large and small raders, bureaucracy and leasters only. This was,
at the same time, the city of the intelligence, formed in the XIX century, the city where an intensive spiritual life
used to glow. In the 60-ies and 70-ies the great democratic writers, introducers of the ideas of national liberation
- llia Chavchavadze, Akaki Tsereteli and Vazha Pshavela came out in the world of letters with their activities.
Their oeuvres became the property of the whole nation with the full meaning of this word. Niko too knew and
was fond of their art, and used to give a due acknowledgment to their deeds in the social life of the native people.
In Thilisi, apart from the Opera and Russian Drama theatres, there was the Georgian Drama Theatre as well,
the only place where in those limes of national oppression one could hear the Georgian speech pronounced in
public. Historical and patriotic plays were staged on the scenc of this theatre. This theatre was not unfamiliar for
Pirosmani as some of his pictures attest. In 70-ies and 80-ies there also existed artistic and scientific societies,
museums; there were held fine art exhibitions, schools of sculpture and painting were founded... But all these
remained beyond Niko's reach. The right bank of the city, part of the town with administrative establishments,
big stores and shops, bourgeois residence places were actually alien for him.

Pirosmani’s death has coincided with the liberation of peasantry, which was an important landmark in the
development of the Russian Empire and its constituent countries; and his death happened together with the
destruction of the old world, demolition of the empire and beginning of a new era in the life of his country and
his nation. Last years of Pirosmani’s life were prelude of revolution. Pirosmani has never taken an active part in
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social life. He was just a wilness, but a witness who never used to
conceal his refationship te it.

Everything above said ought 1o be remembered, if we wish to
understand the world of Pirosmani, not only the reality surrounding

gnlh‘“nlmb mbagmlm (Mnmu-amhn).
Thilisi by the end of XIX and . . i ) A R
beginning of XXc. him but the spiritual universe found its reflection in his original an

as well.
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The Kalantarovs treated Pirosmani warmly. Their recollections enable us to imagine, at l=ast partially, what
was young Niko like in the first years of his life in Thilisi.

‘Little Niko was a very clever boy. He was fond of reading books as well as painting... He was so honest
and loyal, that we used 1o entrust him our house, which was quite rich by those times... He had a very sensitive
nature, unusually proud and at the same time, rarely truth-loving. Compassionate to poor ones’... *“He conducted
himself with such dignity, that no one would ever dare to do him any wrong or offend him'... *He was not
interested in material wealth'.

We are not aware, when Pirosmani got invaded by a *mad rush of painting’, as Louis Aragon used to say,
bul according to the stories of his close family it could have happened quite early: *only painting existed for him
and whenever he had any spare time, he spent it painting’... *If anybody presented him a little sum of money, he



- 20

Ao G e babmnb gbeiTo ghom pgmborpsl Igedigiln omoees ol godéiydidn yetiorgme. ob ol
soemals, Symdoen, rbRerios 0o Fromugbagy oby reanliobogres dab figilo s gagg, YgTnbydomme Tgdymms: by
FrygBb Gyl e ogm]igbgemo eopob, 3g0%ge go o6 Yyamgbe™. .obomasbiemabol Leimmeoe
o6 basipa.. blofom Fexidedps dggme Joforgen Lopdefie brmaddigdh (b mxcobol géie-g@hon 38unbe
Cortiledopanbemob bogyqdes - ob JaTab ygth jomgg 355050 oym s Gogmbeab Jgaednedes. 4.3.), gabo-
inggatin groflabn gbom, abigoo bygmenlgden dmdonbfmdns Gonbogdab, ©yggdol asbomgat baglodm s0dgdh,
Gell 0 doprore atoremgdor goyoge pomoduaenn Mgy e, Gageb fob grem Jomommmee o yofisb-
@30, Wrsgam, mGomwy bobab Jablen badoges o gdeigdh, myggdh, Amdmgdlymsg 8mdnobimdros
Brodigdle. bbgoos Bewcnl, §ob Ayl mpamTol obods Fomgmme goubjénn frpb-eblammmms m3ab bytoee
1877 Tyl (groembilabn 85206 xath Jogilgn ogm! - 4.3)e.. W sbrmo 20bLgEgdebal 36T dnGegde o370,
s Bogm begogion bosdadl ogacmbag mbbogres, Mompb ob Magy Pligs 3gptin Ijmbrags Fogambyemn,
Boohyy 2Ipyhb g Josddedma 33nfmd, Byda bmm, b oym ofs oy bedngde Bbagigern, a@adgm, odab-
owbogy dphgdom bodngfm Jegdng.

benggom ogrobonarhmgals bogggom, Gogob dommash Jygsdighos egodtha. fengs gres Byda Fagoregs
gy bopmg 3adgosmor Todigpdems gednbogempdmoe. me vjopees Jobpsfobye @s njemsb
obllghbros. i@ Doblermb, Gmd Gojm mognb Amee 53bobopgdesb Bpgbn bLobgmeb gbmTo paBarimagmbyb
beymly  Pofdonppgbob. o0 Fodowpagbgdda boymgy Bmbofmmgmdma..”, ghabym 3ob aopgeygey dogsdo
bobuobymy gobiyfigbom, Tlpbagie gobopebs. a0 axee> yrgrmogeb babipldn Eoddallo @ smmaniob
o8 obagn Paero{aeb Jopbomab babopmom gebompdmon madom. Igdom madabo Lobabagn aym™t.

Blodrgdosns, o3 Seabgdgddo B @) Fxlagodgmmng sheb. @ojo Lagdstin gbgdmms abedye

would run at once and buy pencil and colours and stari painting’... ‘He painted walls of his room using coal or
pencil’... *Once Niko drew a very beautiful picture from the roof of our house - Metekhi fortress and the church
on the opposite bank of the river’... ‘He used to draw portrails too, and for this purpose he didn’t use the models
from life *. “Niko Often walked from one comer of the yard o another engaged in deep thoughts. He seemed
to be daydreaming and when my sisier Keke ofien saw him in this state she used 1o tell me anxiously: ‘Look at
our Niko how deep in thoughts he is lost, | am sc afraid thet he might go mad one day’. *In his young days Nike
was nol prone to drink at all... he ofien recited old Georgian epic fairy tales for me (these are the words of one
of the youngest members of the family, who was yet a child in those days and was in friendly terms with Nike
_ V. B.) and he narrated the astonishing epic sagas of the knights and devis (simple-hearted giants cormmen in
Georgian folk tales) with such eloquence, so skillully that | was all years. At the same time Niko had a paper
and a pencil in front of him and quickly, in several strokes was drawing those heroes and gianis he was telling
about... By the way he drew the picture ol Russian-Turkish war of 1877 right in front of me with a red pencil”...
(Pirosmani himsell was still a child by then! V. B.)... “When | remember these moments now, 1 tend to believe
that Niko used to compile some tales himsell. Even il he had read 100 many storics, still he wouldn’t be able to
tell me so much. That’s why | think that he was not only a gifted painter but also a gifted poet by nature™.

According 10 Sopio Kalantarov’s story, Niko was very much fond of theatre. *“When my mother used 10 go
to the Opera Niko would surely wish (0 accompany her. He would go upstairs in the gallery and would listen
from there. | remember very well that Niko and his coeval friends used (o stage plays in the yard of our house
and Niko was participating 100™... “Once he made a little palace with windows and with a beautiful facade for
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us. We put it in the sitting-room and would light it from the inside by a
candle a1 Easter or New Year events. It was a very nice sight™.?

It is possible that amongst these reminiscences some of the features

are exaggerated, as it concemed to the close friend, who became a
Gom qroebilobadgngra 1880-006n famous painter. Narrators naturally were proud of him; they could even
Fimmgdob mabafiynbob gy think they were to give a special tint to their stories. Still we ought to
Niko Pirosmanashvili. A photo remember thal the namrators were different persons, representatives of
by the beginning of 1880-ics. difTerent generations, some were quite intelligent persons: and all of them

unanimously remarked that Niko stood out since his very young years by
his spiritual cleanness, artistic gift and idealism. Even in those times he was already difTferent from others, not
usual, tame, ‘not a person of this world’. Some of them used to call him *blissful Nikoloz’ (these are the words
of the member of the same family, Officer Soliko Khankalamov).

When the boy grew older he made a request to begin his studies as a novice at any anisan’s workshop.
Presumably (oreseeing Niko's gift, Kalantarov arranged Niko to work with some German, running a publishing
business. Niko withstood there for one year, but afterwards ¢ither he disliked the job or the environment (‘I
cannot stay there, [ hear vulgar words from one of the workers of the house') he returned home and said that he
could stay no more in the publishing house.

Pirosmani’s first authentic photogruph (such photographs are only two) is taken in the beginning of the
80-ies. This is a young adolescent still lacking beard and moustache. with vivid eyes, dressed in the usual
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dress of those limes (suit, white collar). Approximately to those times there can be pertained one of Niko's
advenrures, which caused a great surprise of his ‘masters’. It made Niko leave the house where he had passed
the years of youth: he fell in love with one of the daughters of Kalantarov, a widow, much older than himself,
He decided to write to her. Afier having received a refusal he went away from their house,

It is noable that exactly in the moment when he acutely faced the choice, which way to take he applicd
(o the painter {“the true painter™) and no one else. This is a clear proof that intemally there had already been
formed his decision to devote his life 10 the a, to painting. It is another matter that he experienced much
bitierness on this path and had to overcome many obstacles.

The advice of the “true” painter came out 10 be exactly what it should have been like: * You are gifted, you
must study". Though, it was exactly the opportunity that Pirosmani was deprived of "

It is impossible 1o restore the exact chronology of the next years of his life. We are no more able to fill in
certain ‘gaps’ today. We possess only one fact from the 80-ies to which some light was shed owing to the story
of Gigo Zaziashvili, who was also a sell-laught painter, 5 or 6 years younger than Niko. Gigo lived longer,
until the middle years of the XX century. Still being completely young men, they became friends and decided
1o study painting. At the same time, they opened the workshop to paint signboards. Zaziashvili doesn’t recall
anything of the results of the *study of painting' (there were no resulis?), but they somehow succeeded in their
business.

-

This painter was Giorgi {Gevorq) Bashinjagiani, and this fact should have happened efter 1883. G. M.
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Gigo Zaziashvili: “One day we opened a small workshop in the former Weliaminov street. Soon there
appeared several pictures and one of the signboards belonged to a certain fisherman. The signboard was kept
for a long time in our workshop due to non-payment and mysterious disappearance of its owner™. They hadn't
received any other orders; their capital stock had already been gone down to zero. In fact, this was a very small
amount of money, earned from the novice’s and cook’s work. As the business had no success, the partnership
went apart and the litlle hearth became cold™. Afterwards Niko found another companion, but neither with him
the business could run properly.So at last he yielded.

1890, the 17th of April. Pirosmani signed the contract with the Office of the Caucasus Railway Society that
he, starting his work of a conductor has received due instructions and undertakes to abide by all the demands
and regulations, namely, to obey the ‘pecuniary fines, which he will be charged in connection with his service’
by the Railway Office. Unfortunately, they were lots of such fines followed one by another. The work appeared
o be heavy; Niko was appoinied as a conduclor of freight trains, he had 1o travel in hot or cold weather on
open platforms, he often caught cold and used to be taken ill, sometimes requested leaves, sometimes he was
pleading for the pecuniary aid... Obviously, he wouldn’t be fond of this monotonous, bothering work. It is
easy to imagine what unhappy years were those four years on the railway for him. The only advantage of this
service was thal Pirpsmani travelled a lot in the Caucasus, has seen at least some of the events and presumably
remembered them, In 1894 he was finally fired and in front of him - he now came to the precinct of thirty years

- the question how to live, how to exist, arose again.

Once again he tried his fortune in the trade: he utilized the money which he took when he retired from
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work, obtained some more sources as well and opened the milk dukhan (dairy shop} in the place on the modem
Rustaveli avenue. In those times there were no premises only a pitch, from which a road spread down to the
newly consiructed bridge (later bearing the name of Elbakidze Bridge™). This time his business went better on.
He look a man as & partner from his village, Dimitri Alugishvili. The trade succeeded and together they opened a
oew dukhan on ‘larmuka’. Initially everything went successfully; they even received credit from a rich Thilisian

citizen. Niko has come closer to Dimitri’s family, has baplized his daughter and has become a domestic man in
bis house.

Though, it has not lasted for a long time. Soon conflict developed berween companions, Further Alugashvili
was regarded to be responsible for all the misfortune Niko had suffered: his bankruptey and fall. It is difficult to
Jjudge them now. Though, if we look at it impartially, we must confess that the source of discord was the fact that
Niko wasn’t bomn 1o be a trader. It was completely alien for him — the psychology and norms of life of the circle
where he involuntarily found himself. From the reminiscences of the salesman Simon Papiashvili: “Generally
Niko had a good business, but he was a very kind and spending man and that’s why he had to close his trade and
move 1o Didube™. The picture that Alugishvili describes to us should cause no ambiguities though, it is possible
that some of the details might require an in-depth look.

“He was lazy 10 practise trade, even more, was ashamed of it. In summer time, in the vivid business hours
he used 1o leave me alone, used to buy two donkeys’ cargo (sic!) green grass, take it upstairs above the dukhan in

»  Today this bridge bears the name of Galaktioni. G. M.
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his ‘grass room’, spread it and lay in the grass: *[ cannot go to the
village, so this is the least 10 please myself?* Was the dukhan and
trade pleasant for him? |, as a serious and responsible person, used
to stand next 10 the shelves and a counter, meanwhile he used to be
at standstill next to the door or draw in his ‘grass room’. He would
bring in any of the neighbours and tell: ‘Come on, [ will draw you
in a way, no one will be uglier than you.’ Once he drew my picture, too. It seems as if he took the pose secretly
when | was occupied with the process of trading. We have been keeping this picture for a long time. Though [
looked there so ugly-looking and black... The children were afraid of the picture, so we have bumt it

A house in the village of Mirzaani.

Niko sometimes used to get rid of Alugishvili, sometimes he used to run away himself. Once he went to
his village upon the request of his sister and brother-in-law.,. They had heard rumours that Niko had some
amount of money. They had believed that Niko really became very rich and decided to take profit out of it: they
made him repair their house, it seems as if they swindled him out of some amount of money as well, and then
shamelessly got rid of him. They said he was a madman and chased him out. Niko retumed to Thilisi defiled
with grime and sweat, extremely excited, menacing to kill his brother-in-law. He indeed looked like an insane.
He even had hallucinations, used to fall down on his knees sobbing and saying that Archangel and Saint George
have appeared to him. Alugishvili reports that he hardly managed to calm him down. Though, scon he got
exciled again. Once he ran out to Kojori®, spent his money with his friends Sazandaris (singers) and, returned

* A country place in vicinity of Thilisi.
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crying and repining to Alugishvili again. The latter tried once again to help him, but in vain. Niko really gol
astray and they parted forever.

This presumably happened on the verge of two centuries, maybe even in the beginning of the XX century.
$1ill he bad a room in one of the remotest streets... Then he began endless wandering till the end of his life. He
used to seek shelter at this or that dukhan owner as he had no shelter of his own. It is a biner irony of life: right
onwards Pirosmani devotes his whole life to the art. In order to realize the dream of his life, he ought to lose
everything and be deprived of elementary living conditions’.

It is difficult 10 restore the chronology of the events of this period, as the dates in the reminiscences are
quite approximate and not always consistent with each other. Though, this has no great importance: there were
no ‘events’ any more, only dukhans kepl changing, as well as patrons of art — the innkeepers. Some of them
treated him well and some badly. Some of them couldn’t help themselves to exploit him. Still this didn’t change
anything esscntial in Niko’s life. Everything was flowing in the same established way. The more time passed,
the more Niko used 1o get familiar with drinking. Graduatly he became a drunkard, his health failed him too

*  In biographies of Pirosmani there is given a considerable attention to a romantic story of his unrequited love
for a French cabarel singer woman who used to sing in Cale-chantents of Thilisi. This was someone nemed
Marguerite. whose portrait he performed, indeed. Some of the people connected Pirosmani's tragedy and
his fall exactly Lo Marguerite. From Niko's close acquaintances only the salesman Papiashvili remembers
superficially that “he loved a French woman, I think for onc year... ] cannot remember her name.” This is
the whole information. (Sh. Dadiani. Pirosmani. New Biographic Data: newspaper “Bakhtrioni”. 1922, # 10,
14, IX). It is hard to tell where this version comes from. In any case, if Marguerite’s story is true, then it is the
most probable that it should have happened in the period of the ‘Dairy shop'.
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and he was descending lower and lower. During last 17-18 years of his
life he has changed his shelier and clients many limes: innkeepers, owners
of wine cellars and entenaining institutions. He used 10 draw signboards
B wjogge @gasmot aojoBge- | and pictures for them. For this service, he was fed and given a drink. The
g0l gofym gomarptaemns 1930 | business went so bad that sometimes he used to draw a picture (or a glass of

y !vﬂ'ﬂ’ 4 T""‘; b' L) wine or vodka or for the price of a dish.
Begi lakiev {Beglar lakashvili). A For & while (in 1905-1910) Pirosmani lived at innkeeper Bego's", on

photo is taken in 1930, April, 4,

by David Kakabadze. the lefl bank of the river Mktvari, on Rike, flooded ecach year by water.

Afterwards he lived in Ortachala at the owner of *Eldorado’ garden.

Many memories connected with this period were collected and published by Giorgi Leonidze, first in the
newspaper ‘Bakhtrioni’, then in 1922 in a form of records made by various persons upon his commission;
afterwards, in the magazine *Mnatobi*and in 1931 and 1938 in the book *Pirosmani’s Life". These reminiscences,
even if they can not restore the entire chronics of his life, still enable us to imagine his state in those years. This
is what we leam from these memories:

Though Niko was Bego's so-called “court painter’, he didn"t forbid him to take other orders as well. On
the contrary, he used to ask his acquaintances to book Niko's pictures, tried to help him as much as he could.
He often bought second hand dress for him as a part of his salary, used Lo take him to bath, fed him and provide

*  The innkeeper (or dukhan owner) Beglar lakashvili (patrenymic name Stephane). G. M.
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drigks for him. On the weekends he used to invite Pirosmani to his home.

The story is told by Bego: “My dukhan had a small garden round it, adomed by flower sets and small pools.
When Niko was sober and had spare time, he used to go out in the garden and looked after flowers, staring at
the ground. Then he would sit under a big nut tree. Usually he used to go alone in the garden in summer time.
He was fond of loneliness. He didn’t like lo come across strangers.

_'Nikalai®, _ I used to tell him, _ ‘It is hard to be alone, make a family!"
_ 1 was born single and | ought to die the same way!
_ Itis not a good affair, Nikalai!

_ Tell me then, whoever of the great writers had homes that [ might have one. In ancient times they used to
live in caved rocks and mountains as saints... [ wonder how our Akaki Tsereteli lives. What have we brought,
what are we going to take with us? One of my friends will bury me, [ am not afraid. This life is as short as a
donkey’s tail...

When he was drunk, he used 1o hum quietly: ‘drunkards, we are blissful’, etc, He'd lift a glass of wine with
a habitual 1oas! of artisans of those days: ‘To Pavle, who refills and drinks up’.

Wine trader, Nikoloz Sozashvili remembered: “He was very quiet and inoffensive... In his poverty he
preserved his dignity™ Others added that he used to be dressed in European style, which distinguished him a
lot from his friends and custodian innkeepers. “He was with us, taking our bread and salt, but still he wouldn't
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recognize himself equal to us” the Karachogelis remembered. Though he was totally deprived of the material
independence, he hadn’t lost his honour. Like other street painters he didn’t flatter his clients and stayed
independent. The scoming dukhan owners used to call ironically a self-esteemning Pirosmani the “ear]”. Despite
friendly relation with him, it seems that every one of them subconsciously felt that even if Pirosmani was poor,
hungry, thirsty and miserable, even if he was *no one’, still he was not equal to them, he was beyond their
reach.

During his last years he ofien visited Sozashvili's dukhan. “He would sit in the corner, ask for vodka,
greens and sit silently for a long time... It happened quite ofien that the people feasting in the cellar invited him
or bought some wine for him. First Niko would refuse politely and then, if they insisted, he would get very
offended. During fifteen years | had never seen Niko sitting and [easting with other people... Though he didn't
enjoy reading much, he was not ignorant, either. He knew the Georgian literature a little but he admired Vazha-
Pshavela. He used to write poems as well. He was a good poet and | and my spouse both had seen the notebook
of his poems”.

If such notebook did exist, it has disappeared without any trace as well as Pirosmani's letters, which his
sister was keeping. Unfortunately, Niko's letters got drenched and rotted. It is such a pity that none of the lines
written by Niko’s hand have been preserved.”

In the first years of his vagabond life Niko did not remain indifferent to the events of the social life. He was
very much worried by the course of revolution of 1905.

*  Itcan be remembered that there are preserved plays and even musical works written by Heari Rousseau.
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Again innkeeper Bego remembers: “In summer of 1905 Niko cut paper letters out, made a red frame round
8 large *sailcloth’ tarpaulin and sewed them on the front curtains of the inn: “Long live unity and fratemity!
Down with the Tzar, up with workers! Down with Nikolai!"”

On the third day my [ellow policeman came to me and (nendly advised me 1o pull it down or else | will be
exiled from Georgia for a long time...” As Nikos cousin, Mose Pirosmanashvili tells us, Niko had even painted
the picture: ‘A Meeting in Nadzaladevi'.

Other reminiscences describe the picture of Niko's gradual fall down. “Wine was his killer, - recites wine
trader Meskhishvili, - just as a bee collects neclar in the moming, and he too was walking round wine dukhans.
He used 10 be like wine himself, could not find one place o slay. Sometimes he seemed clever and sometimes
foolish... When | told him: *Niko, it is enough for you to wander so much, come (o me, do work as a servant. |
will allot a monthly salary for you, I'll give you a room and dress, you will be able 1o go to bath once a week,
each day you will have a pint of wine. Collect your savings and live calmly. Whenever you have spare time paint
pictures, I will not hinder you". He laughed politely, saying: “1 cannot agree to put shackles on me™.

Obviously, it was hard 10 understand for a wine trader that he and the one whom he offered a servant’s job
to, were talking differcnt languages. And even if they used to meet every day, the reality was as if they lived on
different planets.

A dukhan owner Sinka Tsitskrialashvili: *Nikala was a tall and lean man™... “He wore long hair and beard.
He was a chain smoker, just having smoked one he immediately used to start another; be walked always
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thoughtful, wouldn’t smile to anyone (for the comparison consider another reminiscence: “Niko was a merry
man, with a smiling face™, — these are Bego lakhsiev’s words. V. B.). If one asked him whether he could draw a
good picture, he used lo answer in a Joud voice: “Sonny, do you treat me an artisan who isn't able to draw you,
I will draw all members of your family in succession for a glass of white vodka”. If you really promised him
vodka, he'd take a seal, cast a glance at you, closed his eyes to imagine his funure painting. These pictures were
very neat, though. He had a big folding suitcase, where he kept a portrait of a big man with a bowl hat. If you
promised him, he'd draw a flying bird for two glasses of vodka™

Several other stories are very much like the one above but how lo make consistent two opposite featyres:
on the one hand, his constant and heavy drinking, and on the other hand, his indefatigable creative work,
compositions and portraits, attesting his musing over their plot and his ability o penetrate deeply into the
essence of the images. It seems that these reminiscences are still one-sided and superficial.

Still, there are some essential features that characterize the episodes connected with Pirosmani’s working
process”. Once, on a summer day, early in the moming, Niko stretched some canvas and was waiting for Bego's
request what 1o draw. Bego was puzzled, as he could not figure the plot out. He went out into the street hoping
to see something suitable. Suddenly he saw a ‘roofed’ cart, with pilgrnims heading to Teleti. The cart was driven
by red oxen, and behind the cart there was a tied ram. A boy, dressed in red gown, was whipping the oxen up.
Bego 10ld Pirosmani to come out of the inn and draw the scene. “Niko gazed at the cart, went back to the inn
and grasped his brush. Only once he came out again and on his way back asked me for some vodka... On the
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second day he handed me his picture - it drove me crazy, the resemblance was so great.”

Wine trader Meskhishvili remembers: “He'd paint anything you might wish; he used to carry dyes in his
pockets. Do you remember there was printed a lion on the box of matches? Once he drew this lion for me from
the match box. He was able to paint any picture. He has drawn many pictures to order from books. By the way,
he has magnified my portrait (from a photograph, naturally).

There is an important story made by Sozashvili clearing that, clients were bothering Niko, they used to
interfere in his work, giving him advice, demanding to add or to change some details. All of these irritaled
Pirosmani very much and sometimes he used to abandon working, would go and disappear for some while.
Though, there were cases when he had to fulfil requests of such *masters’. Sozashvili confessed that neither he
himself was sinless in this respect: “In 1913 | made him draw a large picture “Vintage Time”... The plan (sic!)
of the picture was ordered by me. [ noticed that he was very much offended by my surveillance and once he
tumned 10 me saying: "please go oul of here. 1 do not know which one to look after, this picture or you. Once [
hardly achieved his consent to make a wineskin smaller in this vintage picture... My second criticism was aboul
making oxen short. As soon as Niko heard this, he put down his brush and was absent for the whole week..."*.
We cannot help remembering Niko's words told 10 [lia Zdanevich: “All of my pictures got spoiled like this.
For example, there is drawn a hare on this picture. What is it here for, who wants it here? Still he who ordered

*  G. Leonidze, ibid. 1 is interesting that there exists another variant of this story: there the oxen are black,
instead of the ram there is tied a sheep dog behind the cart. There are some other details, 100: according to
this variant, the picture was ready in one hour only. 1L only shows us once again, that the stories of witnesses
ought 10 be regarded with cenain prudence.



- 33

a3y Tgirgbgeboo.. ™ of o Bgadergds o6 aapgablbybregh oby Gagg evpem oymd b ognes breabyg-
bz .0, yggeme Fgdl bpdsmb doqradadgh. dogommnmsm, o8 bgdenb) mebaggrmes pdmngene. Fobegob
ol g, gob Gom Plies? dopciad gl Iglioggges, Bobiga, By bomdom @obody Jafmgenem.
J90 absdeg - Algde ok debroa. aby Begulgdb yogims Lpdoalb™. bbgoasb brobagefe agnoddmdl, phme
1096y figda ;abmpabimgdon Lobmges bnjmb, bahsnBo dogemy Boglaggm, o dogrash gosdmata,
Jothogmn broabygelnl Foabde gomebdsbol Tobobgd @admghnds anafme ogh momdmbognn godmbdabol:
bryigdol |, grmmerGogeb domBa. figle Sbeam, gb selyhs Asdephomiy enmeg® by@amb agobsggh.
sbgo arg oby, groierdoemde™ Baymb by@smngdeb ghe-jéan ipmay eepade ma Laeblghgbm gmmmades
Jjmbmom. Bdomab Jogranbb dogmnob aomdbyamms Jomo momdada. guhmb3abn Bodmfm mabyyA Lydangdh o
o sberaemgdres - yareengdbgeag badogies. yagmes gb Bubadgermds mongmdor bmae Fpamgedgh Jormegol
Labogyadgenn abb@yobgngial dmabmgbon - walbgdeb yemade Lygms gbes eymbm; bmae agon Fgbem-
Bgdmsb g aogtio, brognb bangdogade Bodmggogmms: manysfigs safigey sdédal ilghgbmdag. Sdepdh
boyer amgbyfby Sbdrgmgdies, oglgdh go Jeojgnygere bedadmgdeborel myy6admby6, Bom gy mBab
¥rzgdTn, Aodmmob Bymgagddsy gomgy 0Ge maddeda Lofyome Bnjorpob” objmag 3dady  (begiga.

v

Ibapgama  godnblobn L smdeofabgb”  Jodggmme  Bbegmoen ®8cb  oFypdsBmy el bbom oy
Fragunfiy Rogebobye, podygyae Fhggdde odomabob Jjgemaas gofygpre Lmgeosrg® gobyddn, oo
DB J3Bpe boboo (bdogmn e Jndgemafrgere oy, Fgedeogds andgel, Ged b oqbydrebab goryo:
¢y dobo bydomgda Belifobmon maebel badmpeggdde dndgoqge, mdbadel A5do@Gmbagdol dmebmgbag

the picture, asked me to draw the hare for his sake. I drew it; I do not want to quarrel. Thus all of them got
spoiled™.' In other instance Zdanevich recites that one of the dukhan owners asked Niko to insert moon in one
of the pictures that made Niko very angry.

In Kyril Zdanevich's book aboul Pirosmani there are severa! pages devoted to Pirosmani’s life in ‘Eldorado’
garden. [ think this descriplion gives us several idyllic pictures. However, one of the richest and most interesting
collections of Nicko's works was kept in ‘Eldorado’. The garden owner was very reluctant to let us have them.
Pirosmani didn't use canvas only; he used to paint on walls as well. All these paintings have been perished,
some of them were whilened according to the remands of sanitary inspections of the city, and some of them
disappeared when buildings got pulled down, paints got worn out from several of them, and most of the
signboards were lost as well. Niko painted signboards on tinplates, and while tin was utilized for practical needs

in the wartime, “poor Niko's” lile went even harder.

v

As a painter Pirosmani was discovered shortly prior by the beginning of the First World War. As we have
seen above, in certain social circles of Thilisi dwellers, he had been renowned and popular for a long time
already. It can be mentioned that he was even valued, his pictures were liked by those who were feasting in
wine cellars, dukhan owners' demand was also guaranteed. They certainly didn’t need to discover Pirosmani but
‘cultural circles®, intelligence (artistic intelligence as well), did not know Pirosmani or did not notice him.
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He was “discovered™ by the brothers Zdaneviches, the painter Kyril and the poet Ilia (their mother was
Georgian and they were born in Georgia®), as well as their [riend, the painter Le Dantu; soon the campaign of
revelation and collection of his pictures was joined by a group of young Georgian painters: Dimitri Shevardnadze,
Lado Gudiashvili, David Kakabadze, Mikheil Chiaureli, a completely adolescent painter Ziga (Sigizmund)

Valishevski, who used 10 live in Georgia then, the poet Kolau Chemyavski, the lawyer and journalist Sandro
Kancheli.

Kyril Zdanevich’s story: he and his friend Le Dantu, both students of the Saint-Petersburg Academy of Ant
and his brother Ilia, 2 university student, arrived to Thilisi in the summer 1912, on holidays. They had decided to
make ‘etudes’, study Architecture (llia couldn’t stay indifferent to the magnificent temples of Georgia), compile
rhymes, collect samples of folk art... “In one of the evenings in the beginning of summer in 1912 an entirely

exciting event 100k place, that made me cheerful and warmed up my heart: [ saw pictures of an unknown
painter...

One evening hree of us, wandering about the town, have come to Sadguri circus. It was already getting
dark... Qur attention was drawn by the signboard of the inn “Varyagi” (‘The Vikings’ in Russian) — there was
depicted a sea banile... A usual shop window was arranged in a good taste... Far inside the inn, a fat innkeeper

-
*  Their (ather, Mikheil Andreevich, a descendent of Poles who had settled in Georgia, was a pedagogue and

used 1o teach French language in gymnasium; mother, Valentina Gamkrelidze (patronymic name Cyril) was a
musician by education. G. M.
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was standing at the counter. When we entered we saw pictures, chaotically hanging on the walls... A tall man
with a long moustache and a homn full of wine in his hand, stared at us sternly with his big black eyes... We were
facing the art completely unlike for such establishment™. The astonished young men observed the pictures and
asked the innkeeper the name of the author. They learned his sumame but wanted to know his address as well.

“Oh, poor man, — he answered, — it is long since he has no room at all, he is a wanderer, takes the box of
paints and goes away, and no one can tell you where he goes to..."

The ravished young men began to look for him.

From llia Zdanevich's diary: “We have found the painter. We came across a house in Malakani Street,
where people showed us Niko, standing on the sidewalk. He was making an inscription ‘Dairy’ (‘Sardzeve’ in
Georgian). He made a turn, bowed his head with great dignity and continued his work, making his remarks to us
from time to time... At a white wall there was standing a painter, dressed in tom and tanered black suit. He wore
a felt hat, was (all, calm and independent with a hidden sadness in his looks...” The young men invited Niko
to a dining-room, talked to him, and have expressed their admiration about his art. They told him they wanted
to collect his picture as they considered him remarkable in shaping the ways of the Georgian art( was recalling
Kyril Zdanevich after hall a century) and also many other compliments. Highly agitated Niko narrated them
the story of his life.

The young men did start energetic action.
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By random enquiries they ascertained names of the owners of the majority of Pirosmani’s pictures; they
have made the list of those dukhans and inns, where his pictures were to be found, and started negotiations for
their purchase. They were joined by Valishevski, Chemyavski, Gudiashvili, Chiaureli, and Shevardnadze. They
used to meet people of various sorts. Some of them used to lake them well, others looked at them suspiciously,
some of them easily let them have Niko's pictures, others felt that there was bomn a special interest towards
them, tried 1o get profit out of it Some of the owners were really unwilling to sell the pictures, as they gol
accustomed (o them and were fond of them."

Brother Zdaneviches and Le Dantu, on their return 1o Saint-Petersburg on their holidays, made a stop in
Moscow. The repon of Pirosmani and showing his two pictures by Le Dantu caused a sensation in one part
of the painters and an art amateur of Moscow. There was decided to arrange an exhibition of his pictures in
Moscow. Le Dantu published a letter about him in one of the Parisian newspapers, and Ilia Zdanevich, in the
following year in 1913, wrote an anticle in Russian newspaper “Zakavkazskaya Rech” issued in Tbilisi. In the
Jetter there were listed the inns owning Niko’s pictures (namely, which pictures) and there was also mentioned
the poor situation of the painter. “His address is: cellar “Kardanakhi”, Malakani Street, 23. May be someone
gets interesied in his fate and will be able o express sympathy for him”, - say the ending words of the letter.
In 1913 [lia Zdanevich received a leiter from Moscow, [rom the famous founder of *Luchism”, the painter
Mikhail Larionov, who was preparing an exhibition. “We published, — he wrote, — a list of works of last two
years’ exhibitions held in Moscow and of the painters taking part in them. I would humbly ask you to supply us
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217

In the same year llia Zdanevich requested Niko to draw his portrait
and Niko painted him from life. In Octeber the exhibition of Pirosmani’s pictures was arranged in Moscow,
followed by another one next year, but according to C. Zdanevich, il has not ameliorated Niko's situation. Yet
in 1912-13 and then in 1916 posterior to the fact that C. Zdanevich made one-day exhibition of his pictures
in Thilist in his studio', there appeared articles about him in the Georgian and Russian press of Thilisi; in the
itlustrated addition to the newspaper “Sakhalkho Purtseli” (‘People’s Leaf™) there was published the photograph
of the painter along with the reproduction of his picture “A Wedding in Old-time Georgia™.

Certainly, “discovery™ of Pirosmani, sppearance of a special interest towards him, admiration that he
caused (and which was not shared by everyone), cannot be regarded accidental. Surly, the fact that he was
noticed in 1912 and not a couple of years ago, or several years later, can be treated as a chance. [t sounds like
a decisive phenomenon, that the time for “discovering™ and evaluating Pirosmani, both in national and in
“general” aspects has ripened. 1910-s is the time when the old traditions formed in the ant of the X1X century
were ferociously denied and “destroyed”. 1t was the time of fermentation, time of novelties, in respect with the
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painting, in particular, contents and ‘pure’ form; this was the time when rapidly interchanging and surviving
new directions and groupings were born in terrific speed. The European ant (including Russian one) will pass a
long way from fauvismand c zannism to futurism, cubism and absiractionism, which simullaneously appeared
in just a decade, on the verge of 1910-s and 1920-ies. Characteristic feature of this period became the passion
for primitive and folk art (far, exotic and local), in order to get id of the modem ‘boring’ civilization. Larionov,
Pirosmani’s admirer, had just followed his primitivist period by the end of 1900-5. One could remember many
other masters of the Russian and European paying their contributions to primitivism. Brothers Zdaneviches, Le
Dantu were also followers of the newest trends, ‘deniers’ and *destroyers’ of the old ones. Surely, they should
have been fascinated by *sound’, *primeval’ ant.

Here are the lines characteristic for the trends and moods of those times from the article, which was
published on 16th May 1916 in the newspaper “Kavkaz™ under the tille: “The Georgian Primitivist' (author:
Gan Golland, presumably a pseudonym): “The artistic vision has been tired by filigree and sophisticated
manner, with frel-like twisting and perfection of details. And here we face the image of the ‘primeval nature’
in this *primitive state’ there is something endlessly simple, but at the same time, endlessly deep as well...
Can ope resist the charm of omnipolent and viclorious flashing of the “nature’s genius™ in everyday routine?
Primitivism in art is the passion to reproduce childishly simple “lorce of expression” of the nature’s unique
power. Niko Piresmanashvili is a primitivist, too. He is absolutely different from modemn primitivists because
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modem researches are alien for him.""

The relationship of the young generation of Georgian painters to Pirosmani was special. It has been formed
not only due to ‘personal’ virtues of Pirosmani as a painter, but also due to those tasks and problems, which
then, in the period prior to revolution have arisen in front of the Georgian art. [n facl, this was the period when
Georgian art, as well as other branches of culture, was preparing for renascence.

During just one (X1X) century, Georgian painting has passed the whole way from the Middle Ages ([rescoes,
icons, miniature, with all the conditional character of the art of the Middle Ages) to modemn times, realistic
pictures of the European type, to the new contents, which more or less reflected the real life and social problems.
This evolution connected with the substantial changes occurring in the life of the country was quite logical,
necessary and inevitable. In order to exist under the new conditions, the Georgian ant had to free itself from the
bonds of esthetical norms of the Middle Ages and master with a certain delay in comparison with Europe and
Russia, the norms and methods of realistic art from the renaissance point of view. Though, the new generation
of the Georgian painters, the one which direcily encountered Pirosmani’s arl, was aiming at new objectives. One
of the tasks wns not only to share the newest currents of the European and Russian art, but also to search for the
national forms; this task implied the search for the relevant "reots® and background.

*  uisa pity that not only in those times, but also in modern times people often meet difTicultics in distinguishing
notions of “primitive’ and “primitivist’. the more so there is an essential difference between them. Despite the
fact, whether we believe Pirosmani is a *primitive’ or not. he has nothing in common with "primitivism’.
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We have mentianed above C. Zdanevich's reminiscence: he, his brother and Le Dantu told Pirosmani, that
they considered him a pathfinder of the new ways in Georgian art.

Here is what newspaper “Sakhalkho Purtscli™ was writing in 1916 in connection with the exhibition
organized at the Zdaneviches. Mose Toidze, alumnus of the Saint-Petersburg Academy of Ant, one of the
representatives of the senior generation of the Georgian painters (though he was only 45 by then): “For some
people this exhibition was indecent and ridiculous... In my opinion N. Pirosmanashvili is a personality, his heart
beals so srongly with national character that we shouldn't be ashamed of exhibiting his paintings, we must
explore the very ground of his an like excavating the crude gold mine. If we want to save the Georgian art from
being swallowed by the reflexes of European an, and not to make it an unimportani, delayed tenth or twentieth
copy of other national ans... until our people preserve its original style, character and forms of creation in one
or twg sirong personalities, we should be nourished. And our sirength and source of life will survive”. This was
written by a painter who was completely ignorant of Pirosmeni’s art. This was wrilten by a painter who, despite
his imerest of specific problems of light and colour, still was very far from his contemporary lefit current, he was
a painter of the traditional realislic school.15

Still, evidently the idea of the relationship with Pirosmani and his importance for the Georgian art was
formed by a great Georgian painter of the new gencration, David Kakabadze. David was one of those, who
methodically and uncompromisingly used 1o pose the question of the fulure faie of the Georgian national ar
(Kakabadze, the creator of our national landscape, is also one of the prominent representatives of the European



41

gob dnbo I0n'dghaggmndab Tghobgd (o daggoobmm Bodmoyommods obagme mumdol mowls Jotorygemds
Mooygaida mogom Jogedodgil. mogomne géan adomgabo oyge, gnby eobinlugydmeroe @ g mdddnintng
bodies boynmbb Joorgenn grmgbger byemaghydob Smdsgommn dare-amdemnb Tghobyd (pogodody bed - fgbo
a@ngirene Ignbogel Tgdfdhaeme - elogy el gafnlgmme SBuddajineme dbadhmdol mgopnlishabm Fadh-
derdlaopghgennggas - gb aym Jgmidg, Jafamgerain batn Inbe BgdmJilgmndobo). Dol Bnofboo, Mmd Jomoggm
Ibogyganms murualids oomdsd dogm-aby Dgopmes gmdagee geelgdell mangengdob. . sdofmd, ol
obobo Lajotrargerl gacigargddn 3p3ominhyh, Bapmed som geea g Ugregdoms Jotargen (gbegtag-
b o sppommediang Jotundagdlt. Gxndl, Bgehy Abng, shommn byanmladol  ‘d5Jdbeb egammbbembaen, s
d3gemn geillgdol Bodadgs, oy oon nbfrdmadones o6 Tgndemgds Boymgngfin aymb. .o odody obgg-
bbbz ,sbapne Bbogginadnb (gmgzbomo bobyg 60y admbdsbaTgngrns... dolin Vydmdlgmads Jadorymr Lobodm-
gozgbonsb sdob moyogdedigdamn. dnbo 3nbobe stolomyb ok yogems Gedeeedy dbaggdrgemne Jgmmenk
doredegyde, shadye dbsdpdm grrddyddn o bmgkgdeb Rodmyommedgds, Amdgembag gabagmormo.. iy
aergbaen mo oy Ghoeagrgen byrmemgbdaly Gaym gofnblabl aabbdsbymn gaje oh Jmboo... Bnbe
Ygdirddgrogds momtigbsm gumgbgmes @y, ndogy b, Lagdom, bojsgmd@om. bogm gommbisbol abs
bogbeam balkgdos fggbn obagmo byamagbgdabamgali ™.

M3 . o 28adg, oy Bobo cwndab Lbgo 3bodgeigde, Godymmbag pafhgeg) momoe ogabydebyb godim-
bAsbL, LAyErose o6 JergTimegdebab, nad Babn Andipgatigdo @, Bom Jocm, 3nldadggemn Aodbmatoym
gnbdy - 38ab sEabpeigdb egon Bsmn Lo ygeain Tgdoddgugdroa Jasddngs. gahmbilbbn dsm WmAgm adoe
bodgmagres, @end Gonlly Gghgdnb  Anbgegom yo o6 Jlboes, o bymesg oA gojémdms, ghegbyem™
boPoringde 4 Jd0mn - ob JAbmpa mepabgmom, ¥705dGngae, . Bogbomsb™, mondnb Fagsmmoe sdmnwhmy-
Suiagpo Thadgnmpytin boopognmob.

absuract art, — the second, parallel line of his art). He believed that the older generation of the Georgian painters
have spent their efforts lo master European forms. “That’s why, even if they used to work in Georgia, their
soul still was not able to understand Georgian life and local conditions™. Thus, on the second hand, neither
imitation of the old forms, nor their interpretation can be fruitful. D. Kakabadze concludes: “The living face of
the new painting is Nike Pirosmanashvili... His art is connected with the Georgian reality. His aim has never
been to reproduce any of the methods of painting, but 10 pore into the artistic forms of life, which he suffered...
Pirosmani had no intended ideas of neither national nor traditional art... His art is extremely national and, at the
same time, general, common to all mankind... Way ol Niko Pirosmani is a brilliant sample (or our new art™. 16

Neither D. Kakabadze, norother painters ofhis generation, who valued Pirosmani very much, call themselves
his followers or his imilators. This is attested by their creative practice as well. Pirosmani was fascinating for
them, because, he didn't create according to any recipes and didn't think that he was making a *national” piece
of work — he created organically, naturally, ‘internally’, as il being grown directly from the native ground.

As a malter of fact the ‘leamned’ painters, deprived of such direciness due to their education, couldn't
remain indifferent to Pirosmani, though they were investigating the new ways of development of the national
art. However diverse was the estimation ol Pirosmani's art and his “historical™ place in Georgian painting, they
were pounced on his art as on a reviving spring. It is true merit that he made an essential influence on them. For
several painters it has even become an impulse of their independent activities. At the same time this encounter
was characteristic and typical for this stage of history of new Georgian art.
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1916 occupies a special place in Pirosmani’s biography due lo his

exhibition in the Zdaneviches studio, and also several letiers publishcd
Irot. about him in press. In 1916, under the leadership of Dimitri Shevardnadze,
a":am “bobrbes g1 gpze” who then .had ne}vly rerurne.d I‘rnm. Muni.ch. Germany, f?unded the “Sor:iely
1916 \ized 18 Baole, N:577, aq.2| of Georgian Painters”. This Society aimed at gathering of the national

Newspaper ‘Sakhalkbo Puniseh”, | stuff, popularization of an, as well as “collecting, protection and study of
1916, May 18. No 577, pg. 2

".."_b_‘i.r'__':'.!

] the remains of the ancient Georgian art™.17 In the list of the members of
the Society D. Shevardnadze had enclosed Pirosman, too, whose art was

prompily valued by the former; afierwards he has done a lot to collect Niko's paintings for the art gallery
founded by himself.

The Society decided 1o invile Pirosmani to their meeting. 18 This was charged upon Lado Gudiashvili and
Gigo Zaziashvili, who have hardly found him, making inquiries about him here and there. There are left severat
slories of this meeting. According to the words of the panticipants, Niko was very pleased by this invilation,
though he proudly stated thai by those times he had already been known in France, too (he was implying Le
Dantu’s anicle). Pirosmani lisiened silently to the words of the gathered painters. Then he said that it would be
good 1o build somewhere in the centre of the city a wooden house for the painters, to buy a big samovar “we’d



A sketch by Jacob
Nikoladze, 1916.
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then be able 1o make gatherings, drink tea and talk of the art.” During the meeting his
face was drawn in pencil by [akob Nikoladze, the painters Alexandre Mrevlishvili and
Shalva Kikodze. After the meeting he was asked to recite of himself and was handed
a small amount of money as a pecuniary aid. He said that he would buy dyes with this
money, would paint a picture and present it to the Society. After several days he indeed
brought "A Wedding in Old-time Georgia”. They took him to photographer Klar and
his photograph, nowadays widely known, was taken. AfRer this meeting “Sakhalkho
Punseli™ has published his portrait and reproduction of the mentioned painting, which
made Niko very glad. Unfortunaiely, afier several weeks the same newspaper, with
absolutely unexplainable cause, published a caricature: Niko, barefoot, tattered, his face
in pimples, is standing in front of the easel and is drawing his “A Giralfe™. Next to him
is standing Grigol Robakidze, who tells the former: *You must learn, brother! In your
age 2 man can still create a lot of things... in ten or twenty years you will make a good
painter... then we shall send you lo the exhibition of young painters™. The canicature has
greatly moved the self-esteeming Pirosmani. Exciled he rushed to Zaziashvili and asked
him to defend him from the people who have publicly ashamed him. The “Society™ and
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ils young members, who frankly wished him well, were not guilty in that
scandal.’

A caricature published in the “Society of Georgian Artists” has made resolutions of assigning
supplement of the newspaper

“Sakhalkho Purtseli, pecuniary aid to the painter several limes further. They used to send him
money via Lado Gudiashvili. Lado especially took close to his heart
every single maner concemning Niko's an and personality. Later on Gudiashvili several times published his
reminiscence of his last meeting with Pirosmani, when the painter was already very low-spirited and confused
and used to live somewhere in under staircase. Street boys mocked him up, threw stones at him but he continued
to work. The main theme of his walk with Gudiashvili was painting, though one would easily notice that he was
in famine and decline.

It seems thal this happened in 1917. Despite many attempts after this last metting Gudiashvili feiled to find
him. In 1919 the “Society of Georgian Artists” exhibited his B pictures in their [irst exhibition, but the painter
was no more able Lo atiend his exhibition: he died in 1918.

4 years later afier his death, in 1922, Giorgi Leonidze wrote down second hand clothes’ trader Archil
Maisuradze’s story about Niko's last days: by the end of his life, Pirosmani seemed to return to Malakani

*  The caricature is the even more unexplained if we remember that Grigol Robakidze was disposed well towards
Pirosmani. His words are: Y ou see Pirosmani and you believe in Georgia” (newspaper *Bakhtrioni”,
1922, # B). Another article by him is published in the collection, issued in 1926, under the title of “Niko
Pirosmanashvili”.
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strect and he used 1o eamn a couple of “kopeicks™ in some Abashidze’s
dukhan... Once, disabled from illness, he'd lain down in the cellar and
A cellar where Niko Pirosmanashvili couldn’t get up any fnore. '"Alfler two or three days [ went down there
lived in 1917. Lado Gudiashvili's and ran by chance into him in almost complete darkness. Someone
sketch. moaned binerly. [ startled and cried out: Who are you? It's me! _ there

was a moaning voice again and I recognized Nikalai by his voice. He
himself didn’t recognize me. He hardly managed to say several words:
'l felt myself ill, I've been lying here for three days and couldn’t get up!' [ tock a cab at once and as I was
occupied at the moment Ilia Mgaloblishvili (son of Andria) took a seat neat to him in the cab and took him to
Mikhail’s or Aramiantsi’s (I do not know exactly) hospital. Anyway, the poor man died there in one and a half
day’s time.” Maisuradze noted that it had happened on the Easter day. He and the others aftested that Niko was
buried amongst the uncared people on Kukia cemetery. Still it has proved to be impossible to find Pirosmani's
grave, though various opinions were expressed and once a skeleton was exhumed as well... the remains were

proved to be a woman’s.

AfRerwards it becamne clear that it is no use seeking his grave. This wouldn't add anything to a sad, but
poetic legend about the painter Niko Pirosmani.
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PART TWO
I

Most of Niko Pirosmani's paintings - 149 in all - are kepl in the Georgian State Art Museum®, in Tbilisi.
Almost all of his most important works are gathered here. One or more of his works are kept in other museumns
{in Moscow, in Siate Tretyakov Gallery. in the State Museum of Art of the Peoples of East, in Saint-Petersburg,
in the Russian Art Museum, in Mirzaani, in Niko Pirosmanashvili’s Museurn) and in private collections (in
Thilisi, Moscow, Saint-Petersburg, Paris). The wall paintings, as we have already mentioned, are destroyed, as
well as most of the signboards. Survived works constitute a minor part of those created by Pirosmani. The quest
has been going on.™

*  InC. Zdanevich’s catalogue up to 40 lost or destroyed pieces of work are listed, those which he had seen and
wrillen down in the first period of his acquaintance with Pirosmani. The same catalogue shows that in 1926
several scores ol pictures were still in the inns or wine cellars, and about 70 remaioed in the privaie propeny.
In the book, issued in 1954 by E. Kuznetsov (Leningrad, “Aurora™ Publishing House), there are 57 titles of
the lost pictures.

** In 1987-88, when this work was being wrillen, Pirosmani’s 149 paintings were registered in the museum. In
1999-2001 the registering commission assigned two of his paintings, “Alexandre Manucharashvili. son of
Zakaria” and “Traveler™ to Picosmani's circle. [n 1930 Dimitri Shevardnadze bought a [ragment [rom the
picture “Hunting in India” (Hunter, 33 X 22 cm) lor the museum. In 1937 the whole scroll of the picture
was handed 10 the stock of the “Metekhi”Museum. The fragment has been returned o the main picture and
restoration is being taken place in the Art Museum. Pirosmanashvili's 146 works have been registered in the
Museum up today.
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Atmibution of painter’s works is not very complicated, though no one has worked especially on this matter.
Itis possible that several issues would arise in conneclion with certain works in the future, Most of the paintings
are signed.” The fact, that Pirosmani is the author of many other important pictures, is aftested by the witnesses
of their creation or those who hed ordered them. Finally, artistic and technical characteristics have gol decisive
importance, not saying anything aboul the contents. Just several of the pictures, known 10 us, cannot be attributed
to Pirosmani for sure, others do not cause any doubt.

The issue of daling is more difficult. There are just a few pictures dated by the painter himself. Most of them
pertain o 1906 for some unknown reason (it is strange, that two pieces of work ere dated by the same day, the
Bth June)”. Some literal information exists on several of the paintings oblained from Pirosmani’s acquaintances,
but apan from two or three exceptions, it is doubtful that this information might be exact and reliable.

In the catalogue, compiled by Cyril Zdanevich, which was published first in the collection of works in
1926 and afierwards in his own book, a part of Pirosmani's pictures is pertained to the period of 1895-1903 and
others starting from 1904, are divided according 1o the specific years. But the variants of these catalogues differ
from each other and the text in the book doesn’t show whether the author had any documentary backgrounds
for such dating: he arranged the paintings according to his own observations snd opinions. Zdanevich had
*  Pirosmani used 10 sign his piclures either in Georgian, or in Russian, and in various ways: either he indicated
his name and surname, or he wrote just one initial letter and his surname, or just initials, and often he would
write letiers: A H.IT, which signified in Russian: *Painter Niko Pirosmani'. He sometimes used 1o shorten his
surname to: ~Pirosmanash” in Georgian and Russian.

**  These works are: “Portrait of Alexander Garanovi” and “Carousal with Organ-grinder Datiko Zemel”. G.
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outlined general periods of Pirosmani’s art as well (he distinguishes three periods: 1895-1903, 1903-1915,
1915-1918).20 A part of his observations should undoubtedly be taken into account as true and logical, but it
is difTicult to agree unhesitatingly with such periodization without any further detailed research; dating of the
pictures requires more thorough check-up. I think that it is truly possible to make their general grouping, but it
is deubiful that we would be able to find reliable documents for their exact distribution according to years. In
any case this is a job for the future researchers.

Titles of several paintings should be regarded as conventional, 10o. Though, many of them are appended
with written explanations: “A Wedding in Old-lime Georgia™, “Actress Marguerite”, “The Black Sea®,
*Childless Millionaire and a Poor Woman with her Children”, “Robber Has Stolen Horse™, “Sheteh Helps
Prince Baryatinsky to Capture Shamil”, *Jackass’s Bridge”, and “Robbers Getting Ready for a Raid”. Some
of the explanations are made in Georgian and there are many Russian inscriptions, too (Russian phrases are
far away from the night orthography). Explanation is appended to many portraits, too (to group portraits, here
sumames are written next lo each shown person)”; but most of the pictures have been named much later in the
literature devoted to the painter. Some of them are concrete, ‘descriptive’ (“A Woman with a Beer Mug”, “A
*  Asilis known, Pirosmani’s picturcs are not often appended with simple informative inscriptions. but with

some kind of original ‘slogans’ and *mot1os’. which are mentioned in this book. too, here and there: “Thanks

to God that we attended the Easter day. Christ has been resurrected indeed. long live to brotherhood and
fraternity”, =... A genile life, lev all muliiply™, "Brothers, let's drink wine and recollect pretty Nino™. “Cheers

oa hospit'abi; man” and many others. There is one completely distinguished inscription. 100: a woman lying
on a sola has a scroll in her stretched hand: “Look at me, in what state | am and long live the kind people™,
It would be necessary to know the circumstances of creation of this piclure and the identity of the depicted

young woman 1o understand this inscription.
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Woman with an Iris and an Umbrella™, “A Fisherman™, “A Feast in the Vineyard Pavilion™ and so on), some are
‘geveralizing’ (“Kakhetian Epic”, a scholarly title, which evideatly couldn't be given by Pirosmani himself, “A
Rich Kinto’s Son™, “An Ortachala Beauty™, etc.).

What is the subject of bis paintings? The first that catches our eye at the first glance at his ceuvres is a great
multitude of paintings, which depict scenes of feasy, ‘companies’ of feasters; thematically they can be connecled
with still life and signboards, which represent a sort of painted information. After we became familiar with
Pirosmani’s life, the circle that he found himself in and his clients, we cannot be any more surprised with the
quantity of such pictures. Pirosmani’s paintings were made in order to decorate inns, wine cellars, entertaining
institulions.

However, these “feasts’ involve quile a wide range of themes and are sometimes connected with the other
themes as well: a *feast’ is sometimes represented in a ‘pure’ form — the laid table, people sitting round it, a
conditional, abstract background. Mostly such scene is given against the background of a landscape: here we
can see either mountains, rivers and trees, or vineyards. Landscape is aimost equal to the ‘feast’ itself with

its importance. Though, there are even larger compositions, where the *feast’ is only one particular scene.
Pirosmani hasn’t drawn a “feast” confined within an interior.

Who is *feasting’ in Pirosmani’s pictures? In several cases these are Georgian lords and princes. It is
casy 1o recognize them by their costums and looks, which Pirosmani was able to reproduce very casily. But
moslly these are the custiomers of the pictures themselves ~ innkeepers, dukhan owners, wailers, kintos and
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the karachokhelis, also their clients from the same social class. The main form of the *spiritual’ life for each of
them was spending some time al a table, observing traditional order with traditional dishes and drinks, dances,
songs, heart-melting accompaniment of organ, zurna and duduki; this was elevated to the level of art for them,
and was also connected with their own trade and everyday business. So they wished to be painted in the very
moment, when their human essence and their delight with life were revealed most completely and characteristi-
cally.” These are actually group portraits and their deslination reminds us that of the Dutch corporative portraits,
where the people of one trade are also depicted, exhibited in any of the public premises.

In some inns the cuslomers were encountered by Pirosmani's art right at the entrance, at the place where
the signboard was hanging and one who would enter, got entirely surrounded with his pictures. In some of the
dukhans they had more than fifteen pictures painted by Niko. Signbeards included not only text messages, but
images, 100: it created mood at once and drove the customers into action (Signboard . BuHHBIA norpe6. Pac-
*  Waiter Chichinadze's story: Niko “used 1o go round the wine cellars in the momings 1o find out who had
something o paint. Il | was in the right moed. I'd tell him: come on, draw for me Muskheta, forest. Aragvi.
meadow, vineyard. If we were in a company, we'd make him paint our company: piglet, chicken, greens, winged
salmon, [ruit. wine; organ-grinder with his autributes. _ “Don't worry. genatsvale ("dear. darling, my love’ in
Georgian), everything will be all right, just give me one rouble Lo buy the paints”. Reminiscence of the innkeeper
Limona: “He was the favourite of the whole market. He'd paint a picture and carry it round the dukhans... He
did not 1ake money lor the picture, he made us quit it for food... Sometimes we asked him to paint us. Once
he painted me with my friends. 1t was on Sunday. We called Nikala , added some provision to the table, we
put three dotted jugs in front of us, cast some greens round them. It was dark in the inn, that’s why Niko was

standing next 10 the open door and painting us in the light coming in through the door. It made a sirange
picture”.?
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*  ob oBob Fglobyd bunbggfigher s prarpdyde 3 rgbbyprgeb Frpbla

NHBOYHO N HA BYHOC™ (Russian inscription meaning: “Wine cellar on tap and off premises™). A cartand a
buge wineskin, which is bigger than oxen, are painted on it; the cart is followed by a rider in national Georgian
dress (‘chokha’), with a fur hat and dagger, holding a wine hom in his hand. A signboeard: ,Ya#i, nuso H
NHMOHaI, cenbTepekan. Pa3. kpen. HanuTkos" (Russian inscription meaning: “Tea, beer and lemonade,
Selzer. Strong dnnks on lap™). A dukhan servant, who is holding teapots, a barrel of beer and wooden mugs Full
of beer, botiles of lemonade and Selizer water against the background of (ruitful lemon rees.

Customers sitting at the tables saw the same action into which they were involved an the walls, they saw
their own images or the people similar to themselves.

Heroes of the pictures seemed to be 1aking part into the general aclion logether with the people presented
in the restaurant or inn". The aim of the pictures was to decorate premises, rejoice spectators' eyes, and also to
come into contact with the evenis occurring in the inn. Inscriptions coming below were not accidental at allk:
“Long live the company Bego. A gentle life, let all multiply™, “Cheers to e Hospitable Man", or the text repeated
in the pictures of Easter lambs of God: “Thanks God hat we attended the Easter day. Christ was resurrected,
indeed™. The influence of pictures and portrails are also magnified by the explanatory texts (or, more exactly, by
explanations of the contents), sumames of the painted people (the author gives us also a view of the Black Sea
and explanations of cerain paris of the picture in hunting, these parts represent various plots).

*  See the interesting observations about this in E. Kuznetsov’s book.
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We can also connect Pirosmani’s still life paintings to the theme of the feast, as the food is depicted on them,
too, and they have also direct connection with dukhan interiors, what they were destined to decorate.

But as we have already mentioned, Pirosmani'’s pictures adoming inns greatly exceeded the limits of
carousal scenes. Subjects of special interests are the compasitions, in which scenes of feast are incorporated
as constituent parts. These pictures witness that the painter wanted 10 go beyond the constant, daily repeated
narrow framework of the usual theme and depict the nature of the native country as well as the life of his people,
who were dear and familiar to him. And though he was restricted, as he could paint only those things and events
which were known and available to him, he tried to generalize and panoramically involve the whole country,
showing all the variety of its life.

In “Jackass’s Bridge" he shows variants of feasts, however, this is some sort of generalization. It seems to
be an apology of the feast: carousing under the open sky, carousing under pavilions, carousing even in boats! In
“Kakhetian Epic™ (its altemative title is “Alazani Valley™) and in “Bolnisi St. George’s Day”, which is, in fact,
two variations of the same plot, figures of those who feast are just incorporated into the range of other scenes,
though they still occupy an honourable place. Both of these paintings, which belong to the aumber of largest
works of Pirosmani, are very elongated (size of the first of them is 91 x 539 cm, and of the second, 78 x 263
cm). This is caused by the fact that the painter aimed at synchronic narration of two different stories (naturally,
their sizes were preliminarily accorded to the premises where they were to be placed).
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It can be remarked that Pirosmani doesn't restrict himself here and freely ‘reviews’ various aspects of the
folk life. The scenes take places against the background of green hills and rocks. You will find everything: 8
small river and a bridge, water mill, flock of sheep, nexl to a small village church — pilgrims and their night-
stay lems: others arc heading towards the church in roofed carts, someone appears to have come by cab... In
“Kakhetian Epic™ three feasting princes are placed onto the foreground, on the left. And in “Bolnisi St. George’s
Day™ there are several *smaller’ parties; there is no one lefl oul: neither the dancer with a red handkerchief, nor
musicians, a cook standing by the big pot, & miller, peasants heading lowards the mill and their donkeys with
saddle-bags on their backs... And in both pictures one comner is devoted to the scenes of robbery ... “Strazhniks™
(Policemen in Russian Empire) are rushing to help the robbed man and another man, standing in the middie

of the foreground, gives them a sign telling where this event is happening. This last narrative detail is less
characteristic of Pirosmani.

Thus, painter™s task is 10 present various aspects of life: labour, everyday cares (herder, mill), even a
traditional folk celebration, which exceeded the limits of expression of the religious feelings, joys and even
light accidents, as it usually occurs in human everyday life. The panorama of the country is also shown (near
the horizon there is a village and a building, something like a fortress or a lower is seen closer). Everything is
represented naturally and organically, everything, both together and in details, is real: not only plots or episodes,
but also details of everyday life, atinbuics, including Nat-roofed houses. The eudience wouldn’t forgive the
painter even the tiniest falscness, as for them all was cxactly so femiliar and close, as for Pirosmani himself.
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In "“Vintage Feast”, which is one of the most remarkable pieces amongst his works, the painter almost
totally leaves away the theme of carousal (feasters still are there, but they are placed somewhere in the depth,
turning into an ordinary detail of the picture). Here the main theme is vinlage, an important event in the life
of the author’s native Kakheti. But this picrure is directly connected with the inn, wine cellar, for which it had
been performed.

Pirosmani has also got pictures completely different by their plots. Such is, for example, “Hunting at
the Seaside of the Black Sea”, where nothing corresponds to the reality, everything is arbitrary and fantastic.
This can be explained either by the caprices of the client (wine trader Sitatishvili, as it is expressly noted in
the inscription) or of the painter himself: s deep forest is painted in the picture, on the background of which
is a deer hunting; a rock and an aurochs proudly standing on it are seen, as well as again some wood and, as
the inscription explains, bear hunting in it. It is difficult to understand, who and why ever wanted to connect
deer, aurochs, bears to the Black Sea, as these animals are not met there. It seems that the picture caused the
interest of the audience by its unusualness, distance from the everyday routine, a kind of romanticism. The lact
thal romanticism was not unfamiliar for Pirosmani is evidentiy proved by his night landscapes, “Robbers” and
numerous images of animals; Pirosmani loved animals especially. Then how else can we explain the beautiful
“Arsenali Hill at Night™, or the pictures: “Robber Has Stolen Horse”, “Robbers Getting Ready to Afttack™, or
such an unexpected thing as “A Bear in the Moonlit Night”, where the effect of the moon tight is reproduced so
amazingly...
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If we do not count horses and oxen ‘ecling’ in various pictures of Pirosmani, almost one fourth ol 50
survived ones are devoled to animals.

He cannot be regarded to be an animalist from an ordinary point of view, Pirosmani did nat simply paint
the representatives of the animal kingdom, as Paulus Potter or Rose Bonner painted their cows and bulls: these
cows and bulls were just cows and bulls and nothing else. In contrast, for Pirosmani every animal has some
hidden importance; they are humanized, as in fables. Somelimes they are assigned a symbolical idea, as camriers
and representatives of a certain human feature or origin (good or evil). “I like to paint animals, they are friends
to my hean”, told Pirosmani to Lado Gudiashvili. And indeed, it is very difficult to put into words the mood
of poeury, *spirinality’, hearty warmth, which seizes a man, when he looks at deers and roes, being especially
dear for Pirosmani (in Georgian folklore, too, they enjoy a special sympathy!); how Pirosmani sympathizes
doomed Easter lambs, how the malemal cares for her piglets, in the ‘countenance’ and the whole figure of the
huge white sow, as well as in the images of a white bear and bear-cubs”. What 2 proud air have the lions gol!
Certainly a black wild boar perscnifies something negative (both in colour and in character) for the painter, just
as the eagle thal rips a hare up - it is not only “a picture of nature’, it signifies something much deeper. The

*  J1is strange, how Pirosmani and his clients are expressly inlerested in white bears, which certainly no one had
ever seen ip Thilisi. Pirosmani had other variants, too, nd in one of them a white bear is shown ageinst an
almost subtropical landscape, with maize, (ruit 1rees and thick plant cover. He has another strange picture as
well: “River Emut in Tungusia™, with a scene of hunting on a white bear,
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impression, that his “Giraffe™ has made on first critical writers is characteristic: “If Weininger is right, - wrote
one of them (Harry Holland) in 1916, - that each animal carries in ilself one of the metaphysical definitions
of our universe, then we shall surely find such definition in Pirosmani’s “Giraffe™; Giraffe's eyes are depicted
with such expressive force, that you forget that this is just an animal and you are seized by almost mystical
fear”.2 The second author, A. Petrokovski (in the same 1916) stated: *when I first saw “Giraffe”, | was al once
overtaken by some strange fear, you may call it also trepidation, if you wish... This is a sort of magic, some

sorcery...’?

The authors expressly distinguished also “Roebuck™, which reminded of a clay figure to one of them. It was
an exacl observation, “Roebuck™ indeed echoes to the Georgian folk ceramics (namely, Kakhetian one), with
drinking vessels, which ofien represent a roebuck, too. But in Pirosmani’s picture it is not only revived, but also
strained, as if it trembles with the expectancy of some danger. It is a kind of witchcraR, too.

Choice of animals is also characteristic: mostly these are ‘noble’ animals, but there are also ‘working’
animals among them: cows, camel, donkey; he has painted a fox, too, which, surely, represented for him a
symbol of human viciousness.”

* L. Gudiashvili tells us Pirosmani's words: “... everylhing in life has two sides: good and evil. Here, the white

cow is the symbo! of serenily, calmness, love... The black bull _ fighting. roaring _ is a war. The eagle is big
and pitiless; it rips up small, weak and poot hare. The eagle is the Tsar's eagle, and the hare is... me and you™.
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Iy seems that Niko's clients shared Niko's love (o the enimals: old lists of his pictures, made in those limes
when they were searched in inns and cellars, centify that his animal pictures occupied an honourable place
everywhere.

Thus, feasts, still lives, panoramas and scenes against the backgrounds of landscapes, animals... During
the review of these pictures we shall discover that Pirosmani, who passed 45 years in Tbilisi, grew into it and
used to paint Thilisi townsfolk all the time, has never painted Thilisi, its streets, ils views (we musl not consider
*The Tiflis Funicular” here, because the mountain is painted above the city and not the city itself). He had a
great desire of painting nature. Georgia, his homeland is not the city for Pirosmeni, but the mountains, woods
and rivers, village, 10 which he was connected wilh the reminiscences of his childhood.” He has a picture:
*Threshing in Kartli”, paintings devoted to peasants, which should all be pertained to his best works.

We must mention here two more groups of Pirosmani’s works: one of (hem consists of people’s portrails
and various types of images - they also belong to the same circle, to which Niko himself and his clients used
io meet duning their life. The amount of survived pictures this group cccupies the first place among Niko's
works; the second group is of so called ‘historical genre': historical persons and scenes from the historic past
arc depicted here.

®  The Batumi view is completely conditional, the city is seen somewhere lar away., in the hills that does nol
exist in the reality. The main autention is devoted 10 the train, depicted in the foreground as well as 1o the
sea and to the ships. on the mais of which Mags are waving. This ‘cosmopolitan’ landscape is the only picture
by Pirosmani. that resembles us Henni Rousseau by its motive (See “View of the Isle of Saint-Louis” by the
lauter).
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Pirosmani’s portraits and “types’... We face a whole gallery of the Tbilisi
bohemia, “low circles”, as well as representatives of the small bourgeoisie.

Women from the ententaining institutions: apart from “Actress Marguerite”,
there are “A Woman with a Fan” and a very vulgar picture “A Woman with

L'Jllﬂb amlww&w\m Bnl,n. Xlx
 rpobabfrgmeb yragee | g Beer Mug™; two “Ortachalian Beauties”. Then the working people come:
A fire-wood seller boy. A “Worker Soso"”, two other workers (*musha’ in Georgian), one of them carries

photo by the end of XIXc.
a wineskin on his back and the other a barrel;” “Chef de Cuisine” in white

gown, A Barber” (vanished), "Nurse with a Baby™, “An Organ-Grinder”, “A
Fisherman™ (another variant is kept in Tretyakov gallery: “A Fishcrman in the Rock™), *“Lirtle Boy ~ a Firewood
Seller™.

Finally, a very popular “Street Cleaner™, & frowned, dishevelled man, sparkling his black eyes and angrily
looking at us, he epparently boasts himself as a representative of the power (and he holds his stick as a real
scepire in his hand}: this is one of the most expressive images according to the psychological *solution’ among

the types of Pirosmani.

Then a very charactenistic group comes: a fany boy with a round face, who wears a kinto's uniform, making
his arms akimbo and putting on airs. This picture is called “Son of a Rich Kinto™ (he wears silver girdle and
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o chained watch. and this is the main thing!); “Little Girl with a Red Balloon™, she is also round, fat, wearing
motley dress, of course, she is coming from @ rich family and her parents, evidently, wish to show that the girl
is belonging to the *society®. We can recognize her, but a litlle grown up, in the group portrait “A Family Party™.
This is the only picture by Pirosmani, where all are dressed in the European style and drink from glasses and not
from wine-horns. This girl, as well as the “Son of a Rich Kinto”, dressed as an adult and that’s why looking like
a Lilliputian, make a comic impression. Willingly or unwillingly, Pirosmani, who had no inclinations to satire or
‘unmask’, has created ruthless by their binemness of the social characteristics and images here. He didn't make
it on purpose, and only his keen eye and inner righteousness should be ‘blamed”.

Further: several portraits of the persons known with their names and surmames (these are all wailers and
innkeepers. more or less wealthy). However, these portraits are copied from photographs or are made as their
imitation (Garanov’s and others® portraits).

Several variants (at leasl, five) of “Georgian women with thari or tambourine” can be added 1o the same
circle of “Bourgeois™ (precisely - petty-bourgeois) portraits and types. They wear Georgian costumes. We
can also consider here “Physician Riding a Donkey” and several others as well; “A Wounded” and “A Nurse”
probably belong 10 the times of the First World War. What about Ilia Zdanevich’s ponrait, it is certainly an
*  May be, “A Lady with an Umbrella and an Iris” comes from the same picture: this is a respectable lady. who

wears a huge hat of the last vogue. In any case, this picture belongs to the same circle of *family company’ as
well.
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exception: until this moment Pirosmani never painted any representatives of intelligentsia.

A very famous piece of work, “Childless Millionaire and a Poor Woman with her Children” (with the
Russian inscription of this title “Miunuonepe 6eaneTHetil; benqasa ¢ meraMu™) stands apart. [t can be
linked to the range of the discussed paintings only conditionally. It differs from Pirosmani's other works. This
is the only picture where we see the ‘direct’ social opposition (we have just mentioned that Pirosmani never
used to take the seat of an accuser; as the poet Konstantin Simonov righteously remerked, “Despite his hellishly
difficult life, he hasn't become embitiered™.) But another opposition, which is purely human and psychological
is evidently felt in this picture; as if \he painter asks us which of them is happier between them.

Finally, the existence of *historical’ theme, to which we can ascribe literary plots, as well (illustrations,
portraits of writers) is quite logical. Let us remember, what place literature occupies now (and occupied even
then) in the life of our nation, what popularity and love the writers were enjoyed by (peasants and artisans
knew by heart many pieces of work of the pocts of the XIX century, besides the beloved poets of more ancient
times, Rustaveli and Guramishvili), and what halo were worn by the heroes of the national history. Pirosmani
chooses the most popular personalities amongst them: ‘King Tamar', Giorgi Saakadze, ‘Patara Kakhi’, i.e.,
exactly those, whose names the past glory of Georgia or the fight for national independence is connected with,
Rustaveli, who devoted his poem lo Tamar, is among them, too. Pirosmani knew this and for him, as well as
for the people, these two names were inseparable. The painter, who loved literature and history, adored both of
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these personalities (this is confirmed by his relatives as
well as by those who he spoke to) and ofien depicied
them. It was the matter of honour and prestige for the
inn-keepers to have pictures of the hislorical herocs
and epic stories from the pasi of their homeland. Two
scenes, painted by Pirosmani from Valerian Gunia's
play “Brother and Sister” are the most famous pictures

of this group, as well as a multi-figured composition
under Lhe title: “Giorgi Saakadze Saves Georgia from
the Enemies”. It is another question for consideration,
what artistic level of these ‘historical’ portraits and

ls e ypaunbilolio dopopna. gopm. glnsl dogbol e
™ omgltyorggn (Jgfukn gogrgdigno).
Niko Pirosmanashvili. Hlustrations for V. Gunia's play
‘Brother and Sister’ (Private collection).

compositions is, and if they can be positioned next to
the other works of the painter, The answer would be
negative: these pictures are much weaker. Meledramatic scenes of “Brother and Sister” are performed according
to the photographs; Pirosmani changed only dresses and faces; “Saakadze” is also based on a photograph: this
is a scene from David Enistavi’s “Samshoblo™ (which is written on the plol of Victorienne Sardou’s *‘Flandria™).
The core of the composition ~ making vow in front ol the flag ~ is taken from there; certain separate figures are
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borrowed as well; it is true that Pirosmani has added to it other figures, landscape and the army.”

Erekle II is copicd from the widespread portrait (cenainly, not from the originel one, but from a photo-
reproduction). While painting Rustaveli and ‘King Tamar®, Pirosmani, evidently, took into account the known
iconographic prototypes as well. All of these cenainly restricted him, as he painted without living models,
without having any impressions of his own. That’s why his historic personalitics lack ‘character’, intemnal life,
i.e., they are deprived of the main feature, characteristic for Pirosmani’s heroes. In these pictures colouring is
less interesting, too, and somelimes even taste betrays him. When he painted Giorgi Saakadze separately, the
only existing ancient portrait which was evidently unknown for him, Pirosmani [elt more at ease. He wanted
to give more cogency to the portrait and dressed Saakadze in Gurian costume, though it is known his hero had
nothing 1o do with Guria {(a province in western Georgia).

Pictures, devoted to the *newest history® are much more vivid, as they pertain to the age that Pirosmani’s
contemporarics still remembered: these are two scenes, connected to the conquest of Daghestan by Russia
{"Sheteh Helps Prince Baryatinsky to Capture Shamil”, “Shamil and his Bodyguard™). Especially “Liberation

*  “Samshoble” (‘Homeland’ in Georgian) was slaged in 1881 for the first time, and “Brother and Sister™ in
January, 1892, and remained in the repertoire of the Georgian theatre ever since, until the years of Revolution.
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of Peasants™ is impressive, and it is one of Pirosmani’s best works.*

This is mainly, what we could tell of Pirosmani’s themes, however, we certainly haven’t mentioned all the
pieces of work. The remained ones also pertain to this or (hat group. It's notable, thal no contemporary painter
can be compared (0 Pirosmani with the multitude and variability of themes. *

And still, we must mention not only what Pirosmeni painted, but also those things he never wished
to painl, though these themes were very well known for him and he saw them in his everyday life. Isn't it
amazing that Pirosmani showed interest in hunling on white bears, painted exotic giraffe and lions which he
had never seen, and remained totally indifferent to such colourful, truly characleristic pictures of Tbilisi, as
Berikaoba, Qeenoba, Boxing, ram fighting — old Georgian public festivals (remember other Thilisian painters:

*  Pirosmani gave the name “A Wedding in Old-lime Georgia” to one of his largest pictures of the late period
- this is the picture that he dedicated and presented to the Society of Georgian Painlers {(somctimes il is
called "A Wedding in Kakheti™ by mistake; the true title is written in the piclure itsell); but this one cannol
be ascribed 10 the historical genre: the ritual of the meeting of the Bride and Bridegroom, their walk in the
company of the best (riends, firing guns and so on, all of these still existed in the times of Pirosmani; this is a
live image from the life of Georgian villages.

There is some information that Pirosmani had performed illustrations for the poem “The Knight in The
Panther's Skin™ _if it was a wall painting it had not been preserved. Whalever its virtues might have been,
il it did exist indeed, it is an expressly remarkable fact. As it is known, the first illustrations of the poem,
performed by Georgian painters. belong 10 the 30-ies of the XX century. Until then only illustrations, made
by the Hungarian Zich (80-ies of the XIX century), and earlier miniatures of the X VII century manuscripis
existed.
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Shamshinov, Khojabegov). This also testifies solidity of his artistic interests and ability of self-restriction: he
wasn’t [ascinated with effective, evidently *profitable’ themes. This is connected with some other features of
Pirosmani — the painter who we are going to refer below. He has never painted bazaar of Tbilisi, which was the
greatest sightseeing of the city for many foreigners, but at the same time, he used to paint rural celebrations;
he has never painted working processes specific for town and, at the same time, he has painted vintage and
threshing. Probably feeling of celebration and romanticism accompanied the latter.

II

A glance at Pirosmani's picture is enough to understand: the author had no professional academic education,
he was a self-taught painter. The figures are fixed, clumsy, not quite correct anatomically, arms are like wooden,
propaortions of figures and objects in the space do not comespond to the “rules’, and laws of perspective are often
violated too.

All this is true, but at a closer observation we'll find out that this *lack of skill’, this ‘primitiveness’ turns
into the organically necessary feature of the artistic arrangement of his masterpieces, that those features do not
spoil anything in the stylistics of Pirosmani, these are the only possible and imaginable signs.

Niko painted tables, feasts, church celebrations. In his pictures people ‘enjoy time’, dance, make toasts, and
even sing. And still, we cannot agree with the critic Tugenkhold, who wrote that Pirosmani, who knew ‘the price
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of carousals’, *had a cheerful and artistic nature of kintos’.* He painted cheerful people, but Pirosmani himself
was not at all a “cheerful’ painter. Kintos” jokes and frivolity are completely alien for him. On the contrary, the
first impression is that he is a reserved, calm, earnesl, introspeclive, internally noble painter. True, the same
Tugenkhold notes in other passage, that his heroes are represented with a certain festive emotion.

Most of the sell-taught painters usually depict the images ‘naturally’, in all their details. They see the
concrete elements and cannot see the whole. Unlike them Pirosmani does not enjoy indicative details, if they
are not necessary for understanding the contents of the picture, or for characlerizing the depicted. He had the
ability of generalizing, seeing the essence, the main feature in the object. He always puts forward the most
characteristic [eatures and denied everything, which he believed to be excessive for the solution of the main
idea of his picture; he could squeeze the picture as a formula. Here the same ability of self-restriction becomes
again evident: one of the most amazing features of the man, who not only lacked the special education, but was
placed entirely beyond the sphere of anistic culture.

He represents everything without any delails, laconically, simply (but not in a simplified way!), concisely.
We must not be surprised that many people getting acquainied with his art remember the great Italian Giotto.
They remark: “if he had been bom earlier, he would have become fresco-painter.* Everyone, absolutely lairly,
belicve that his oeuvres are monumental, (hat he has independently succecded in what many other painters of
the beginning of the XX century strived for, sometimes in vain. E. Kuznetsov truly remarks that Pirosmani’s
“time is endless and majestic in this endlessness... his feasts have neither beginning nor end — they are etemnal;
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their heroes are disconnecied from the real course of time; they do not live, do not act, but exist, eternal and
unchangeable... In “Eposes™ external dynamics is neutralized by the whole immovable endlessness. What had
been happening - had already occurred and it has been repeating endlessly. This is an apparent motion, a circular

motion™. ¥

That's why, when we look at Pirosmani's pictures, not only panoramas, which conditionally unify various
plots, but also those which depict Lhe usual, ordinary feast ol completely unimporiant people, we don’t have
an impression of facing a genre scene, just one simple fleeting episode of the heroes® lives. It seems to be a
generalized artistic image of this theme. Pirosmani has very few pictures, contents of which are limited by the
action, occurring in the given moment — such paintings are as if slipped out of his work.”

Unlike the majority ol his contemporary painters, Pirosmani didn't execute his picrures for market (for
sale). He almost always knew, where his picture would be put, what its observance conditions were going
to be (the fact. that they were destined for cenain specified places, can be anested by paired picures, say. by
“Ortachalian Beauties™).

*  Such is, for example, a less known signed picture, kept in the State Museum of Art of Georgia. bearing the
title “In the Fruit Dukhan™, where the details of various {ruit, even a cul waler-melon, arranged on the shelves
are shown. and against this background one can see how a seller gives a package. lull of fruit Lo a lady, entered
into the dukhan. The lady is accompanied by a small boy., also by a little doggic and a hunting dog: such is
also another picture that depicts a sanitary inspector, entering a dukhan. [t has the Russian inscription: “The
New Bazaar Woman™.
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We have mentioned above that these pictures were included in a special environment; they were aclive
*accomplices’ of the actions taking place in dukhan. But the relationship with the interior was established not only
by the contents of the picture, but also due to their formal aesthetical features, exactly to their monumentality,
corresponding 1o their destination: 1o decorate the premises of public character.

“Undoubtedly — | recall again E. Kuznetsov's completely righteous observalion, — in a semi-dark, low-
cciling. considerably isolated (mainly, cellar type) premises, on the dim, twinkling light of kerosene lamps
or candles, which were strongly deviated to the red margin of the spectrum, Pirosmanashvili’s pictures were
perceived in a different way (and much more ‘accurately’), than in the usual and, seemingly, favourable
conditions of the modemn museums. This is characleristic, because the lethe picture needs *ideal’ conditions,
while monumental one necessitates only those conditions, for which it had specifically been created'. 2

How does Pirosmani construct his pictures?

He has pictures deprived of any space, where the acting persons are slightly elevated from the picture
plane, as on a bas-relief, and behind them a *curtain’ is stretiched down - this can be either a neat black sheet, or
a slightly coloured background. Sometimes in the lower part, 1 the frame, a hint of the place of action is made:
floor, or plants. Moreover, somelimes the whole background is filled in with plents; but one has an impression
that the painter hasn't even tried 1o create a depth effcct, as if the grass, yard, vine all are painted on the curtains
as on photographer’s backgrounds. Such are the majority of scparately depicted figures (“Street Cleaner”, “Chef
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de Cuisine”, “A Woman with a Fan™, *Onachalian Beauties”, “Actress Marguerite”, **Peasant Woman with Her
Son™, “'Portrait of Wealthy Peasant”, "Physician Riding a Donkey”, “Little Boy Riding 2 Donkey'). The famous
“Childless Millionaire and a Poor Woman with ber Children”, the majority of the pictures of animals (the most
characteristic example is “A Wild Boar”, which is shown as if it were suspended into an airless space), still lives
(for instance, “Great Still Life™).

Essentially the “feasts™ lacking landscapes are completely Mat. There the whole space is measured by the
depth of the 1able and by a narrow strip in front of the table {“Feast of Five Noblemen™, *Malakanis’ Feast™, a
feast “In Vine Pavilion™, “At Datiko Zemeli’s” (or “Feast with Organ-grinder Datiko Zemel™); additionally, the
plane is fixed by the constantly frontal location of the 1able; figures are made like bas-relief frieze.

Pictures having the background of the nature are of two types: in some of them the foreground is distinctly
exposed, where the main core of the picture and themc itsell are presented, (usually, this is the covered table
and leasters sitting round it); all the rest, landscape with additional scenes and figures seems Lo accompany this
*core’, Such are the pictures: “Krtsanisi”, “Vintage Feast™, “Feast of Three Princes”, “The Guests of Bego™, etc.
Such a dominanl isn't exposed in other pictures and the contents of the picture seem to be scartered in separate
groups, always according to concrete tasks: “Bolnisi St. George's Day™, “Jackass’s Bridge”, “Vintage Time",

“Hunting at the seaside of the Black Sea”, “The Kakhetian Epos™ seems to be intermediate between them,

In spile of the separate features of the compositional construction, the collision of two origins is felt
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nearly in every picture: while representing objects that of flatness against volume; while representing space:
that of flatness against deplh; and while forming the space itself, the co-existence of the ‘correctness’ and
‘incorrectness’. “Batumi” can be served as a comprehensive example of Lhe mentioned, where the first plane
shows a train in the perspective, it diagonally heads from the depth to ‘us’, and all the rest, roofs of city houses,
the sea with its boats and vessels, its horizontal lines *hardens’ the plane.

_ Of course, Pirosmani knows that distant objects seem to be smailer in size than those that are nearer. He
usually draws them exactly so. He possesses the secret of reproducing convex surfaces — please see the large and
small jugs in many pictures, where the volume is shown illusively by gradation of light and shade — reconsider
also some of the human figures and animals, which are modelled spatially. Pirosmani loves to show villages
situated near the horizon or on the hills, a river flowing into the depth of the picture or a road with figures,
walking along this road; he oftcn applies to perspective when he needs representing a roofed cart or animals
{(“A Deer with its Ofspring™), both horses in the picture (“Robber has stolen a Horse™); he draws foot correctly
in perspective, which is unsolvable problem for the majority of self-taught painters and which is also alien for
the folk art (“Street cleaner”, “Portrait of Alexander Garanovi”, “Chef de Cuisine™); lastly, while representing
distance, he emphasizes the role of colour and painting solution, bul the air and sfumato are not felt.

That's why if we began to claim that Pirosmani’s landscapes are characterised only by flatness it would
be a simplification of subject. These pictures contain just as much space and depth, which is necessary for
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the realization of the plot, reproduction of the character of environment, construction of the compesition,
as well as for creation of a relevant mood. The appropriate examples of the above-said are: “Liberation of
Peasants™, one of his best pictures with a road leading far away, and village houses arranged in several rows;
“Feast of Three Princes”, with terraces entering step by step into the depth, A Wedding in Old-time Georgia™,
large “Panoramas”, less known “Feast in Kartli”, with village houses and a lot of people (this mass Pirosmani
represents as a uniform block, as in the frescoes of the Middle Ages: in the first rows whole figures from tips to
toes are seen, and to the rear rows the contours of heads are repeated) in the perspective.

And still, Pirosmani’s vision (not only in the mentioned spaceless pictures, but also in the landscaped
compositions) is still *flat’. Not only all the tables (with feasters sitting round them), but also all the rest of
the ‘supporting’ ¢lements, by means of which the complex compositions are composed, are shown frontally
or in full profile and they make the fixation of the plane. Such elements are: buildings, bridges, boats, vessels
(Pirosmani usually shows two facades, they make an angle with each other, but comnices are horizontal on both
facades). But the most important of all is the fact that the actlion itself takes place in the front plane, or if there
are 8 lot of groups in the picture, in parallel plane; the animals, too, move in the similar fashion; the acting
persons do nol always use the perspective sidescenes (mentioned above). For example, the roads entering the
depth of the picture — these roads are often empty, but sometimes they are intersected by figures, act in parallel

*  This piclure is sometimes referred 10 with another name: “Lent in Georgia™.
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10 the plane of the picture.”

It is characteristic that prominent, voluminous modelled forms and ‘flat’ ones are both met not only in
various pictures, but also in the same pictures: they co-exist. For example, “A Woman with a Beer Mug"™:
beneath her large, spatially painted bust we can see a completely flat dress; the roe thal came to the water, is
plane, as if it were cut from cardboard, but the “White Sow with Piglets™ is very spatial. Five feasting princes
and other participants of “The Guests of Bego” are flattened (some of the figures represent entirely black spot),
but the bodies of three feasting princes are modelled comprehensively. A peasant woman, going Lo the spring is
not modelled generally, in the form of one block, as the majority of Niko’s figures, but with subtle gradations,
even if the space intended for her has little depth; there are also several ‘carved’ trees as well {see for example,
“A Bear, Moonlit Night™).

*Incorrecmess’ of various sorts, or so called *violations® of laws, are especially characteristic of Pirosmani’s
pictures. Niko knows the main rules of painting of the space and objects and still he ‘treads’ them down at every
single step. He didn't cenainly know the laws of perspeclive, as well as existence of a ‘point of gathering’ on
the horizon. That’s why the parallelepipeds of lables, one of the major attributes of his paintings, are sometimes
shown in vice-perspective, and sometimes in axonometry, and each object and building possess their own
perspective. But how can we explain a towally *free’ ratio of the scales of objects and figures? In “The Kakhetian

*  Cenainly. fixation of the planc is facilitated by the inscriptions as well, for example, in such pictures as “The
Guests of Bego™, a three-lined, as if expressly, demonstratively, ‘exhibited’ writing is at an honourable place
as a slogan.
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Epos™ several distant figures, standing on a hill, are larger than ones standing near, and a servant, standing next
to feasling princes, is shown in a smaller scale than they are; or we can remember the signboard ,PacnHBo4HO
# Ha BMHOC" — the wineskin is not only bigger than oxen, but also exceeds the house in size; in “Vintage
Time" the size of the bunches of grapes exceed size of people and oxen; in “Svin”, 100, acting people are of
various size: the heroes, i.e., customers, shown in the portrait, are bigger than the *auxiliary’ persons placed in
the same plane.

No doubt this fact is not accidental. This is confirmed at least by the above mentioned siory of one
customer, who demanded from Nike to change the sizes of oxen and the wineskin. The painter didn't agree with
him and as a sign of protest abandoned the picture. This again conlirms that the size of a certain figure in his
pictures was not ‘indifferent’ to him, but was connected to a certain plot and was thought over in advance. This
is evident even withoul this story. The pictures themselves witness Lhis [act. Such *violations' are almost always
linked with the importance of the idea of a certain object, or the function of a certain object or figure; the same
was in the bas-reliels and samples of the folk art of the Middle Ages in Georgia, too: the feature, that was most
important in each given picture was distinguished and underlined to open its contents and idea; the wineskin in
the signboard of the wine cellar, bunches of grapes in “Vinlage Time"; and in the ratio of the size of princes and
the servant the same principle, valid in the art of the Ancient East is revealed: the lord was drawn in one scale,
and the others in the different. But this difTerence is not so great in Pirosmani’s pictures.

How does Pirosmani build his compositions?
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E. Kumetsov, while discussing Pirosmani's ‘rural’ pictures and ‘Eposes’, expresses the idea of their
‘openness”: ‘We perceive each of them as a part of a huge picture. The action is being spread here totally
freely. it is not finished, and it is just pending. As if the painter had not enough canvas for painting the rest...
and was obliged 10 cease working; and had he some more canvas, the longest of all lines of life would still be
continued”.™ This idea is completely correct in respect with Pirosmani's epical pictures.

However, this doesn't mean at all that they leave the impression of fragments tom from life, that they
possess neither beginning nor end. On the contrary, all the pictures are finished in compositional way. Pirosmani
had & rare intuition in this aspect, 100. It always dictated him how to build a multi-segmented picture, how to
place emphases, how 1o balance various paris and how 1o depict, by means of composition of the main idea of
the work.

Let’s take “Vintage Time™ (its length is almost 3.5 melres); at the {irst glance it seems that the picture is
over-loaded; the first that comes in sight is a heap made of grape bunches, it seems as if they try to overcome
the [rame of the picture and *flow’ beyond it - this is truly the kingdom of vine, celebration of grapes, and the
composition, 100, emphasizes the main idea of the picture; all remained, people and objects, with no exclusions
— people bustling in various spots, the loaded cart, i.e., all the acling persons and all their aclions, are inferior
to the vine, grapes, bunches. Observing the picture, we shall discover the fact, that the picture has a certain
framework, which does not violale a1 a complete freedom and naturalness of actions. The peinter has not placed
accidentally below, in the centre of the piclure, two big pumpkins that attract our attention at once, and in the
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left comer there is a dark silhouenc of a wineskin, dissected by the frame; these objects, together with the tree,
oxen and a carl, a line of kvevris and the men slanding in winepress, create the solid framework of the whole
composition. It is not also accidental, that from the bridge, which is placed exactly on the middle axis, river is
flowing to one side and a path to the other; the whole abundant green mass of the vineyard and trees is divided
into three ‘blocks’, and in the middle of them caesuras are left, so that the accumulation wouldn't become
chaotic.

Let’s remember how the painter creates a *festive” environment for his main heroes, sitting at the table in the
centre of the picture. There is not only the vineyard (the background), but also two powerful trees, which bind
the picture from both sides. In front of the table there are two ‘kvevris’ symmetrically placed here on purpose
as main attributes.

Here is “A Wedding in QOld-time Georgia": the slope of the mountain runs down from the leR to the right,
which shows the diagonal way of construction of the picture. According to this, two opposite groups are placed
on two levels: the left one is placed upper and the right one, lower. And how exacily, naturally, unmistakably
e prancing horse and its rider firing @ gun are placed in the middle of them, along this diagonal; this is an
absolutely necessary element, without which the composition would fall apart. At the same time. Pirosmani
doesn’t forget to balance the great mass of the left building by the church and a tower placed on top of the hill
on the right.

*Jackass's Bridge™: tiny figures, small groups and objects. However, the picture represents one whole
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unity; it has a solid axis, the free area in the middle of the picture, with a pool and the sky (they are not separated
from each other) and a large tree is standing next to them. Symmelrically, on its both sides, the ‘lockers’ are
placed — an inn and pavilion, the margins of which are slightly cut off by the frame. All the separale parts are
interconnected in both, horizontal and vertical directions: the boat to the front, the am, the bridge with the
donkey on it, and the chain of figures; the dancer, the organ-grinder, two servants, the second dancer, dukhan,
the covered table in front of it, the second boat, three musicians, feasiers in the pavilion; parallel lines of
white clouds, birds with spread wings. The same interconnection can be listed vertically, too. Thus, it can be
concluded that all the numerous components of the picture people, buildings, animals, plants, are distributed
exactly at the proper places, and none of them can ever be moved or transposed.

“In Bolnisi St. George's Day™ and in “The Kakhetian Epos”, in Pirosmani's most ‘panoramic’ pictures,
where the endlessness of the Universe is felt more then elsewhere, the same balance and perfection are found.
If we observe the distribution of main components (scene of robbery, ruins, ock of sheep, church and pilgrims
tents, three houses to the right, small hill and feasters in front of it, bridge and mill) we shall easily remark, that
all of these are the encirclements of one chain; in “The Kakhetian Epos™ one nolices something strange: the
group of three princes, which seems 1o be torn from the rest of the picture by its position and scale, in fact, is
the essential part of the composition without which it would be destroyed.

“Eagle with Captured Hare” is a perfect example of the fact, how composition serves to the distinct
expression of the idea. The predator bird, which personifies violence in general for Pirosmani, fills in the space
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of the picture from onc margin to another and rests upon the frame with its huge, black wings, as if this terrible,
invincible evil covered the whole of the Earth, the whole country.

Is another evidence of the same keen compositional intuition the famous “A Roe against a Landscape”
where two vertical tree-trunks are placed behind the proudly positioned head of the animal? Or disposition of
groups and their ratios in the “Liberation of Peasants™? Or the combination of the stolen horse, the rider and
rock lines in the picture “Robber with a Stolen Horse™?

Of course, Pirosmani has quite elementary compositions as well, let’s take, at least, the majority of standing
apart figures (including “Childless Millionaire and a Poor Woman with her Children”, many “feasts” against
the neutral background} and images of animals. But this doesn’t change our conclusion that Pirosmani had
mastered (intuitively!) secrets of composition and that his works are well thought over in this re-specl “Besides
this ‘elementariness’ was caused by the contents of the pictures.

Still this is not the most imponant in the art of Pirosmani. His peculiarity is created not only by the
character of the space-building and forming of volumes, but by a certain stiffness of figures, characteristic
feature of many sell-taught painters’; such signs can be found in the pictures of other sel{-taught painters as

* A typical example: A Girl with a Red Balloon” (kept in the State Art Museum). the only figure against the
‘empty’ background. There is a point ol view, that in this picture the unmistakable compositional intuition
of the painter can be feli even better: position of the figure (its place on the plane of the picture), disposition
of elements like the broad girdle, pointed hat with wide rims. the balloon and the butterfly net, ratios of these
elements — all of these witness this intuition.
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well. The major originality of Pirosmani ere the following elements: a) his interpretation of a human being, the
mood and disposition, which he creates in his pictures; b) his colouring.

It is bener to start with “feasts™ again. In this respect these pictures are very typical. Let’s take one of the
best of the pictures of this group, “Krtsanisi” * The background here is created by the night sky and the moon,
green meadow, benter 1o say, slope, which is ended by a wood, a river, a lake; the core of the picture is the table,
covered with a white table-cloth, which is, as usual, shown frontally at the front margin. There are eight main
heroes: one, to the lefi, is standing, the others are sitting; to the right, a little posterior o the front scene, three
musicians are standing. Feasters sitting at the table and musicians, playing lor them, are solely represented in
such scale; it is already elaborated mise en scene, repeated in many pictures.™

The feasters are placed to the opposite side of the table, [acing the audience, as in encient ‘Last Suppers’-
Pirosmani seldom depicts one additional figure per each side of the table. Each figure is presented separately,
almost always frontally; they do not cover each other and are not intersecled. These eight plus three suspended
vertical lines are distributed in a strict thythm, which is more distinctly revealed by the light-coloured details of
the carousers’ costumes, and especially, by the verticals of black bottles, arranged in one line, The figures don’t
interact and contact with each other, each of them addresses directly to us, the spectators, as if they mean that

*  (The name of the suburbs of old Thilisi, where dukhans were located and where citizens used Lo go o spend
time; nowadays, the place is the component part of Tbilisi. G.M.).

se A variant of this scene depicis the feasting princes and a peasant servant, standing obediently beside them.
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their partners are present in front of them in the real space of the room.

This is the essential feature of all the “feasts™ drawn by Pirosmani, which completely changes their
characier of a genre scene and gives them a representative character. Despite the different environment, different
characters and spiritual levels of Pirosmani’s heroes, they are presented “festively®, as the historic personages of
ancient frescos and mosaics, starting from the Byzantine group portraits of early Christian epoch and finished
with the portraits of feudal lords from the tiny Georgian churches of the XV1-XVII centuries. It is obvious that
they reveal the direct relationship with these last ones,

Figures are not only stifT and hieralic; they are less differentiated in the aspect of individual characteristics,
movement and gestures as well. In the same picture Pirosmani repeats the same gesture many limes (arm bent
in elbow, lifted up, holding the bomn full of wine), and this feature again resembles the ancient fresco portraits,
where Georgian kings and feudal lords standing in the line, lifi up their hands praying. The function of gesture is
totally different, it is not so ‘elevated’ as in frescoes, but still such underlined monotony, repetition of elements,
contribute to the same conditionality and lestive mood, as well as the serious expressions of the faces — it looks
as if all of them are full of the impornance of the event in which they participate. The exact example of this is

“Feast of Three Princes in the Couniryside™.
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Arrogance, importance, monumentality are characteristic of many personages, portrayed separately: of
“Street Cleancer”, “Chef de Cuisine™, “Peasant with his Grandson”, end of animals as well: we have already
mentioned above, what force of influence “Giraffe”, “Roebuck”, “Lions™ and the mysterious bear from the
picture *A Bear, Moonlit Night™ have.

And here is one more distinctive feature of the painter, already mentioned above, the feature serving to
the strengthening of the same impression, laconism, in some cases even exireme, complete negligence of the
entertaining delails and motley adomments; “Ortachalian Beaulies™ are shown without any entourage at all,
against a black background, muffled in white sheets, and birds and flowers are added as the painter assigned
them a cerain symbolical importance (as well as to the white colour of the sheets)."Even to the richly dressed
girl with an air balloon, Pirosmani adds only those attributes, which are necessary to characterize her. There is
nothing around her. Many animals are depicted on the ascetically strict background: in Lhe upper part there is
a sky of a conditional colour, and in the lower part empty ground, on which even a little sprout of grass is not
seen (remind the giraffe, some of the deer and roebucks, and many others, not speaking anything of the black
wiid boar placed onto the white background). The same thing can be said of many other pictures, for example,
“Physician Riding & Donkey™, “Litlc Boy Riding a Donkey™, and again, “Street Cleaner”, “Chef de Cuisine”,

*  Pirosmani’s words, written by Gudiashvili: "The white colour is the colour ol love... When | paint the ruined
Onachalian beauties, I paint them against the black background of their black life. But they have their love,
too: these are Lhe flowers placed round them, birds on their shoulders; 1 depict them mufTled in white sheets. |
pity them, I forgive their sins with this white colour’.**
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“Wornan with a Fan™, and others — strict, distinct and expressive silhouettes are seen everywhere.

However, these features: festive air, hieratism, strict sieving of the details, do not hinder Pirosmani to
enliven his pictures with characieristic (exactly characteristic!) details, accents, and the result of these are an
astonishing combination of generalization and everyday reality.” Ln this respect the backgrounds of “panoramas™
end various “feasts™ are important with live scenes and figures. One involuntarily recollects the backgrounds
of the pictures of Quattrocento painters, where various episodes are also scattered. But unlike them no detail
is accidental here, and is not slipped out of the plot; the more so, all of them serve 10 its opening; they do not
interfere with the general amrangement and mood of the picture.™

Pirosmani’s still lives are 10 be mentioned separately. Actually, still lives are constituent parts of all the
“fensts”, as there is elways some food on the tables; but Pirosmani has got several independent still lives, and

*  Pirosmani seldom made ‘(ree deviations’, [or example. “The Guesis of Bego™, where hieratism cedes its place
to genre, and, especially. “Malakani Feast™, performed with some humour: the leasters wave their hands, sing
loudly, and one, completely drunk, is lying on the floor,

**  There are molives inspired by life in Pirosmani's repertoire, which he loved especially and used to repeat
all the time: roofed cart, phaeton cab, which almost always moves from the lefl to the right and is shown in
profile as a rule. The composition that passes [rom one “feast™ te anciher: a wineskin. placed under the table,
in the front plane of the picture (necessarily Lo the left side) and a jug (some additional objects can be there
100, but these two constitute a necessary ‘minimum’), flocks of birds with widely (horizontally) open wings:
there are sometimes white birds against the black background. and sometimes black birds against the pale
background.



- 82

TBewomr I, Wgsbogmn, bogoo, gorder 0Tgoomore - MWyoen. dgps, B 0fds Poresy dmepmpdob, wingydobs
o Fryygsopoge Lnleeeb gothes, 0% ©o Hoygde.

3ofggezn, Gy omgorml bygds, ob 36al, Gmd bodadiledddo - gb, glafiggmmgbore, gbgds 0 Bagg-
AR, Gemdmgdar dpogob bgbgdTos - Ypaym Fobchoan™ dggmdl. sbsgnaadin grmsdabrgdin bogbyg,
Moguestin robgaggds, Gmigmbiog dogeres 396 gdamgdls yrggeme m)yde, obygy Goyeey seslesbes goy-
6 Babggbgins gebysmygggtem, odobomgb o Laxmgde™ ghedibynb; Ig@igme g o blefup
3w 3B mf Moy Sheb Eomopgdgeee. sbgen Befglcnpgdammds Loglgden Tggbadygebyds ,Jgeggdel™
bagows bobnamls.

sesldorgoepdgen  Bogp@lonigmepsd Ja6e dyhe aogebidgegden aeBmadfygest Jommden gell)
ydeolobyerbe,  Jogommensm, oglefigob Jg@dumngrast jogbe, eglpfby Tpbdgmpdgme Jogeds
by pfdewiho @d, g0blo ppovigdnnm, mopo Bofp@lodde (102X135 LA.). mingy mogemes Lodeogaemmb
bygmergbgdeb bobyndTogm FabyyTle.

rergestiy (36mdons, bogyabgms dobdegndy, b gdgy, Gog 6oggdmdénds dmadergs molery jomy-
Fgemn gobemb Juemgdpde. mmagvbregm mrgdeg 30wt dgbydab™ - baymgagboghgdome bobdah Bogeydh,
Lafigobb, yogemgdl, Foabadly Loddamn-boblgmb - a33mbobagg (Modmgbe goMnabing o gbes eyl
Jrbyfndiare axigdnda, Gt LoggBe: bapbgde @agb Bogemoly o6 Lbgopsh bLordy, Loemobmag
abomgdpemns. oo 33ab Jbgsghe 36 ol grhombdsbasb - Logeiey, smpmme, boggans mebsgag o6
ool Bnba@bgdaern - Bbsggtinl Bngh Fphliggmmn bogbpdn Jofmdomse ool abrmsagdyeme Jhansh By
bty Ygargdome Dabifadal oggymare, dophed gadygoarme Jmddnbegrgio Falieb debaegea. ababe
Gperrgigdeyg ofmsb, segermam bygbrdba, 336ed 2ibgdmdyh magebogel, aagaboogem, Myommmdaboash

they would have been more numerous in those times. We have already mentioned that their subject, without
any exceptions, is food and drinks. ‘“Menu’ is real Georgian, Thilisian, dishcs are repeated everywhere: boiled
chicken (with legs stretched upwards), fish, flat (‘shoti') bread, greens, and fruit, less frequently — shashlik.
Apan from bottles, jugs and usual vessels, we can also see homs and wineskins here.

The first thing that aniracts your eyes, is a strict order ‘reigning’ in every still life — this, above all, is true
aboul the still lives incorporated into the scenes of feasts. No Flemish abundance, no piles of food that breaks
the able; every plate, as well as figures of the people, is shown separately, and never ‘overlaps’; there is small
amount of dishes and they are arranged in one or two rows. Such regularity is completely consistent with the
general character of the “feasts™.

Out of the independent siill lives those depicled against a conditional background stand out by more
peculiarilies. For instance, “Cheers to a Hospitable Man”, a small still live performed on tin-plate from a
private collection in Moscow, and, especially, the large still life (100 X 135 em) kepl in the Georgian State Art
Museum.

As it is known, for centuries, from the times when still life gained the right of an independent genre up
loday, the ‘dead nature’ _ objects of everyday use, service sets, flowers, books, food and drinks _ are depicted
(in all the variants) in a concrele environment, in a real space: the objects lie down on a table or somewhere
clse, lit from somewhere. There is nothing like that with Pirosmani _ nol even a minor hint indicales of space,
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place, situation _ the objects selected by the painter are simply conventionally disposed against a unified black
background, without any observalion of comparative scale, bul still according to 2 certain compeositional rule.
They are real, 100, easy lo recognize, but they exist by themselves, self-sufficiently, independently from the
reality, ‘generally’ and nol at that moment, they seem to be abstracted and acquire the force of generalization.

Laconism, strictness, self-restriction, generalization and not fragmentation are characteristic to the colour
solutions of Pirosmani’s pictures. No prettifying, no memy diversity of colours, no expressive decorativeness,
and, the more so, no omamentality, what would simke one’s eye, as it is, for example, with Yugoslavian “folk
painters’. This shows Pirosmani’s original personal taste (other manifestations of this which we have already
known aboul), this is a national feature; the Georgian art, both monumental and folk, is characterized by a greai
reservalion of the emotional expression; this concerns colouring, too — including wall paintings and miniatures,
as well as the samples of [olk art, always so reserved, free of any bright, loud oppositions. National crafismen do
nol betray this many-centuries tradition, expressing national taste, neither in ceramics, manufactured in many
villages of Georgia in the XIX century, nor in peasants’ dresses, family utilities or cloths. Pirosmani never had
a templation to prettify a picture, to vivify it expressly with bright colours, if it was nol required by the contents
(for example, specific deiails of dress); and even then he never exceeds a certain limit. Pirosmani’s many
pictures can be considered ascetical in respect of their colouring.

Much has been written about Pirosmani’s black colour, which really plays an essential role in his pictures.
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This colour has an interesting origin: the great majority of Pirosmani’s pictures are painted on a black oil cloth
by oil paints and exacily this intact oilcloth, is presented not only as a black background, but also in images es
well (A Wild Boar” is the best example of this). The colour of the oilcloth is intensive. White colour is not of
less importance. When you look at Pirosmani’s landscapes in one hall, you have got an impression that, apart
from these two colours, the main *load’ is put on ultramarine (the sky), English red (close to brown) for many
different objects and animals, and yellowish-greenish tones for the nature; usually these colours are somewhal
muddy, black ground darkens and sometimes gives them rather dirty tint. Pirosmani’s sky, quite dark, blackish
in the upper part, inevitably gets paler at the horizon, sometimes it becomes grey-whitish; yellow and green
tones, 100, have their gradations, from very light tint to yellow-blackish one. Pirosmani usually opposes black
Lo green colours Lo depict the earth reliel, terraces, uneven surfaces,.

He has pictures, the colour gamut of which is based upon two or three colours only. They are almost
monochromatic pictures. They are ofien black and white, mixed up with grey. Such pictures include: “White
Sow with Piglets”, “Che[l de Cuisine™, “Street Cleaner” (here only small coloured spots are seen: grey bluish
trousers, grey-pinkish for face and shins, and a yellow cloth on the hat}, “Eagle with Captured Hare™ (with a
pale-bluish body of the hare), “Liberation of Peasants™ _ the whole picture is blackish-grey, but it is rich in
puances and unnoticeable cadencies: opposition of lighted up (white) and shadowed (grey) walls and black
roofs create an impression of the night {moonlit} light, and the reflection of the sunset rays in the greyish-white
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sky is felt.”

And in this ascetical gamut vague reddish colours of women's and children’s dresses, long yellowish
costumes ol peasants (to the left there are two peasants in such dress, and to the right there is one more), two
‘brenze’ bells hanging on the tree ‘dropped in”, and all these make colourful combination of rare neatness.

In this respect “A Wedding in Old-time Georgia”, “Litlle Boy - a Firewood Seller”, “Large Still Nature™ is
no less beautiful. These are the real masterpieces.

“A Rich Kinto’s Son™ is also very strict in respect of the colouring: black clothes _ black ¢arth (umbra), the
background is dark blue in the upper part, the lower part is paler, the face is conditionally grey-coloured, narrow
golden strips of the girdle and clock-chain are seen. The toal impression is that of the black and blue gamut.

The combination of the blue, red and pink spots of the clothes of three leasting princes with the general
black, white and green gamut of the picture is astoundingly beautiful.

In the excellent “Roebuck”, which is one of the brightest amongst Pirosmani’s paintings, only three colours
apart from black and white are used: these are brown (maore exactly, the English red), for the roebuck itself,

*  This is a rare case in Pirosmani’s practice, when the light is coming (rom one particular direction. Usually,
he uses his shadows for modelling: he does not paint falling shadows, only at the feet of people and animals
he conditionally places a spot similar to a black shadow _ only so he indicates the existence of the
support, the ground or floor.
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ultramarine for the sky and mountains, and dark grass colour for the ground and bushes.

We cannot list here all the pieces of work, where the painter achieves the impression of richness of colour
though using the palette frugally.

Even in his brightest pictures (in respect of colour), where the painter uses the clean, ‘open’ lones, ¢. g., in
“Littie Girl with a Red Balloon™ (red and yellow cadmium, ultramarine), he achieves the harmonious agreement
of the contrasting tones (see also “A Woman with a Beer Mug” — the bright red colour of the woman's dress; “A
Young Fisherman™, who wears the shirt of nearly the same colour, etc.).

Pirosmani’s night scenes possess especially great force of attraction. These *nocturnes’ of him stand out not

only by the depth of poctical mood (and a sort of mystery, 100), but also by the rare perfection of the colouring
and by true piciorial freedom.

For instance “Arsenali Mount at Night™. The bright white moon, which lights up the solid ultramarine
space of the sky; rows of while clouds; lit windows, scattered against the mountain background; a big fire in
the foreground, which reflects a rock, & cart loaded with some wood and a hut; consider “Robber Has Stolen
Horse™; black-white-brown and grey bluish gamut, again a moony sky, so characteristic for Pirosmani, that
even a notion appeared in Georgia: ‘Pirosmani's sky'; while glowing pathways on a black rock, again energetic
strokes of black, white and sepia make an impression of a twinkling surface on the grounds; next comes totally
astounding A Bear in Moonlit Night”, where the illusion of the moonlight is achieved by opposition: dark body
of the bear and dark Iree oppose their own ‘halo’; a window of light colour to the black wall of a romantic ruin;
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and the tree-trunk, completely voluminous, is painted with a rare pictorial performance.

We find this style quite often in the reproduction of the animals, more specifically, of their fur (“White Sow
with Piglets™, *Goal™, the bear in “Vintage Feast™, white bears). Brush strokes are sometimes vertical, sometimes
inclined, and sometimes horizontal (for some reason the “roebucks” and “deer” are painted quite differently
_ ell of them remind us wooden or ceramic articles). With its pictorial style, nuances and unnoticeable colour
‘cadencies’, rarely met in Pirosmani’s art, “Woman Going to Spring™ occupies a special place. This picture is
the climax of Pirosmani’s art with the richness of colours (pink pathways in garments, combined with the black-
blue-white gamut).

In his pictures the colour often plays an active role for the rhythmic organization of the composition. For
example, “Little Girl with a Red Balloon™ is one of the sirangest pictures from this point of view; red shoes
— wide red girdle — red balloon; blue skirt — blue bunterfly net - blue background; yellow hat. It is unusually
bright variegation, uncommonly daring contrasts, and still the full harmony. unerring precision of the “balance
of forces™. “Little Boy Riding a Donkey" is an almost monochromatic picture: the donkey modelled with white
and grey lones is distinctly distinguished against the completely black background; the painter gives a sort of
replica to the white colour by the boy’s hat, thus giving the compositional integrity and completeness 1o the
picture. Or else, let’s remind ourselves, how active the white spols are in “Bolnisi St. George's Day™ to bind the
whole panorama logether, or the red triangles of the costumes of five feasting princes, combined with the grey
and black colours; these triangles create a strict thythm and, at the same time, 'liR* one's mood.



- 88

obsfrgen, obog ghes anjgel, @md godiobdsbo Foebos gy@Tadgm bybydl JoBamagh bngigeb
330l WbofRbgemomay: Jopammemo, WHogyeedn™ Jndggme Jpmabob 38936530 edmbabymmns 8 sqem,
~@{comzgdon™s 9gob o ebobn gfiensh eodgdore ajignsb. o Lolriggeme Jrggeq derypsees - gb
FrboBge bBnin Fgaby Db Lyyhsmmb bom@dyTa, Fmedb.
760 Lopbpdels o grmpbam sibgdoons aaedm(zglobob ymagmmameb o6 a3nfignbadl dom Badgemn gIhgdl-
gb gbgdo >padadbes Lobygdl, FAmigmes gadng bBodop EIBmGgdgmns babob gadb, gl gbgdas ot
g @osmggarn BoFormbogss o8 Bbeing oty Jyacry o gpgorgol Bog bgadyogryé Lpdaghm™ gmbl,
Gerdgmrngy oogoboegee baglgdom dntmdooms. Boahod o gothmbdabe Jnmmdon HmEL blsmmdl (zageb-
bgbemen Lefrgemoae egoin babygde o gobgde .p3geom BommamE@da™), odagmd go ho, GmId Bobbie
obobogregh @aedy gy méagnpen badgdob - Agab guap gmigem, Bl sbyme mgmEsgogmmds Bnbagel
Jubma dnogadio ab ofal, Ged, Jizntg asdmbs jemnboem, dnbo bgamgdal goymedinggemn 3085 ghnosbe-

Yooy Fend, godimgdo amfgols - gacimblobo a@aFyRng aym o EobgyForme yrmmGnbdag, b
3oy, Fygdpmacin ay3mybyds Jjmbes.
III
Bgdom, Gexmgbogy gobsboomgdmon getiobdabob Uamangdl, Jsme o390 mongebplm@gdol, gt Gad-
RgBodgg® Begablym (3bydgdn: LLFeriedo”, ofrmgge”s nyobmbob gagengdperyenps” 96 L.agbdagd
Bomgemge” B ogds gbma, gb bodyggde gedelbdabol Bedotim Sbmgme Jotimdon Fgndmmgda goblatmn,
Bbrpzeme Mo, Foormmenge odabavgab, fimd gogosregammmn brgn 336babgs Rygboegaligg, Goge b

Finally, we must note that Pirosmani uses methods of pure painting for getling spatial effect. For instance,
in “Vintage Time" bunches of the first row are depicted clearly, *in details’, and to the rear they tum into unified
spots. And the desired effect is achieved: we perceive thick green mass in the depth of the picture, far away.

Pirosmani’s colouring is conditional from a centain point of view, because the painter does not always show
us the real colours of the real objects and living creatures when he depicts them. This concerns to human faces,
the colour of which io Pirosmeni’s pictures is ofien far from the real face colour. The same can be said of certain
parts of the landscape, 100. The black neutral ‘airless’ background is also imporiant in this respect, as it's fully
conditional itself, Pirosmani does not use the conditional tone (complelely white houses and legs in “Childless
Millionaire and a Poor Woman with her Children™) for any decorative combination, because, as we have already
stated, such decorativeness is alien for him. The main fact is that, with a few exceptions, the colouring gamut of
his pictures stands out by integrity and thoroughness.

Thus, it can be truly said that Pirosmani was a painter and a sophisticated colourist al the same time. He
bad a strict, unmistakable taste,

IT1

When we characterize Pirosmani's pictures and peculiarities of their construction, we sometimes used the
notions: ‘incorrectness’, ‘violation®, “negligence of the law’ or its ‘trumping down under his foot”. Of course,
these words can only be used in respect with Pirosmani conditionally, solely in inverted commas, only for the



- 89

Joliyygeme gahm bbgoagatiom, bbgs jofgamtngdon sUhaghgdob. qoteabdabo of(y sGongtb ofmgygb™ ms
Mgy WAL eeesgl®, abggy Aoty sGam@L of Jhegayh Fge beg,pbaadeb Mbodfipde s boarb-
%0 byegbydob mbhodyde, Goudgembeg smalashydls (oo baphydb madabebiydamor aoedap)sgfgh gemo-
Lnygdi-ciglgballgmn 6mtdgdab ogoumbabnbon. oh S6myg6" o o angemagab® o ddomme 3nbgbob
a3, Hed gagems gb LFbe” @ jobmbe™ Jamn , olknbgdo™ oh nym, ababn, ambgdooom, gobibe oygbyb
damo boymmatin gbngfo obogal, doma lnbgmm 3l'mlwssnb, domo bfurbadobionol. ﬂcﬁnhﬂoﬁnb b-oﬁomﬂ&i
oogoba shbom s Pgndempdenes s oegleygdse fedo” yrgogoye, odefed go oéd, Ged ope Badyg-
Fom go o6 badogros, sy, g3dgbae, bpdodom: 6 apmms @ dgmpdme Jomn YgaemSgatly Gy
Yggbatyzobydems 3ol Sevabrgbagmgdab, Joba biemmgbydab babnomb, Moy badoam oym, Ged goteblabo
gocnalidobo ymggomoym, o bbgs shogeb.

@ mfds gbps, o gndmmpds gnGebdsbabs mo B bogygbagdel mbdafgdel aonanggdy, egbmeg
0dn@md, @nd ab Ggomoebie aym o Jobo byemeghgdob Fobaodbo, Bobe, Amandé Ygdmddameeb, Jabfeoqg-
3p30 opmosboe s Loglgdem 3ofngdin, ohgdnspryde Ladyatmbogde aym dndydmdeme. 3Mad g3k
0l gy, God dggcin mignbe mgebgden age gygTehregdops GRveegrge Jhegbam byemmybydab
> bopmby@ Ygdeoflyegdal, ogdzs gb gogledie, G mfds ghes, aogbmdapipdgmme o yorgoms - ob go
fh safdymades Ghogagrgee byrrmgbydeb  dabe Agbsgrmebs o Babln Rafmamind Logydggmby; ob o3
byerergbydeb 3gbyddage 333 g0y aym > Gz eageb byfemydl J3bame, dyjare mbdodgdnb dbaxgbore,
odogg ghmydoggie 19bmbidel cmuboblsm Sbhmgbydea

o0 jogdomalb Tgbobgd bgdmm abomoao 9439 agdmbmo Logdafin. 03obgy dmTlmdb abng, Aol gornnb-
8360l aB0gdn o> Bodm Lo IAbe @5 Aol dghe™ @6 (of o6 Fgedmmgds bag o gogeb-

purpose to facilitate some of the explanations for oursclves, as we are used to think in different way, in other
categories. Pirosmani doesn’t ‘violate® anything and doesn't ‘trump anything down’, as well as those masters of
the Middle Ages and folk art, who painted people and objects in a distoried way from the point of view of the
norms of classical renaissance. They didn't ‘violate® anything and didn't ‘trump” anything for the simple reason
- these ‘laws’ were not their *laws’, They were, in fact, alien for their own aesthetics, their figurative language,
their thinking. Pirosmani’s picrures couldn’t be academically ‘correct’ in their essence and this is not at all
due 1o the fact that he painted mostly from memory and not from the live model; he knew and did everything,
according to his demands, the nature of his art, what was necessary to make Pirosmani himself, Pirosmani and
no one else.

Of course, Pirosmani and masters of the middle Ages cannot be equalized, at least for the reason, that
the former was a realist and the contents of his an, his intentions, were oriented totally and completely to
the eanthly, material world. Still we cannot deny the fact that he was connecled 10 the traditional national art
and folk art with many of his fearures. Though this connection, of course, hasn’t been deliberate. He did not
continue traditional art by means of studying it and understanding it; he was the natural heir of this art and, just
like ancient masters, he thought according to the same aesthelical principles creating his pictures.

We spoke of these links above. The evidence of it is that Pirosmani's heroes are not only static and
‘timeless’ (Pirosmani never represents the difference of the seasons of the year, of weather, anything that is
transient. He doesn’t also depict moming and evening, i. ¢, 5o to say, ‘transient’ hours. He gives us only
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*stable’ day and night). The more so, *they stand higher than emotions’ (when he makes the psychological and
social characterization, he represents the spiritual state of a person not by his/her face expression, but only by
action and entlourage — certainly, this also contributes to their abstraction from the transient, generalization and
monumentalization); this is also confirmed by a cerlain canonical nature of Pirosmani’s art, exisience of several
elaborated molives and schemes in his pictures, These schemes, as we have mentioned above, are like canonized
formulae. Amongst them we can see such motives, which if they do not play the role of symbols, turn, at least,
into the constant atiributes of the persons and plots of a certain category. The same is told by the integration of
different events which had place in various limes. We can also consider inclusion of the inscriptions, containing
certain information, into the framework of the picture as an echo of the traditions of the middle Ages. These
inscriptions are writien next to the figures (1o indicate their identity, as it happened in ancient frescos). These
inscTiptions make active contacl with the spectators.

Pirosmani is related with the folk art and the images of the middle Ages, for naturalism is quite alien for
him: he doesn’t ury to narrate everything, to imitate the nature (which is the common feature for self-laught
masters, but not for the folk art). Pirosmani always marks out the most characterislic features; sometimes he
even concesses naluralistic expression for the sake 10 underline the main idea; in this respect the deep realist
Pirosmani is also partly condilional.

The national character of his art is the reservation of his colouring, ils strictness, and at the same time, its
internal richness.
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He is distinguished (apart from the fact that his strong individuality distinguishes him from the mass of
anonymous creators) by complete indifference to decorativeness and omaments of folk art. His pictures are not
decomtive not only in terms of colouring, but also in terms of construction as well. Even if flathess prevails in
his pictures, they are not built like a carpet; his landscape is not constructed vertically, as in the pictures of some
of his conlemporary painters. His works are decorative to the same extent, as are frescoes and icons, which
correspond with their characler to the premises, they are destined for.

From the point of view of the monumentality he is the heir of the old masters, of Georgian masters too, but,
at the same Lime, he reminds us of Giotto, indeed, by his simplicity, laconism and purposefulness, and lack of
all sorts of *prettiness’, anificial and superficial effects.

G. Khoshtaria remarked correctly, that Pirosmani appeared when the Georgian ant was standing at the
verge of & turning point: by overcoming the excessively prolonged traditions of the Middle Ages, it had been
conquering (in the European, renaissance sence) posilions of the realistic art. This was the logical siep of its
development, but the danger lo lose its own face and peculiarities, to mingle into the cosmopolitan art of the
XIX-XX centuries has been emerged.

Pirosmani, who was deeply rooted into the ground of his nalive land and multi-centennial native art,
seemed to remind us of the national creative potential. This is his importance for new Georgian art.

Some people say that Pirosmani's universe was restricted. But could it be otherwise? Are there any painters
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who are able to embrace everything? The most gifted ones had sufficient forces to create their ‘own’ universe,

which was nol always equal in importance, but was still their ‘own’. Pirosmani belongs to the range of such
painters.

We have the right to speak of Pirosmani’s universe, which is recognizable not only by its plots, sets of types
and costumes {though, certainly Lhey are essential), but, above all, by interpretation, by his sharply revealed
relationship 1o the depicied world, his antistic methods and means.

Pirosmani has created his own universe. That’s why, though he had a hard life, full of needs and downs, he
will remain in the minds of the progeny as a personification of the painter, who has achieved his aim.
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ENDNOTES

No Georgian painter has ever been writien about so much as Pirosmani has. Books and several hundreds
of letters in Georgian, Russian and other languages have been printed. [n this book, reminiscences of his friends
and acquaintances, essays on the vague and uncentain questions from his biography, namely, on his birth date
have been collected and published, Catalogues of the exhibitions of his paintings have been published both
in Georgia and abroad. Prominent figures of the Georgian, Russian and western cultures have written about
Pirosmani. Bul all of them are not cited in this book (for example, painter G. lekulov, writers K. Paustovski,
Andrey Beliy, painter S. Sudeikin and others).

1. N. Koblashvlli. About Pirosmani Again: newspaper ‘Komunisti* ("Communist®), 1985, 24.VIIL

2. V. Butliashvili. Niko Pirosmani: magazine ‘Drosha’ (‘Flag’), 1926, # 5, p. 20, 19.

3. G. Leonidze. Life of Pirosmani: ‘Mnatobi’ (‘Luminary’), 1938, # 6, p. 193.

4. G. Leonidze. Life of Pirosmani: ‘Mnatobi' (*Luminary’), 1931, # 3, p. 227-228.

5. Ibid.

6. Vas. Archvadze. Niko Pirosmani. Materials for the biography: newspaper *Bakhrrioni®, 1922, 16, LX. # 15.
7. G. Leonidze, ibid.
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8. Ibid.
9. E. Menteshashvili. Niko Pirosmani: newspaper ‘Bakhtrioni®, 1922, # 17.

10.C. Zdanevich. Niko Pirosmanashvili. Thilisi, 1963, p. 32. Please see also G. Leonidze, Life of Pirosmani:
“Mnatobi® (*Luminary"), 1938, # 6, p. 182.

11. Ibid. p. 18, 19. 20. Here and on the following pages there is recited of the ‘discovery’ of Pirosmani and
of the further stories. There must be peid a considernble attention, too, lo the record of the conversation with
Dimitri Shevardnadze. published in the newspaper *Bakhtrioni’ {the editor was G. Leonidze), of 28.VIII. 1922:
*Biographic Data’. This anicle narrates about D. Shevardnadze’s first encounter with Pirosmani's pictures,
the well-known story about the invitation of Pirosmani to the Society of Georgian Antists, then — the events
connetied with discoveries and purchase of his pictures: “We have decided to collect his picrures, gather them
and Golashvili and [ started to carry out this idea at our expense. We slarted to visit the cellars and dukhans,
which were full of his paintings. At the same lime, on Arsenidze’s initiative, D. Kebadze had donated 4000
roubles in order to colicet the pictures. Up (o 20 pictures were purchased with this amount of money. It must be
remarked that the innkeepers were unwilling 1o part with his pictures and ofien didn’t want to sell them to us.
In such cases Benia Chkhikvishvili and film director Al Tsutsunava gave us priceless assistance. I remember
one case like that: “one innkeeper. who possessed a rich collection of Niko's pictures, refused to sell them to
us. Only Benia’s threat 10 close his inn has worked. The innkeeper didn't forget this event and when he had
10 pay taxes. he came to Benia and told him to reimburse Pirosmani's pictures. He demanded liberation from
the taxes and. in facw he achieved his aim. In general, deprivation of his pictures has caused great rumours
and displeasure amongst the innkeepers and they have raised this issue even a1 the Founding Counsel, but in
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vain”. In this conversation, which had never been published and they are less known (more exactly, unknown)
facts: interference of certain authorities (Chkhikvishvili, Arsenidze) in Pirosmani’s fate and paricipalion of
wealthy Georgians (D. Kebadze) in the matter of saving and purchase of his pictures at the {irst stages of this
‘movement’.

This volume of ‘Bakhwrioni’ (1922, # 8) is totally devoted to Pirosmani. Apant from his conversation
with D. Shevardnadze, there is enclosed Nika's portrait painted by C. Zdanevich and letters by G. Robekidze,
T. Tabidze, C. Zdanevich, G. Leonidze. There is given also information that Titsian Tabidze was preparing
a monograph about Pirosmani, and the book (illusirated) would be published by the end of the autumn. For
some unknown reasons, this monograph was not published. There is also printed the protocol of the meeting
of 15.[1.1916 of the meeting of the Society ol Georgian Artists, which has discussed the following issue: “The
issue of finding and purchase of the paintings of the painter Niko Pirosmanashvili, and collection of information
about him including his place of residence”.

12. C. Zdanevich. Niko Pirosmanashvili. Tbilisi, 1965, p.24 (in Russian).
13. Ibid, p. 30.
14. Ibid, p. 40.

15. Mose Toldze. Niko Pirosmanashvili and his’ paintings: newspaper *Sakhalkho Purtseli’, 1916, #
579, 21.V.
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24, ) brwabygeln, njgy, ag- 38

35, AA. Tyrenxoasa. Camoponox Mpyaun: ras. “Japa Bocroka”™, 1926, 12. XI, Ne 1299,

16. David Kakabadze. Art and Space. Panis, 1924-25, Paris, 1926, p. 24. Earlier such an idea was expressed
by D. Shevardnadze, too: "It is remarkable that the Georgian Academic Painting Society have received him
coldly and dumped his technique. In my opinion he was the only painter, who inspiringly conveyed the whole
Georgian mode of life and folk tradition of the X1X century.™: newspaper ‘Bakhtrioni®, 1922, 28.VIIL, # 8.

17. Statutes of the Sociely of the Georgian Antists. Thilisi, 1916, p. 3.

18. There is written much about this meeting. Sec the above-mentioned “Conversation™ by D. Shevardnadze
(*Bakhtrioni’, 1922, # 8), in C. Zdanevich’s book, p. 39 and further; L. Gudlashvili. Niko Pirosmanashvili:
magazine ‘Drosha’, 1964, # 3, p. 11; # 4, p. 6. Here it is also narrated about the encounters of L. Gudiashvili
and Pirosmani.

19. G. Leonidze. Life of Pirosmani: *Mnatobi' (‘Luminary’), 1931, #3, p. 217.
20. C. Zdanevich. Niko Pirosmanashvili. Thilisi, 1963, p. 27, 28, 31.
21. G. Leonidze. Life of Pirosmani: ‘Mnatobi' ('Luminary'), 1938, # 6, p. 183-184, 197.
22. G. Golland. Georgian Primitivist: newspaper ‘Kavkaz’, 1916, 18.V. (in Russian).
23, A. Petrokovskil, Some More about Pirosmani: newspaper ‘Kavkaz’, 1916, 18.V. (in Russian).
24, C. Zdanevich, ibid, p. 38.
25. Ya. Tugenkhold. Nugget of Georgia: newspaper *Zarya Vostoka’, 1926, 12.XI, # 1299 (in Russian).
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99

OIS AHSCGOIBOL LOWY.
ILLUSTRATIONS (Plates).

«Joml boe™, ByTa00s, Bgow, 93X117 b, LbA.
Jackasses Bridge. Oilcloth. Qil. 93 x 117 cm. GAM.

wiarge Gemaerob @b, 39308, bgma, 105X349 bd. ULD.
Vintage Feast. Qilcloth, Oil. 105 x 349 cm. GAM.

wngabeythio ofgobs (Joyloe n)*. Bgdsids, bgom, 71.5X104 LI, Lb3.
Family Picnicking. 71.5 x 104 cm. GAM.,

wJarqie 3olob dommoga@le”. 3nTadds, byew, 139X112 1A, bbd.
Carousal in a Vine Parasol. Oilcloth. Oil. 139 x 112 cm. GAM.

Wda owgamel Joangwe dnlpgdap™. AT-08s, byen, 120X138 LI, bb.
Three Princes Carousing on the Grass. 120 x 138 em. GAM.

wJgoqe aﬂ"("ﬁ'ﬁﬂ N )t “:Uﬂaﬂmoﬁ". ﬂ'a'aoﬂb, 1130!1, 106 X198 L. LLD.
Feast with Organ-grinder Daliko Zemel (Carousal with Datiko Zemel, the Organ Grinder).
Qilcloth. Qil. 106 x 198 cm. GAM.

~a30dtadygdals Jaoge™. Hydadba, Bgma, 123X210 b2 bbd.
Carousal at Gvimradze's. 123 x 210 cm. GAM.

. g0l . I Tadds, V. 112X177 LD, doibadln, qAmbdabol  Fybygda.
dd) Ll i] 30 1 2001

L1
Malakani Carousing. Qilcloth. Qil. 112 x 177 em. Mirzaani, Pirosmani Museum.

..b-ﬂmn magaonb Jarggo- 3’.1'303&), 'bamn, 104X 194 L. Lhi.
Feast of Five Noblemen (Five Princes Carousing). Oilcloth. Oil. 104 x 194 cm. GAM.

wifiFabobia”, 277508, byma, 93X116 LI, bbd.
Knrsanisi. Qilcloth. Oil. 93 x 116 cm. GAM.

wngmtn @adabn™. Indadds, byem, 50X93 LA, LbI.
The White Dukhan. Qilcloth. Oil. 50 x 93 cm. GAM.

sdchs . PacHBOMHO Il HA BHIHOCH..." . orylrgdn, bgma, 57X140 bd. LL3.
Signboard: Wine Cellar. On Tap & ofT Premises. Tinplate. Qil. 57 x 140 cm. GAM.

. s JYAN-TIMBO 11 mivonans... . agfigde, bgen, 140XT72 b3, joeke bopgoigda.

Signboard: Tea-Beer and Lemonade... 140 x 72 cm. Private property.

. Ay gmge goge daga™, orgbigde. Bbyen, 126X69 LD, Lbd.

Signboard: Cald Beer. Tinplate. Oil. 126 x 69 cm. GAM.

WBagyadidedde Tajhob asgom™. mﬂfrﬂdn. bgma, 55X6200. Indlashbo, grcknblsbols aa'ba'aﬂn.

Suill Life with a Loaf of Sugar. Tinplate. Qil. 55 x 62 cm. Mirzaani, Pirosmani Museum.

. ..rk\b'nﬂlﬂuﬂlﬁn" (a>giladigmb Faidatiomnab jogiba). orgbinde, byem, 36X73 b, LbI.

Suill Life (Cheers 10 a Hospitable Man). Tinplate. Oil. 36 x 73 em. GAM.

.M‘n(vﬂoﬁon" (oo hﬁ-nﬁawﬁon). 3‘.1'3.)3&, 'b;]mn, 102X135 bd. Lbd.
Still Lile (Large Still Life). Oilcloth. Oil. t02 x 135 cm. GAM.

qpliomds gbgle dmndama™. ((bghol Jyrigpe). 3905035, Bgem, 112X30 L. Lbd.
Robber Rusiling a Horse. Oileloth. Oil. 112 x 90 cm. GAM.

L wphiopgdo gTbomadosh eaguesbbinbamgal™. dydodds, byem, 113XE9 bi. Lbi.

Robbers Getting Ready 10 Attack. Oilcloth. Oil. 113 x 89 cm. GAM.,



100

3z

39.

40.

oo Jomstnnh medlgde”. Bndeldy, bgom, 100XB0 LD, Lb.
A Bear. Moonlit Night. Oilcloth. Oil. 100 x 80. GAM.

o e an-kﬁm". Fypom, byom, 80X100 bI. LbD.
White Sow with Piglets. Candboard. Qil. B0 x 100 cm. GAM.

~Bageen Jgebagol @ebly. Bgipm, bgon, 98XTI1 LI, LBI.
A Roe against a Landscape (Roe Deer and Landscape). Cardboard. Oil. 98 x 71 cm. GAM,

nfinyln, ByTedio, bgmo, 138X112 b3, Lbd,
Deer. Oilcloth. Oil. 138 x 112 cm. GAM.

. Jgeeb byéen. 3y3sdds, byoo, 46X54 L3 Lbd.

Fawn. Qilcloth. Qil. 46 x 54 cm. GAM.

debogntig™. (g ofigde). Idalds, bgen, 140X103 L. LB,
Hunter (Wounded Deer). Oilcloth. Oil. 140 x 103 em. GAM.

~Hygemo by tom Tippebg™. Fppm, bgon, 74.5X97 19, LbI.
A Roe at 8 Stream (Roe Deer with Fawn a1 a Warering Plage). Cardboard. Oil. 74.5 x 97 em. GAM.

Loln o Tyshembonob™, Fgom, bgee, 10381 LI, LbI.
Three Deer at a Stream (Three Deer by a Stream). Cardboard, Oil. 103 x 81 cm. GAM.

<tegn”. dpgom, baow, 138X112 LD, bbA.
Girafle. Cardboard. Oil. 138 x 112 cm. GAM.

. Baygelariy gpemguen gardo®, Sqom, Sgen, 99XB0 b, bba.

Yellow Lion Sejant. Cardboard. Oil. 99 » 80 cm. GAM.

. ...\I‘rfrma.) ‘m‘m Mﬂf‘n". 3-&-\!‘1, ‘balll\, 100X20.5 LJ, LbD.

Eagle with Caprured Hare (Eagle Seizing a Here). Cerdboard. Oil. 100 x 80.5 em. GAM.

. Oebo. 3yilsdda, Bgen, 55X74 13, LbA.

A Wild Boar (Boar). Oilcloth. OQil. 55 x 74 cm. GAM.
~Jorn dfmbob Tgemeb®. dagem, bgon, 94X116 L. Lbd.
Woman Milking a Cow (\Voman Milking Cow). Cardboard. Oil. 94 x 116 cm. GAM.

S Jemiy comydn®. pgem, byon, 100X99 LA, bbI.
A Tawar Cameleer (Tawr Camel Driver). Cardboard, Qil. 100 x 99 cm. GAM.

<phn”. Fpgem, Yy, BOX100 b3, bbI.
Ram. Cardboard. Qil. 80 x 100 em.

N W"n'. a"-_“u'b, $:Fn. 72X100 b3, LbI.

Threshing (Threshing Floor). Cardboard. Qil. 72 x 100 cm. GAM.

Sl ogbedal, e, byom, 34X42 U, bbd.
Baking Bread. Cardboard. Oil. 34 x 42 cm. GAM.

Liporrty Bodogome doglapesbn Jome=. 370:835, Bgme, 111X92 LY. Lb3,
Peasant Woman with Children Fetching Water. Qilcloth. Qil. 111 x 92 em. GAM.

SRgylin (ol gofom®. #3038, bgom, 110X138 b3, Lbd.
Herder with Flock. Oilcloth. Oil. 110 x 77 em. GAM.

BB s yrgb Colngms™. Sypom, byen, 66.5X77 LA, Lb
Cock. Hen and Chickens (Rooster and Brooder with Chicks). Cardboard. Oil. 66.5 x 77 cm, GAM.

o Jorb e B850, baow, 114X90 L3. bhi
Woman with a Tankard of Beer. Oilcloth. Oil. 114 x 90 cm, GAM.
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41,

42,

43,

44,

45.

46.

47.

4B.

49,

50.

51

52.

53.

54.

55.

56.

5.

58.

39.

60.

6l.

il sgmob fyadego™. (ergifyndols BoTogmn). B93adia,byown, 52X117 LA, bb.
An Onachaly Beauty (Onthachala Belle) (the left pant of diptych). Qilcloth. Oil. 52 x 117 cm. GAM.

w3t amall fmifro®. Gongdodol Bslogma). ImDailds, Ugyon,52X117 b3, bba.
An Ortachaly Beauty (Orthachala Belle) (half of diptych). Qilcloth. Qil. 52 x 117 em. GAM.

mo by Dothaamm@o®. hdadds, nen, 117X94 12, bb,
Actress Marguerite (The Actress Margarite). Oilcloth. Oil. 117 x 94 cm. GAM.

i fboliuty aohsbemol dndyfnda™. F40oDha, bymn, 109X90 LI, b3,
Portrait of Alexander Garanovi. Oilcloth. Oil. 109 x 90 cm. GAM.

gl oo, Dydsdda bymn, SIX34 b, bba.
Musha with a Keg. Oilcloth. Qil. 51 x 34 em. GAM.

oiFgls pobfmn™. Fy3adds,egon, 5134 LI, Lba,
Musha with a Wincskin. Qilcloth. Oil. 51 x M cm. GAM.

Maofipggon®. Jydaids, Bgen, 106X46 LI, bbI,
Chef (Cook). Oilcloth. Oil. 106 x 46 cm. GAM.

gy g™ ¥ylshs, Ygom, 105X46 LALLD.

Janitor. Qilcloth. Oil. 105 x 46 cm. GAM.

Aol Fyladds, Byew, 102X47 bl bbd.

An Organ-grinder {Organ Grinder). Qilcloth. Oil. 102 x 47 cm. GAM..

nda™. Bndsdha, Ugom, 109X49 L. Lk
Nurse with a Baby (Nurse with a Child). Qilcloth. Oil. 109 x 49 em. GAM.

.\an dogn oanlfnn®. ﬂ-a'a.u'lao.‘l.m 110X89 1. bbd.
Georgian Woman with a Tambourine. Oilcloth. Qil. 110 x 89 cm. GAM.

oy Coomger JgiobiyBe)™. Hydeddo.bgmn, 111X90 bi. bbd.
Fisherman in a Red Shin. Oilcloth. Oil. 111 x 90 cm. GAM.

bty dgmagnba®. ibppam, bgem, 46X73 L. LB
A Young Fisherman { Young Fisherman). Cardboard. Oil. 46 x 73 cm. GAM.

o bl ofillyjeun™, fkppe, Sgon, BOX100 L. jguber Lo pyetfrgda
Woman Inspector of Market Hygicne. Cardboard. Qil. 30 x 100 cm. Private Property.

wgrrybs badagin &qigne™. Fppm, byew, 65X41 L. bbI.
Girl with a Balloon. Cardboard. Qil. 65 x 41 cm. GAM.

ol B Boda. Fydodbs, Lgme, 113X91 LI, bb.
Little Boy - a Firewood Seller (Boy Firewood Vendor). Oileloth. Oil. 113 x 91 cm. GAM.

Jodo qotilg”. Fgpeey bgea, BOXI00 LI

Doctor on a Donkey. Cardboard. Oil. 80 x 100 em. GAM.
wiede goibn™. Bnlids, Ygma, 99XE60 LD LbD,

Liule Boy Riding a Donkey. Oilcloth. Oil. 99 x 30 em. GAM.

2 Tgogre dogrambyyeio 0o mafudn Jogmn Jogiigpden™. #7000, Bgem, 114X156 b Lbil.
The Childless Millionaire and Poor Woman with Her Children. Qilcloth. Qil. 114 x 156 cm. GAM.

v lu.sdula abblob bogofmrmaumels 30‘-3&0‘.»@5". 000, by, 120X180b3. L.
George Seakadze Delivers Georgin from Enemies. Oilcloth. Oil. 120 x 180 cm. GAM.
wisdogmn Jpgpprmn®. 3008, bgom, 112X90 L. LB,

Shamil with His Bodyguard. Oilcloth. Oil. 112 x 90 cm. GAM.



62. oy ol mll\sll".\-.mm d.\tfm'ﬂn'. ﬂ'ﬂ'ﬂ.\im. Tyom, 113X212 b bhil
Church Féte in Kanli. Oilcloth. Oil. 113 x 212 cm. GAM,

63 JetiCommo hyem lu‘-j-\(w“mml'ﬂn". ﬂ-‘-]'l'ln:lk\, 'lbnmn. 99X 170 L) L.
Wedding in Old-time Georgia. Oilclowh. Oil. 99 x 170 cm. GAM.

64, ardugmolud gratw ppuematn™, ylside, byen, 112X90 L. Lk
The Tiflis Funicular. Oiicloth. Oil. 112 x 90 em. GAM.

65. Avevyile™. Falhildabgon, 2IX17 LD, bkl
Batumi. Oilcloth. Oil. 92 x 117 em. GAM.

66. 0 gyoefiob popreds Sgelink o, gipom. bgen, 72X263 L. bbD.
Féte of S1. George in Bolnisi. Cardboard. Qil. 72 x 263 ¢m. GAM.

67 . ByRaBiagen, 63X97 LA bbiL
Sviri. Oilcloth. Oil. 63 x 97 cm. GAM.

68, iy pornbin lwqm\\p". ﬂ-‘-mom, 'haum, 12X140 L3, LbI,
Divine Service in a Village, Cardboard. Oil. 72 x 140 cm. GAM.

69. .\]-\h:plnb :L\O.\Knﬂbl,ggn'. Tygom, 'banm. T0X140 bd. Lbd.
Kakhetian Train. Cardboard. Oil. 70 x 140 cm. NAM.
70. efrye ppburpyopeo™, ydedba, Baow, 115X86 L. Lbd.
S1. George Anchonite (George the Hermit). Oilcloth, Oil. 115 x 86 cm. GAM.

102 Tt WAL - bagosamypmeny ez Bgbgglo. Do sBedhoboTgameb bobpmormdn
bpmergbgbob dhy'bog il
Abbr. GAM - Shalva Amiranashvili Georgian Museum of Fine Ans
{Georgian National Museum).
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,,3060‘) boggn“. r'J"('frr'].)r'M.s. ‘f)(‘jmu, 93X 117 Lil, Lhi,

Jackasses Bridge. Qilcioth. Oil. 93x117 cm. GAM.






%]

»Jaoge Geggeol meob. daidds, hamo, 105X349 L. ki
nayt] HHEGL o !

Vintage Feast. OQilcfoth. Oil. 105x349 cm. GAM,







worgobmtn atogubs (3ogbogo) . Hyiaiido, hymo, TLIX104 Lil, LLi.

Familv Picnicking. 71.5x104 cm. GAM.
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»J0%0 gobals Gognaga@de®. dygiadds, hayea, 139X112 bil. bhd,

Carousal in a Vine Parasol. Oilcloth. Ol 139x112 cm. GAM.






LWhodo mb3.\gnb dancan 306&3‘60‘,\““- f,"‘-}'t'lnfr':lm, "".'I””" 120X 138 b, bhil

Three Princes Carousing on the Grass. 120x138 cmn. GAM.






o~

wJaoge dgstmby momage byBgmmab®. yihsidde, e, 106X198 Ll bhil,

Feast with Organ-grinder Datiko Zemel (Carousal with Datiko Zemel, the Organ
Grinder). Oifcloth. Oif. 106x193 cm. GAM






»p30dtodggdol Jgoqe’. iaibilds, byero, 123X210 LY. Lhi,

Carousal at Gvimradze’s. Qilcloth. Oil. 123x210 cm. GAM.






[

wOogmagbagdol Janget, yisihe, e, TI2X1TT Bl dadybasho, l”()ﬁn-)l',ii.\hnl‘. Hf(ll"n“-l']afz

Malakani Carousing. Qifeforh. OQil. 112x177 em. Mirzaani, Pirosmani Museunt.






7m0 magseols Joomo®. ydailds, hymo, 104X194 Lil, bhil.

Feast of Five Noblemen (Five Princes Carousing). Qifcloth. Qif. 104x194 cm. GAM






W@mmmmu

Krtsanisl, Otloloth. OF. 935115 con, GAM.






11

wogote @ dsho™. ddsidda, bymo, SOX93 Lil. bbil,

The White Dukhan. Oifcioth. Qil. 50x93 cm. GAM.







12

5009 ,,Pacmmowuo H HA BLIHOCK...*. rn;'}h‘('}dr), 'fn(-]r;m, 37X140 L Lhal,

Signboard: Wine Cellar. On Tap & off Premises. Tinplare. Gil 57x140 e GAM,






et
[N

s36s MAM-TTMBO u JIHMOHAID. m"-}f}'(-j!-in, By, 140X72 b 5@k l).\d\(l]u)('xu-(')-?-

Signboard: Tea-Beer and Lemonade... 140x72 cm. Private property.






S H30090 (300 3(}30“. ru‘l:'lf)'l?'fj'u, 'l'l{fjmn, 126X09 il bbi.

Signboard: Cold Beer. Tinplare. Gil 126x69 em. GAM.
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#Hof@Emtdo o]dal msgom™. orylofo, hyeo, S3X62Li,

dochsabo, qodiobdobol ey gio.

Jun
N

Still Life with a Loaf of Sugar,  Tinplate. Oil. 55x62 cm.
Mirzaani, Pirosmani Museum.






SDogm@donnge” (grgdetgeb Indletngosh gagbad wriglifo, bymo, J6XT3 Lal, Tk,

Still Life (Cheers to a Hospitable Man), Tinplare Qil. 36x73 cm, GAM.







SHoggddotde”  (peeo bognBindge).
i, hymo, 102X135 Bk Lhi,

Still Life (Large Still Life).
Oilcloth. Gif. 102x135 cm. GAM.







ohomds phabo dmodata®, (;zbabol tha). Fyididds, hyen, T12XN90 Lil, L.
Jobatde 3y 3% PNty i o

Rebber Rustling a Horse, Oilcloth, Oif. 112390 em. GAM.






~gobomgde gdbamgdosh mogusbblobomgob . dyisids, Do, 113XEY Lil.

Robbers Getting Ready to Attack. Qilcforh. Oif. 113x89 cm. GAM.






aoomge dogatiosb malyTa™ (ydsilds, hymo, 100XB0 L, Libil.

20

A Bear, Moonlit Night. Qilclorh. Oil. 100x80. GAM.






© 'White Sow with Pigleis. Condbourd, O, 80100 om. GAM.
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,,‘333;"\"0 330“)&301) (Bm[ﬂ)(']“. r'i‘(*mnrfr, 'bt-"mn, 98X 71 bil. Lbil

A Roe against a Landscape (Roe Deer and Landscape).
Cardboaid. Oil. 98x71 e GAM.






[N

oot oy, oo, 138X112 i, Lbil,

Deer. Qilcloth, Gil. 1385112 cm, GAM.






,,rﬂgpgnib B“l'ml‘-’m“. H!J['{f.\h':"m. 'h”mu. 16X34 Ui, Lhi,

Fawn. Oilcloth, Odlcfods O 46534 em. GAM.






25 M‘-WM’-W‘WIMGBB&M i
Hunter (Wounded Deer), Oilcloth. Ofl. 140x103 oim. GAM.






wwm Sugyeem, Yo, T4.5X9T 18, b,

ARbpe #t & Stream (Ros Deer with Fawa st a Watering Plage). Cordboard O
745597 e, OAM.







Three Dieer ata Stream (Three Deor by & Stream), Candboard. O,
103x81 em. GAM.






,,505)0&30“. oo haens, 138X112 Ll bhil

28

Giraffe, Cardboard. Ol 138x112 cm. GAM.












,,aﬁl\:"ngac d‘ad};gglagvn an%m{m“. H*'amnm. Bepona, 100N80.5 Lil. bhil

Eagle with Captured Hare (Eagle Seizing a Hare). Cardboard. Qil.
100x80.5 cm. GAM.






b, By, Yo, S5HT4 1B, TR,

3
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sdboge debois Tgguab®, Sygpom, Yo, SAKIIE L3, WD,

32
94x116 om. GAM.






WAaedimgdy comstio. ey b, 100X09 L, Lkdl,

A Tatar Cameleer {Tatar Camel Driver). Carcdhoard. il 100x99 cim. GAM.







,,3(')50“. e Baon, BOX100 bil, Lhil,
34

Ram. Cardboard. Ol 80x100 cm.






wgomembg s Fggac, Tawn, 72X100 bil bhil

35
Threshing (Threshing Floor). Cardboard. Oil. 712x100 cm. GAM.
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,,3‘:]5)1) onmaﬂﬁ“. U;fm.\m, (h;}mn, 34X42 hil, Lla

Baking Bread. Cardhowd. Oif. 34x42 cm. GAM.






‘,‘Edb;m(‘_i(‘] dodogomo dagdggdoobo Jomo®. ifyilbsilds, bywa, 1I1X92 Ll b

37

Peasant Woman with Children Fetching Water, Oifcloth. Qi 111x92 em. GAM.






- dlbo (zbatinb sthom*. (- 'r'fm"]rj).\, '?i'mr), [T0X138 bil, bl
4d G°3 g J d)

Herder with Flock. Qilcloth. Oif. 110 x 77 em. GAM.






39 ,.abaom\n o dlﬁﬂh E’n?ng\nb“. H’lrll:,l.\.'»;, ’b'f]nm, 66.5X77 L Lk

Cock, Hen and Chickens (Rooster and Brooder with Chicks). Cardhoard. Oil.
66.5 x 77 cm. GAM.
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~omakagol frgéas”. (ongodob baFogma). dydaide, bymo, S2XIT bil Lbsil.
sofosdomeol gudns. (mongodob bsFoma). hydsiha, hyow, SIXILT Ll Lbi.

An Ortachaly Beauty (Orthachala Belle) (the left part of diptych). Oifcloth. Oil.
52 x 117 cm. GAM.

An Ortachaly Beauty {Orthachala Belle) (half of diptych). Oilcloir. Ol
52 x 117 cm. GAM.







JWMM 3By, By, 117X94 b3, b3,

mmmmmmwmmmm:wmm






" mwwmmmmm

Portrait of Alscander Garanovl, Oifcloth. Of, 108 % 90 con, GAM.






BB Bogou®. Bysils, Ygen, SIX34 VE. bHA,
o D golbon”. ByBails, Tyem, S1X34 Bil. b8,

45-46
Musha with a Keg. Oilcioth. Oil. 51 x 34 cm. GAM.
Musha with a Wineskin, Qilcloth. Oil. 51 x 34 cn. GAM.






,,3%0@13‘3@0“. itydotde, bymo, 106X46 L. Lbi.

Chef (Cook). Qilcloth. Oil. 106 x 46 cm. GAM.






n39gbegg*. deydotdde, hyemo, 105X46 Wi, b,

Janitor. Qilcloth. Oil. 105 x 46 cm. GAM.
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,,3306(:53“. Ff;-}re'f.*”rl’).\. 'h'-]unn. 102X47 Ll bhikel,

An Organ-grinder (Organ Grinder). Oilcloth. Oil. 102 x 47 em. GAM,






wdoda't. ;l"(_'J't'f.\f'f&s, 'b‘f}ruu, 109X 49 Lil, Libil,
50

Nurse with a Baby (Nurse with a Child). Oilciorir. Oil. 109 x 49 e, GAM.







»JPémggmmo Jogmoe esoton™. dydsdds, haymo, 110X89 L. Lbd.

Georgian Woman with a Tambourine. Qiicloth. Oil. 110 x 89 cm. GAM.






na{]maa‘}l“] (VOM{]Q 38&}066‘30)“. r‘]’('j'r'f.\r'fr-').s, ‘n'}("][l'll'.l,
1H1X90 b, b

Fisherman in a Red Shirt. Oilcloth. Oil.
111 x 90 cm. GAM.
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whamasbtips dgeggby™. dngon, hgeo, 46X73 Lil, Lbi.

A Young Fisherman (Young Fisherman). Cardboard. Oil. 46 x 73 cm. GAM.






wfomo dob@ob nEbSad@)mﬁm“. ihepors, hgemo, 46X73 L, agenden Lo @b

Woman Inspector of Market Hygiene. Cardboard. Oil. 80 x 100 cm.
Private Property.






 sgmyha baugties DufBiy”. Bigpen, Tgem, G3X41 0. Bhdl

55 _
Givl with a Balloon. Cordboand Ofl. 65 x 41 cm. GAM.






,,'Halanl:u 60830;\033(}\00 60%‘0“. thydhsitde, bymo, 113X91 L), Lk,

36
Little Boy - a Firewood Seller (Boy Firewood Vendor). Oilcloth. Qil.
113 x 91 cm. GAM.
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Dot on » Dondiey, Candboand. O, 80 x IMMM
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»90gogme doguomby@o o matodo Jogno doglggdom™. fyilailds, Ly, 114 X156 L. bbil,

The Childless Millionaire and Poor Woman with Her Children. Oiicloth. Oil.
114x156 cm. GAM
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Georgs Sualoize Delivers Georgls froin Enemies. Oifoloth. O, 120180 om. GAM.
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~3580mmo dgggemon’. tydsidde, bymo, 112X90 L. Lbi.

Shamil with His Bodyguard. Oilcloth. Oil. 112%90 cm. GAM.,






Hbaggengbom pmgbslfsnmo JodmmBot. Fydilde, hawo, T13X212 Ll ki,

Church Féte in Kartli. Oilcloth. Qi 1135212 cm. GAM.
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,,dmﬁvt‘l@n d:}a;{l bbdbémaﬂ@mﬁo“. t'j'(']"r'f.\fl'(‘).ﬁ, "){A;wr:, 99X 170 Il Lbi,

Wedding in Old-time Georgia. Oilclorh. O 99x170 ¢mi, GAM.







[

»odognabiol ﬂ"{]ﬁnd'agmv)ﬁn“. Ef;":'r'}m'fﬁn. Do, L12X50 bid, Lk

The Tiflis Funicular. Qiicioth. Oif. 112x90 em. GAM.







AomBats idyiailbe. bywo, 92X117 Lil. bhil.

63

Batumi. Oilcloth. Ol 923117 cm. GAM.
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SF9: aomdgol megnds dembolBoe®. thygom, byemo, 72X263 bil, bhil.

Féte of St. George in Bolnisi. Cardboard. Oil. 72x263 cm. GAM.












,ﬁaﬁadgnbn bmthjng“. H’{'m.\m, ‘,l,(; win, 12X140 hilo Lbil,

Divine Service in a Village. Cardfboard. Oil. 72x140 cin. GAM.







wgobgeols do@odgdgena™, Hyyocs, hywo, 70X140 il Lbil,
69

Kakhetian Train. Cardbocnrd. Ol T0x140 ¢m, NAM,







P00 aobogaomo®. duydsdde, bymo, 115X86 Lil. Lbi.

70
St. George Anchorite (George the Hermit). Qilcloth. Oil. 115x86 cm. GAM.












