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PREAMBLE

The book-album reflects the outcome of a half-century long creative work of the greatest sculptor
of his time, the People’s Artist of Georgia, the founder of Georgian modern monumental sculpture -
Nikoloz Kandelaki (1889-1970). The book is especially valuable because it is the first fundamental
work on the art of sculpture of Nikoloz Kandelaki published in the Georgian artistic and scientific
environment, which includes both a text conveyed in a popular scientific language and abound illus-
trated material.

Based on the art criticism and cultural analysis of N. Kandelaki’s creations, the book presents his
solution of the human problem - with marvelous relationship of spiritual and corporeal, individual
and ideal, national and common to all mankind, concrete and symbolic, personal-intimate and sub-
lime-heroic. The work also includes the socio-cultural meaning of N. Kandelaki’s artistic-portrayal
thinking as a symbol of the memory of people and their deeds.

N. Kandelaki’'s creative work is considered in the context of the ongoing processes in the culture of
the twentieth century, which provides more extensive and comprehensive information about the cre-
ative forces of that time, Georgian contemporary fine arts and the history of the Tbilisi Academy of
Arts. Thus, the book with its structure fills the lacuna that existed in modern Georgian art until now.
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Introduction

603MCMM® 306MCICNIZN0L
63IM3MALOBOLOIMO BB

»3IHIOOL 06 Jgydemos Y39o
dgbyzohmb mogolio 0mbgdmdo,

0b m030bo dobogobo gothzzgnemo
306mbBmMTngthgdom dgd30tmogonmo
ddmomds. 0o Bogmo 0dobo,

o3 0gdbgomeo Loddmmo MU,

9L ogm, gdtremme, 0bgMoo Bobo
bobodo ogtmggdnemo nbotdodoto
3mH 9630960 dogmobs. ols dmemmIy
16000 godmbmghomoygm. gb yzgemaob
obg ogm. Logdotmggemmdo Mo
9900 godmhbeoo, myboi 0dob
300m, MMAJ... bo3zMyoo F0o(HMId
939940060 650yg30630 BSdmmMMao
d90mddggddo”.

1. 0. m®P85603300m0, XX Loyaynbol Jomymo
bgemmgbgoo o Bobo olhmEmoyemo 3MbhadLo,
®o0emobo, 2019, g3. 142.

THE NEOCLASSICAL WAY OF
NIKOLOZ KANDELAKI

"Culture can not suddenly cease to exist,
or its movement conditioned by a certain
internal regularity. A large share of what
was being created in Soviet times was
simply the inertia of a huge potential
force accumulated in the previous era.
He had to be exhausted till the end. It
was like that everywhere. It has appeared
in Georgia a little more, even because,
that... the leading creators have left the
country less".!

Since then, many things have happened,
the conjuncture of official art has been

a thing of the past, and horizon of the
aesthetic perception of the Georgian

1. M. Tumanishvili, Georgian Art of the XX Century
and its Historical Context, Thilisi, 2019. p. 142.




Job 8980098 Itrogomado Byogmdo
hoooto, MmB0E0oMYEM0 bgemmgbgdols
3Mb09bdhn®mo Bodmbymb BodotMo
o Jomymo Lodmgomgdols
9LM9HO3NM0 v Jdol mgombsbogho
360330690mmM3gbo gogotmmmgo.
030(™M3 goMygommo gobo Bobobhg
bobol bt gogmoddols yehomyemgls
306 M090do dmmgebg §9800Mmaho
dbohgcmgool d9dmgdgogdols
300000306900. 21-9 Loyanbols
30000mbobgoob B3gb mgombBob
300domo Loddmgmols Jogth

Ho0P0M 90 LEBMEM9odo IMJEgnMo

society has significantly expanded.

It has therefore become inevitable to
re-evaluate the creativity of true artists
working in the most difficult conditions

of social realism of the past. From the
point of view of the 21st century, we have
before our eyes the peculiar world of
their art within the borders tabooed by
the Soviets. Society views these artists
sometimes as "social realists", sometimes
as the creators "hidden" behind museum
art, sometimes as the artists "trapped in a
corner" under the psychological pressure
of the Soviet conjuncture. Although there

bodbohzhm oz30gd00ls
3bmaqbembgda. dnodo
dob23bog B0l b. 30bwgmozo.
bododmggmamb bodbogbhm
o3009d0s, 1927 .

Professors of the Academy of
Arts. Sitting in the middle on the
right N.Kandelaki. Georgian Art
Academy, 1927.



bodbahzdhm o300g300
3bmaqbmbgdo. dgmbg dogdo
3o 3bboab dqlodg ols

b.30bgmoz0. bogobdmggmml
bodbadzdm o3009300, 1928 §.

Professors of the Academy of Arts.

N.Kandelaki sits the third from
the left side in the second row.
Georgian Art Academy, 1928.
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om0 bgemm3zb900L mog0Lgonto
Bodgobm. Lodmgomgdo 6d dbohzkgdl
30bobogmogl bob ,LmEtgomobhgdoc”,
bob Lodydgndm bgommgbgyool
,00Mm@oGYdym* 98mdgdggoaco,

bobog boddmmoe 3mboybdhntol
abogmmmagoyto 6bgbom ,3nmbgdo
dmadbygognmm” oMmpolhgdoco.
dopbgooge 0dobo, ™A Hhggbo comob
30MOYOY 3bmghgdsedo omLgoomo
(33¢mM00M 90900 3906036900, gobyomo
Loyanbol bgemmgbgdols otlido MmMmBoc
dgmBggol bLytgomom, ambgdoom 3o0b(s,
3hM00Mgdm, gthmo dgbgogom,

are significant changes in the cultural

life of our time, with the desire to delve
deeper into the essence of the art of the
last century, we still turn our minds to the
seemingly easy-to-understand Soviet
culture. It is the subject of keen interest,
judgment and controversy of the society.

Among the prominent representatives of
the fine arts of our country is the high-
level art imbued with the amazing inner
energy of the People's Artist of Georgia,
the most colourful figure of his time —
Nikoloz Kandelaki (1889-1970), which

J3RMIIC
IRMIEICA
IEANI0
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3N hhob. 0go bLodmgowmgool
3bmggmo 0bhgtgbiol, dobo goblgobo

o o330l bogbo 3393cm0bgdo.
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0300mbohRobm BoMTmIoagbgmmo
dmMol obgmoos Logotmggemmls
Lobogmbam dbonhztols, mogolo comaols
439emodg 3mmm®0Byo Boancol —
Bogzmoemmb 30bgmogol (1889-1970
6.6.) bomEoto dobogobo gbgtaoom
3063Lg30eMm7eM0o JoMOMOo MboL
bgemmgbgods, MmM3gemois, momdmb,
dobo dgagdabgomol 393bemmgeb
933960396 0800Mgdls. LEmMgo gls
9696g00 306LOBdM3gMOgL dngdobrogzol
3b™M3gemBygmazgemo dogmoom
300mMmhgyem dgdmB3zol Fobgmobog.

b. 3060930l 3gmolihogno
bgemmgbgdol 3emobogn® Loaydgmmgody

Joboggmo dbodzbgdo.
3062360006 306390 Bals

b. 3obgag0, 33gtRm
©. 303000d7, 3. dabggoho,
3gmbg éogdo Bals

@ 3PEoodgowo.
»domabo, 1935 §.

Georgian artists. N.Kandelaki
sits the first from the right side,
next D.Kakabadze, K.Zdanevich,
L.Gudiashvili sits in the second
row. Thilisi, 1935.

seems to share the fiery temperament

of its creator. It is this energy that
determines the manner of sculpting
distinguished by the vivifying power of
the sculptor. Neorealism based on the
classical foundations of N. Kandelaki
plastic art goes far beyond narrow
national frameworks. It is seen in the
context of the processes that characterize
the artistic culture of mankind of the 20th
century with its aspiration to anticipate
events.

N. Kandelaki is a monumentalist by
nature and, in line with his own creative
concept, uses the tendency to convey
monumental forms of art established
since the 1920s. He reaches such peaks
in this field that it can be said that N.
Kandelaki is one of the greatest sculptor-

monumentalists in the world historical



8oék33603 gl b. 30bogme 3o,
Bob3bbog dobio bodromm ddo

oggbebodyg (bods).
N.Kandelaki stands on right
side, on the left side his middle
brother Aleksandre (Sasha)

0dygoMm9oymo bgmmgomoddo 3obthm
90 m3670m Homhmgdl dmMl bzogmgde.
080 300860 gdo 03 3rm39L90M0
3mb0adbhdo, brndemgdai 20-g LoyanboL
303M0M0mMo0l dbohgtnem 3nembytols
dmgmgbomo gobdgmgholiggb
dollbMoxrgd0m dboboomgdl.

b6.30b9mMo30 dbgdom
dmbydgbhoemolihoo o Logymoto
d90mddggdomo 3mbEoxyool
dobohygobo dodotMmmogl 1920-

0000 6emgd0ob od3300MYONM
bgemmgbgdols dmbydgbhnto zmdm3gdom
30000m3930l Hhgbgbool. ngo o0
bazgrmdo obgom 3639630emMgols 0mBggL,
™3 dgodomgods omdgols, b. 3obgemogo
Abmazemom obhm®moyem Jgemhn®odo

9 m-9Mmm0 yg3gemodg oo dmgdobogiy-
dmbydgbhoemobihoo. dob bLoggydggemo
hoyngomo Johmymo mobodgtmsg
dmbydgbhto Jobogzgdol Lgmemals.
080 301390MmM080000, 3063 Jothmymo
bgemmgbgdol Logobdobomemgdemm
3960ob — bodbonhghm 83009300l o
d90mdg090090000 30900006930

— bogdoemggemmls dbohgotmo
3083060l LE™MZx90mMOD 8.

000(hm3a b. 30630 ote dotMhm
300mMmhgyemo dgdmddgono,
OMIgem3oE MM3d 33000 oodhboo
0obodgtmgg Jomymo Jobozgool
30068300060 gdols, 0odgo gobemom
700000960 3mxglombogmo, mdgmols
390008M3079M0 dmmgzobgmdomo(s
(1926-1970 6. 6.) om0odotoo o
Hodmyomoodo bmdogmo Jothmggemo
dmdobo399d0l otrogEmmo momao.

b. 30bgemogol bogoghgools

308900 MbhoHMoody, b dgtbgols
REMMOIY 96 00yY3009d0. 0l ot

culture. He founded the Georgian School
of Modern Monumental Sculpture. He was
one of the first to head the Georgian Art
Education Center — the Academy of Arts
and the Creative Union — the Georgian
Artists' Union. Therefore N. Kandelaki is
not only an outstanding creator who left
deep traces in the development of modern
Georgian sculpture, but also he was a
great professional, whose pedagogical
work (1926-1970) brought up and formed
many generations of famous Georgian
sculptors. Understanding of N.Kandelaki’s
giftedness cannot be reduced to
mastership, or possession of sculpting.

It cannot be reduced to the ability of

self-expression by any material means.




bogemmmd 30bgme 30l Jobooggdol 3mobo: doébggm Gogdo bbgweb: o zbbowaeb d0ékggmo b.30bwgmaza,
3062360006 3gmérg bobo 7ébm8adg. bodobmggmml bodbadzdhm o3009300, 1927 .

Sculpture class of Nikoloz Kandelaki: Sitting in the first row: the first from the left N.Kandelaki, the second
from the right Nina Urushadze. Georgian Academy of Arts, 1927.




Bogmmmd 30bpgms3z0ls
debm39bynéon Jobozgdols
bobgamembbm: 6. 30bogmezo
g0l 00093698 ©admmdobhgdols
3780m30ls, mdagmaliol badbahzbm
03009300, 1950-0060 Hemgoo.

Monumental Sculpture Studio of
Nikoloz Kandelaki:N. Kandelaki
watches the work of the students
preparing for diploma exams,
Georgian Academy of Arts, 1950s.

000y430b900 030 M7 03 Johgtmoommyto
LodYoMgdgdom M30mad3Mmbohzol
96060B93. Amgoboggl godmombggls
LobgmoEm030 98EGIM3gbgd0l vFomemgdynem-
6 m3obhognemo Bymoos o 03 botolbob
000003000700m0830, OMIgEMOoE Y39emo
498306000 000 3bohzcmobomgoboo
b0dbgyomo.
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3003900 1030LMOZ0 P30330M Y0
dmbydgbhndmo Jobogzgool nbogomyb
76066 — 3gembhtol otbo godmbobhml
bgemmgbgdobomgol dogdlodogmyMoco
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The sculptor is distinguished by the
sublime-romantic set of portrayal thinking
and the degree of individualism that is
characteristic to all true great artists.

The importance of N. Kandelaki's work
is mainly conditioned by two factors:
the first is related to the unique ability of
monumental sculpture — to express the
essence of culture with the laconicism
that is most accessible to art. No less
important is the second factor, which
reflects a generalized narrating of the
spiritual aspirations of his time in  N.
Kandelaki's works. Added to this is the
high plasticity and ideological-emotional




3obobgMdn MO3Mboytmodoom.
06Mobo3emgd 360d369emm3z0bns dgmbyg
oJhm®moa, dmIgemoi b. 3obgmozols
d90mdad900900do obobogl mogobo
Mhmob byemogto JoLbBEGMOBgdgdols
LoddMMmMIg oyzobogmo
30068mgoy000m 3odmzgao.

0030l 9300900 mg0m Imdobogzols
d3bogmgdgdols domommo 3emobingntmos
0 000g96M-98mE0PM0 dogmo. Ymagamogy
9L 30 n0megcm9obio 3r0MH9c07d0s

00 dbo®hztol bgemmgbgdolimgols,
63gem3oi3 3nemdhptodo mogobo
engemo Botdohgoom dgolitymo.

power of the sculptor himself. All this is
the main criterion for the artist who has

successfully performed his role in culture.

N. Kandelaki, recognized as a master
of spatial form, had a kind of sixth
sense, which seemed to dictate the true
nature of the plastic form, the internal
structure invisible to the eye of this
form - a source of energy, elevated to
monumentality in the external masses

and strongly expressed in each work. The

so called sixth sense of the sculptor was
always accompanied by an intellectual

bogmmmd 30bgme 30 mogals
bobgmmbbmdo dsbgmals gnhedg,
®d0mabo, 1960-0060 Hangdo.

Nikoloz Kandelaki in his studio at
Mtskheta Street, Thilisi , 1960s.



bogmmmd 30bgme 30 gogndals
dgéofgobol mogols bobgmmmbbmda
33bgool gnheds, mdogabo,
1960-0060 Hemgdols J7o bobgoo.
Nikoloz Kandelaki while sculpting
a figure in his studio at Mtskheta
Street, Tbilisi, the mid-1960s.

LogtMEMOM030 BMMTol oML
000M9dem 6. 30bgmMozL goohbo
9hmaggotn 3999d3L9 atrdbmdo, Mo
000 JmBo 30Mbobmos 3emolihogn®o
RMmMIoL §9930Mmoc) 0nbgdol, od
m®Iob ;mgomom ybogmog doo
LhGYIDHEOL — gbghgoals ByotmU,
30Mmg 3oligddo Bmbn3gbhycmosdy
0yg0b0ml oo ddemogmo godmbodymb
000MIYM b03Ydg80¢To. dmgobogol
00 9. 6. 39993L9g 8rdbmool 3yod mob
obomo 0bhgemgdhnocmyto Lobyobo,
6m3gemoE dogntgogmodog boghydmol
030 9d7YeM0o 0600030007008 30mO

beginning that reached the viewer with

a sublime individualism of life and a
romantic psychological spectrum. These
general features characterize almost all
sculptures of Nikoloz Kandelaki. In his
lifetime he created models of monuments,
erected a monument, performed a facade
sculpture, decorated the interior of the
building with bas-reliefs. Each of them

is a sculptural-architectural monument

in relation to the environment, in relation
to landscape and architecture, as well

as in terms of plastic and verbal forms.
Their semantics and artistic solution




o OmM3obhoznmo abogmemmaoy®mo
L39dHtrom omBggco. gb dmgoo
»30b9d900 bogmmmBd 30bgmMogzol
030090¢03 Y39emo Jobooggool
0boloomydl. 3ob Mog30L LomEsbemgdo
dgdabo dgaomgdols dmgemgoo,
0m3otmo Imbydgbho, dgolitymmo
boggobom bagem3hnto,
00MH9M09B0m ZooBMMBd 8gbmool
06096096 0. ymz9emo domagobo

are at the same time considered in the
broader cultural context of epoch-making
processes.

The naked figures depicted in a variety
of motions sculpted from life and thought
of as monumental plastic are performed
by the cognitive method by N. Kandelaki.
The plastic art saturated with the inner
energy of their classically decided strong,
dense forms, their bodies are natural and



bodbahzdhm o30gd00ls
3éoggbmbdgdo bogedmaegbem
60880 ob(3bbowob dgmérg
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3- bobodg, 39b¢éd0 geb

3. gooemgmody. dobs 1306

8. bodbobedy, dobrzgbog
30bg9wmo Bab o. gnédoonsbo,
»domabo, 1967 §.

Professors of the Academy

of Arts in the exhibition hall.
N.Kandelaki sits the second
from the left, K.Sanikidze stands
nearby, Ap.Kutateladze stands
in the centre. Z.Samkharadze
behind him, A.Kurdiani sits the
first from the right, Thbilisi, 1967.

bogmmmd 30bgme 30
3mb139bhéo0 Joboszgools
bobgammbbm: 6. 30bgme 30
0gomb 093690
©03m®dobhgdol 3x8omdals,
®d0mobol badbahgdm
o300gd0o, 1955 .

Monumental sculpture studio of

Nikoloz Kandelaki: N.Kandelaki
watches the work of the
students preparing for diploma
exams, Georgian Academy of
Arts, 1955s.
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603(‘0@(")8 506@3@030, ]960—0060 6‘@360
Nikoloz Kandelaki, 1960s.

unforced. They are therefore perceived as
a kind of symbol of modernity's attitude
towards the past and to some extent
express the sociocultural meaning of the
sculptor’s monumental plastic art.

N. Kandelaki is an artist who sets
the belief in his own power and
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professionalism above himself. Through
various artistic solutions of the sculptural
portraits, the sculptor conveys with
extraordinary intensity the tense inner
mood and dynamics of the characters

of the public, military and intellectual
spheres of his time. At the same time

N. Kandelaki's portraits are no less
monumental than the figures, on the
basis of which these busts coexist with
the "open" space. However, the founder
of the Georgian School of Modern
Monumental Sculpture has erected
very few monuments in the "outdoor"
space, and this was even done mainly
after his death with the great efforts of
his students.

Joboo3zgdal zomgodol
bhyngbhos badgboghm
Péab bbomdo: 396¢)¢80 Bols
300gbab godgg, 3bmaqbmbo
6.306gme 30, 0dgg bbgob:
3.00q760dg, . dbgady,
bhynEgbhgoowsb sdmabmds
3. 20q3060dg o b. 20doo,
mdomabo, 1968 §.

Meeting of Students' Scientific
Circle of Sculpture Chair:

the head of chair , Professor
N.Kandelaki sits in the centre,
nearby sitting: V.Topuridze,
S.Kakabadze, L.Mkheidze,
G.Japaridze and N.Jikia can be
recognized from the students,
Thilisi, 1968.
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7. 20g30600dg, mdomobo, 1959 6.

Georgian Artists: Standing: in
the middle N.Kandelaki, the third
from the left Ap.Kutateladze,
next L.Gudiashvili, the third from
the right M.Siriani - Armenian
artist. Next U.Japaridze, Thbilisi.
1959.
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Not a large part survived from the
numerous sculptures of N. Kandelaki

are mainly plaster models made to be
cast in bronze. At the end of the last
century, due to the civil war on Rustaveli
Avenue, the funds of the National Picture
Gallery were robbed from time to time.
Bronze sculptures were taken out of its
repository, and sculpted forms made of
painted plaster were broken by thieves
to find out whether it was the bronze
material they wanted. At that time most
of the statues of N.Kandelaki was taken
out of the repository. At best they were
sold. Eventually, in addition to three or
four bronze busts, stone-carved portraits
remained in the material. The same fate

23
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befell the works kept in N.Kandelaki's
studio. Its building was destroyed by

the elemental processes of urbanization
of Thilisi, as the government delayed

to grant the status of a museum to the
studio. Probably, the state museums

did not have the resources to undertake
"extra burden". The sculptor's collection,
which was constantly "travelling" from
the empty studio, was being damaged,
abased and reduced day by day. In its
current state, it is easily possible to have

nothing left out of it for a while.

Bogmmmd 30bogmozo mogol
Lobgemmbbmdo dizbgmals gahedy,
0d0eobo, 1960-00b0 femgdo.

Nikoloz Kandelaki in his studio at
Mtskheta Street, Thilisi, 1960s.
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Nikoloz Kandelaki,Sculpting

a bust of Aleksandra (Shura)
Toidze, N.Kandelaki sits in the
middle, the first from the right
A.Toidze, Georgian Academy of
Arts,1937.
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One thing is clear, with the creative work
of Nikoloz Kandelaki, an artistic form
was established in Georgian sculpture,
whose plastic properties: fullness, depth,
density, weight, integrity and sharp
sense of space, became the foundation
of the modern national monumental
sculpture school.
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Monumentality . . wons

PERCEPTION -A SIGN OF THE TIMES

dmbydgbhntmdols gdbmoos — dbo¢hgmals
399939 atrdbmadovo. ols dbgdol olgmogy
F0MEOMO, Hmagmds dpbogomydo
LAgbo!

Bo3mmmB 306gmogo Johmymo
dmbydgbhnto Jobrogzgdol dogbhtrmeo,
Jotoymo dmbydgbhnto Jobozgdols
L3mMob BYdgdgdemo dmMoodMgode.
080 060 JoMHm LogommggemmUs
Lobgemmgbgom Loghigdo, otrodg
AbMBEMOM MObOIgEMM3y 3OO0
9O m-9M00 00 dmdobogg-
dmbydgbhocmolihos. 6. 3obogamogzols
J3bogmgdgdol 3zomome godmbobhyomo
®030l9016M0 60dobo ggemollbdmdl

060 dbmemme demogho demolihozom
domBgynom domoddgdoog dbohgtyem
9B9JOL, 3obLYMM3ZobydymL

1. 3. Amawykenu, lectoe 4yscTBO, MOCKBa,
.Monopas reapauna“, 1981, g3. 68.

Sense of monumentality — is the sixth
sense of the artist. It is as much gift of
nature as a sense of pitch’

Nikoloz Kandelaki is considered to be

the maestro of Georgian Monumental
Sculptures, the founder of the Georgian
School of Monumental Sculpture. He is
one of the great sculptor-monumentalists
not only in the art environment of
Georgia, but also in the modern world
culture. An explicitly distinctive feature of
N.Kandelaki’s creations implies not only
the impressive artistic effect achieved

by the strong plasticity embodied in the
material, but also the sense of the specific
structure of the works as a reflection of the
sculptor’s works’ arrangement. Therefore,

discussion of the unique features of

1. E. Amashukeli, The Sixth Sense, Moscow, “Young
Guard”, 1981, p. 68.
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N. Kandelaki monumental sculpture would

be incomplete without the context of the
processes ongoing in the Georgian culture
of the twentieth century, the incongruity

of which limits the artist in certain ways in
the creation of a free form or his creative

activities.

The cultural life of Georgia of the past
epoch was full of artistic talents, artists
obsessed with the great desire for self-
expression ... but they constantly faced an
unequivocal directive from the state - the

practice of realistic reflection of socialist

bogmmmd 30bgmoza,
1920-00b0 Havgdo.

Nikoloz Kandelaki 1920s.
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Georgian Artist; Standing: The
first from the left D.Kakabadze,
N.Kandelaki, K.Kaladze,
L.Gudiashvili, Sitting: the first
from the left K.Zdanevch,
T.Abakelia, D.Arsenishvili. The
first half of the 1930s.
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concepts. It must be said that in the 1920s,
it was still possible to share to some extent
the artistic criteria of the world avant-garde
and to create original works equipped with
a national form. Therefore, the ens of this
decade was relatively free in the selection
of artistic principles or combinations of
formal elements. The cultural impulses

of the past materialized with the oddity of
avant-garde and wide-ranging extremities
of the leftists, viscerally embraced

the beginnings of further developed

ideals, the source of which was the
Leninist Declaration of Monumental
Propaganda and the system of Soviet
measures implementing it: presented

in the form of parades, celebrations of
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remarkable dates of revolution, jubilees
of revolutionaries or other celebrations.
The means of propaganda thus became
spatial monuments and fine decorative
elements of architectural objects, which
mostly spoke in plastic language. In
conveying civic pathos they were required
to have enormous potential power of
expression, of extraordinariness, of a
bold compositional solution. Therefore,
the talent of the performer was especially
appreciated in the conduct of state policy
in the creative fields — a high level of

his knowledge and professional skills, a
generally recognized quality. The state
needed such persons, especially those

bodbothgbhem  ozogdools  3bmeg-
boodogdo:  goebeb: 3qbedy  éogdo
Fob3bboob dgledyg b. 30bogmazo,
399d3b9 ©. 3og00adg. dgmbg ¢ogdn
3oé3bboob dgmérg 3. vdobobodga-
o, dqbadg 6. Lgggbmgo, dgmomby
. 3omgobo, dgbmog 9. moblgéhy,
3993009 3- 3ha0d30wo., dgogh-
39(h9 3. bocmady. bbgrob: dod3bbo-
b gmombg 3. godedz0wmo, 3983009
3. 3b0bggbzo, Lodoboggmml Lo-
dbohyzbm o3009300, 1927 .

Professors of the Academy of Arts:
Standing: the third fromtheleftinthe
third row: N. Kandelaki, the sixth D.
Kakabadze. the second from the left
in the second row Sh.Amiranashuvili,
the third N.Severov, the fourth
A. Kalgin, the fifth E.Lansere, the
seventh V.Kotetishvili., the eleventh
G. Natidze. Sitting: the fourth from
the left G. Gabashvili, the seventh
H. Hryniewski, Georgian Academy of
Arts, 1927.
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0dob boben-3189mdo.

Georgian artists: standing: the
third from the right: L.Gudiashvi-
li, the fourth N. Kandelaki, 1930s.
GNM. The memorial house of
Mose Toidze.
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who had been educated in world renowned
cultural centers.

In the field of sculpture, lakob Nikoladze
(1876-1951) was considered as such
person, whose aesthetic consciousness
was formed in a civilization ruled by

the personalities of the Western world.

[. Nikoladze, a staunch supporter of
Rodin’s “non finite” and his impressionist
manner of embossment, became the head
of the sculpture faculty at the “Georgian
Academy of Arts” opened in Thilisi in
1922. In addition to that, he was involved,
with his students in the implementation
of “Lenin’s monumental plan”, he made

an unprecedented effort to persuade the
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Georgian artists: standing: the
first from the left |. Nikoladze,
Azim-Zade, M. Toidze, L. Gudi-
ashvili, 1940s.

bogmmmd 30bpgmozo 3ghgddy-
bgob bodbohzgbdm v300qdools Jo-
bozgdol ohgmogdo bonl dgéb-
Pgobob, 1924 §.

Nikoloz Kandelaki Sculpting Nude
at the Sculpture Atelier of the St.
Petersburg Academy of Arts, 1924.
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Soviet authorities to erect busts of not only

leaders but also Georgian cultural figures
in the “outdoor” space.

Nikoloz Kandelaki, who came from

St. Petersburg (the former Leningrad)

in 1926, reveals a completely different
approach to Western culture. There, in
the almost three-century-old Imperial
Academy of Arts of St. Petersburg,?in the
class of maestro Alexander Matveev, N.
Kandelaki first realizes the aesthetics of
neoclassicism inspired by the harmony of
French Maillol’s monumental plasticity. Its
basic principles — conveying the sculpture
with the most accessible laconicism and
material generalization, become the basis
of N. Kandelaki’s plastic improvisations.
The extremes of neoclassicism, however,
the embodiment of images imbued with
enigmatic spiritual tension and ethereal
outward serenity, was unacceptable for
N. Kandelaki from the very beginning,

like his Maestro. Sculpture is a living
matter for A. Matveev? who was perceived

as a “formalist” by the art society and

2.Was transformed into “Vkhuteina”, so called a
higher artistic-technical institute. It was also referred
to as the Peterhof Free Art Studios Institute.

3. A. Matveev was considered as “a formalist”
because of his creative approach to neoclassicism,
which was based on the organic connection of the
foundations of classical sculpture based on a direct
study of life.
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for N.Kandelaki who was recognized

as the best one among the followers of
his “plastic school”. He has the ability

to narrate the dynamism of the real
movement of the senses from the plastic
shaped frame to its surface. According
to belief of the followers of A. Matveev’s
“Plastic School”, the sculpture is able

to transform the objectified plastic form
psychologically, static-dynamically and
create a feeling of live play on the surface
of the sculpture without the trembling

pulsation of the impressionist “non finite “.

Henceforth I. Nikoladze and N. Kandelaki
seem to complement each other with their
opposite concepts, temperaments and
aspirations.

odzgmo bohyne, dodo,

6. 30b@gmoz0l bihynogbihemdal
bobs, 1923 §.

Naked nature, a boy,
N. Kandelaki Student Age, 1923.



Joboggdal bobgammlibmBo:
30b23b0g b. 30bgmoz0,
3ob3bbog 0. bozmmady,
bogodmggmaml bodbohzhm
o300gd0o, 1926 .

In the sculpture studio: on the
right N. Kandelaki, on the left

I. Nikoladze, Georgian Academy
of Arts, 1926.
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00376M0mo 9MJghn3900 Bmgooc
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000L 1M80eMbomMog volihytgol 1924
Bomob 3gEmomeymo enodhgtodytols
BYOHEMy0dy 8g3mmhgbocmo Logy®mbm
603798930900l 3o gtdztrmogmgdgemo
06009400900: ,d50M3oMg boyL* o
,003330L“ B0gnMgdo, HmMIgeMmo
30000693900 103G m LodoMmzm
3emobihozol bazgtmb yobemmggdo.
0bobo 63039 ML 3bo3ymxygb,
3 3mbydgbhnto bgemmgbgoobodo
3bmggemo 0b¢hgcmagbio 6. 3obgMoaL
1389 09 3900mM©000b Yhbogodo.

L ybHMO0L bobodo
hodmyomndgdncmo dmdobozol

N. Kandelaki masters the style of sculpture
at the St. Petersburg Academy of Arts, the
sculpturesqueness of which is achieved
by the powerful, dense-shaped solid
architectonics sculpted “from the inside”.
Archetypes of figures are generally the
characters taken from classical, more
ancient art. This is clearly evidenced by
the faded imprints of the course works left
on the pages of the periodical literature

of 1924: the figures of “Seated Niu” and
“Child”, the solution of which is closer to
the field of park plastic art. At the same
time they reveal that the keen interest in
monumental art has been appearing to N.

Kandelaki since this period.

The creative concept of the sculptor

formed during his student period of time

and the degree of professional skills




d90mda900900m0 3MBEIRE0S O
LoliBogemm 3hmzgLbdo dgdgbogmo
3Omx39Lbo7Mo Yoot gdol botmobbo
330030m 0gbgdmes Botmdmhgboemo
LoodmmIm bodcmado, mIgemos
0033,y 1308039Mo, 939
gmdm3sbocmols bLobomog ot
dgdmbobyme, 3ogtmod mogol commdg
39(300eM0LEHYO0L o 3odmbadoytgods
300myb39300. 03089 IMmaggombehmdL
b. 306930l bgemmgbgdolbogdo
dodmgboom bodtmdgddo?* Bmygobogmo

4. 9. 330bbgodg, bogmmmbd 30b6gmMo30,
3bma®mgoo o IMmaeBgmdo, mdomobo,
bgemmgbgoo, 1961, g83. 38.

acquired in the learning process would be
clearly presented in the diploma thesis,
which was not preserved either physically
or in the form of photo materials, but

caused a great response from specialists.

Minutes of the subject session of the
Faculty of Sculpture of the St. Petersburg
Academy of Fine Arts cited in the works*
dedicated to the art of N. Kandelaki, which
deals with the defense of diplomas tells
us about this. Other famous sculptors

also attended the session together with

4. Sh. Kvaskhvadze, Nikoloz Kandelaki, Life and
Work, Thilisi, Art, 1961, p. 38.

Jobonmo  Lomgabhmdm;  bbg-
©ob: dgmérg bogBo dob3bbowob
d9bodg 6. 30bgmszo, dob 306
9 373353905, 33960 . 33~
©00d30m0, o bbggdo, bobyh-39-
(h96d7630, 1920-0060 Hemgdo.

Georgian community of coun-
trymen: Sitting: the third from
the left in the second row: N.
Kandelaki, behind him E. Zhu-
kovskaya, next L. Gudiashvili, and
others, St. Petersburg, 1920s.
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5. 8. 330bbgodg, obobgmmgdyemo bodthmado, 0dsg.
6. LoEO3MMIM 66dYJg3cgdols Bmdgdoo:

200 X 150 X 80 13. bogmemmB 3obgmogols
396OLmbommy®mo 303magbols 3ohommao,
dgbogommo hgdbhol sghmo 8. 3golbgody,
000¢m0b0o, Lodgmms Lodomggemm, 1969, g3. 15.

A. Matveev: V. Lisheyv, L. Sherwood,
M.Manizer. According to this document,
the Commission awarded the highest
evaluation and the first degree diploma to
N. Kandelaki. In addition, they petitioned
him to travel abroad on a business trip to
complete his studies. From the catalogues
of the sculptor’s works we learn that the
diploma was a figure of “Harvestwoman”
conveyed in a motion and made of toned
plaster. This topic was given to the student
preparing for diploma exam by a special
resolution of the Scientific Council. The
figure of the Harvestwoman held a sheaf
in one hand and a sickle in the other.® The
larger-than-natural size® of the sculpture
and the topic of labor relevant to the period
suggest that it may have been intended to
be erected in an “outdoor” space.

This view is permissible because
Petersburg of the 1920s has been
preserved as the atmosphere of a
revolutionary holiday. The naturally
active sculptor could watch for potential
reassessment of the values of the

new reality. Under the influence of

the monumental propaganda plan,

an illusory artistic environment was
probably transformed in front of him, in
which sculpture, as the most important
field of public art, played a great role in
creating spaces with a certain mood for
the workers. Plastic compositions on the
themes of labor and sports were especially
popular for decorating the environment,

and various improvisations of them were

5. Sh. Kvaskhvadze, named work, ibid.

6. The dimensions of the diploma works are: 200 X
150 X 80 cm. Catalog of the personal exhibition of
Nikoloz Kandelaki, author of the introductory text Sh.
Kvaskhvadze, Tbilisi, Soviet Georgia, 1969, p. 15.
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mainly created by artists recognized as
innovators at the time. These topics also
opened vast horizons of imagination for
N. Kandelaki, by virtue of which he should
be able to carry out his own creative
experiments. The sculptor’s pursuits
comprehensively included the tasks of
deeply understanding the essence of

the reality reflected by him, the tasks

of impressively conveying the various

motions of the figure, and embodying the

monumental properties of the plastic form.

Therefore, from St. Petersburg onwards

bogmmmd  30bgmoezo ™. ©o-
Fo(hh0g3-3033086308  3amolido.
300680 31bgoeb Robl 6. 3o-
bogmogzo Bodzgmo bogmdol bo-
(h3obob, 3ghgédnbgo 1910 §.

Nikoloz Kandelaki in the class
of L.Dimitriev-Kavkazski. In the
shot, N. Kandelaki is seen from
behind, while painting a naked
figure. St. Petersburg, 1910.
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bogmmmd 30bqmeso,
1910-00b0 fHemgdo.
Nikoloz Kandelaki, 1910s.
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b. 30609 o30. obogmgsedMmo

N. Kandelaki was fascinated by the topics
of labor and sports, which he constantly
applied to for solution of tasks that were
relevant to this or that period of time.

Young N. Kandelaki’s talent was much
talked about and written about at the
time. It is interesting to quote an editorial
published in the magazine: “The Academy
of Arts (meaning St. Petersburg, Kh.Ch.)
notes the rare energy, in line with talent,
with which N. Kandelaki is endowed. The
young sculptor has all the virtues that
would have made him a conspicuous
sculptor under favorable conditions. Each

of his works evokes a rare sense of form







dmdobogg oo, pogme.
3é0bgom, 52 X 22 X 22 13.
1926 §. bgd. byéomgdal
963670 3owgbgo.
Bathing Woman, Morning.
Bronze, 52 X 22 X 22 cm. 1926.

GNM. National Pictures’ Gallery.
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9. 3. 330Lbgody, obobgemgdyemo bodtmao,
1961, ag. 40.

and plasticity.”” From the “Academic
training” works a two-figure composition
called “To the Bed of the Sick” has not
been published in the press and we are

not familiar with. He was brought by the
sculptor from St. Petersburg with a diploma,
and in 1926 both were exhibited in the
building of the First Gymnasium?® to show
his creative achievements to the public.

The plastic composition “Bathing Woman,
Morning” (Bronze, 1926) draws special
attention from the “St. Petersburg” work,
which is the Niu conveyed in light motion
with a towel in hand. The naked figure of
a woman is conveyed in a classic pose,
the left leg is set aside and she rests
firmly on the other. Her slightly inverted
shoulders, sharply inclined head, and
hands-sharp plastic posture make to

feel energy “ripped out” from inside, the
strength of which gives the tectonics of
dense, full shapes and solidly standing
figure an amazing integrity and finish.
The vivid expressiveness of a woman’s
silhouette at the same time emphasizes
her inner strength and energy. It is known
that this statue was highly praised not only
by A. Matveev, but also other professors.
It was plastered as an artistically complete
course work and handed over to the
Museum of the St. Petersburg Academy.™
Upon arrival in Georgia, N. Kandelaki
made another plaster copy of the figure of
“Bathing Woman, Morning” and cast it in
bronze. Both copies are kept in the funds
TulptorNikoloz Kandelaki, editorial letter,
Journal. Flag, 1924, N18 p. 13.

8. One version of the two-figure composition is
preserved in the Museum of the St. Petersburg
Academy of Arts.

9. Sh. Kvaskhvadze, Named Paper, 1961, p. 40.
10. Sh. Kvaskhvadze, Named Paper, 1961, p. 37.







dmd0bogg oo, pagmes.
bbgoabbgs bgwo.

Bathing Woman, Morning.
Different view.






b3embhlbdgbo Jogmo. ggéogdgbyo.
Athlete woman. Fragment.

b3mbhlbdgbo Jomo. modadaba,
50 X 14 X 231,3. 1927 §.

b93. bod. bgemmgbgonls 313gmdo.
Athlete woman. Plaster,

50X 14X 23 cm. 1927.
GNM. Georgian Museum of Art.
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1961, gg. 37.
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of various museums in Georgia," where,
by the decision of the “Soviet” conjuncture,
instead of the old name, the names
“‘Peasant Woman” and “Athlete Woman”
being appropriate to the time and idea

were given.

The theme of the Niu occupies a special
place in N. Kandelaki’'s Petersburg-era
works. The sculptor is captivated by the
beauty of the woman’s body, through
which he tries to make tangible the
spirituality hidden in her bosom. In other
words, in N. Kandelaki’s creation, the
aesthetics of a woman’s spiritual body
equals emotional expressiveness. Life of
the body plastic, the life-giving force of

the volume of the sculpture is reflected by
its impact. During his student days, while
embossing the Niu figures, N. Kandelaki

is also looking for characteristic poses

11. Bronze figure “Bathing woman. Morning “is pro-
tected at the National Gallery of Pictures of Georgia.

Plaster version of the mentioned composition be-
longs to the Georgian National Museum of Art.







3w hbdgbo dowmo.
bbgowalbbgs bgwo-
Athlete woman.
Different view.






b3 hb8gBo Joamo. msds8obo, bbgoggoto rmad gmgdgom, that have the ability to present large-scale
20X 14X 23 68. 1927 §. B. 30bgmogzol Jabogmgdsado Joomols sculptures in expressive forms. He is
b93. bod. bgammgbgdol 31B9mdo.

30blpemoghgdnemo bbgymol glmghogo therefore interested in sharp expression

Athlete woman. Plaster,

50 X 14X 23 cm. 1927. 90mE0n&Mo 30dmalobggemmdols of the various motions of the figures,

GNM. Georgian Museurn of Art. i g o350 800 398mddggdom transforming them into three-dimensional
30dmbohyemoo bbgymol degmolihogols volumes with monumentally generalized
Logmibomg, Joboggdol dmEnemmdol plastic forms, and tectonically connecting
3bmMggmMAgmagemmdo. bLywgdbhmdol them to space regardless of the size of
396momedo, boylb 3083t gdols the sculpture. From the Niu figures of
dg®mBgobol, 6. 3obgmozn his student Age, the clay glazed figure'?
08Mm9gmgg 93090l oligom Loboloomm “Morning” (1925) has survived to the
3mBgdL, MMIMgdLoi gboto ogal recent past, which is still preserved in the

993G gboyemoco g3odmalbobggomo

12. Sh. Kvaskhvadze, Named Paper, 1961, p. 38.
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Morning. Clay, glaze, 12. 8. 330bbgodg, obobgmmydymmo bodthmao,
34X 18 X 23 cm. 1925. 1961, 83. 38.




©omo. 360bgom,
34X 18X 23013. 1925§.
396dm bozmmbgde.

Morning. Bronze,
34 X 18 X 23 cm. 1925.
Private property.
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plaster and bronze variants. It presents a

. . . . b bbao b .
somewhat different plastic improvisation 3°@eP3° BIRe

of a bathing woman, the figure of a woman gifggijgv’aze'
sitting on a stone, with kneeled one leg,
and with her other leg bent sharply and her
head inclined to the side, is conveyed in a
strong contrapposto. As though she came
out of the water just now and corrects the
mass of hair on her head with her hands
raised. The expression of a dense, full-
shaped embossed body, the tectonics

of the figure structure, and the feeling of
amazing integrity bring it closer to the

pattern of the bather discussed above.









b oodbdmms Indho-360300.

odoBobo, 36X 28X 1113,
1930 6.

Double Event in Fistfight.
Plaster, 36 X 28 X 11 cm.
1930.
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However, these two Nius are separated by
different emotional expressiveness, which
expands the view of everyday life with the
aesthetic position of the sculptor. In this
case, on the first level, there is the face

of Niu, thinking out in herself, surrounded
by her own thoughts and internally tense,
the spiritual state of who is echoed by the

exciting expressiveness of her volume.

Problems of monumental generalization

of sculpture, its form search are a

leitmotif of N. Kandelaki’s works of

the 1920s. However, little is left of the
works of this period. The sculptures of
physical culturists or athletes performed

in 1926-1927 were later repeated by the
sculptor and, and in this way they became
known to us. The best example of this is

the plastic composition “Double event in
fistfight” (plaster, 1930), the early version of
which was widely responded in the special
literature. The rhythmic movement of the
athletic figure in space, his inclined head, his
bended upper limbs and strongly contracted
strong fists, the artistically generalized tense
plasticity of the muscular body was highly
appreciated, which reflected the boxer’s
strength, agility, muscular system, and
peculiarity of stance.™

Communicative impulses, active
interaction with the spectator are always
felt in the energetic expressiveness of

N. Kandelaki’s sculptures. Such aspects
are generally characteristic of monumental
sculpture intended for outdoor use. The
life of a sculptor in St. Petersburg is full of
such spectacular patterns. N. Kandelaki

not only visited museums and became

13. Sh. Kvaskhvadze, Named Paper, 1961, p. 43.
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acquainted with classical art, but also

observed on the streets and squares

the monuments of agitation — mass art,
which were completed with a formalistic
approach expressing the Soviet idea

and were prone to improvisation and
experimentation. They mostly had gigantic
dimensions and unexpected expressive

expressions.

Full with such impressions, N. Kandelaki
started with great enthusiasm the
sculpture of a model of the famous
revolutionary A. Elbakidze, for the erection
of which in 1930 the state announced a
competition. In addition to N. Kandelaki,

I. Nikoladze, V. Topuridze, Sh. Mikatadze,
R. Tavadze, K. Merabishvili participated
in the competition.™ The monument was
to be erected in Tbilisi, at the descent of
Vera, which was named after A. Elbakidze
due to his “heroism” (now named after

14. L. Shanidze, Georgian Soviet Sculpture, Thilisi,
Science, 1975, p. 17, 141.

bogmmmd 30bgme 3o,
1952 6.
Nikoloz Kandelaki, 1952.
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Monumental Sculpture Studio of
Nikoloz Kandelaki: N. Kandelaki
watches the work of the students
preparing for diploma exam,
Thbilisi Academy of Arts.
Mid-1950s.
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Mikheil Javakhishvili). N. Kandelaki’s work
won the competition, but the monument
was not implemented. The presentation

of his plaster made project took place

at the “Sarma” exhibition in 1931,
because N. Kandelaki supported a free
approach by these artists to formal tasks.
Nevertheless, in the events of “Sarma”

N. Kandelaki’s participation was limited to

15. Sarma — Georgia Association of Revolutionary
Artists, which existed until 1932.
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local exhibitions only. He seems to have

preferred creative and pedagogical work in

his studio and art academy.

The press of that time wrote about

A. Elbakidze monument: “The powerful
body of a well-built man, with tense
muscles, strong and energetic expression,
who is determined to fight to the last
ability.”"® There is also a photo of the
sketch of the monument on the press,

which shows the sculptor’s studio and the

16. K. Abashidze, in the studio of modern sculptor
Nikoloz Kandelaki, Journal. Soviet Art, Thilisi, 1932,
N2, p. 60.
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Monumental Sculpture Studio of
Nikoloz Kandelaki: N. Kandelaki
watches the work of the students
preparing for diploma exam,
Thbilisi Academy of Arts,
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sculptor himself in the process of sculpting
the figure. The shot shows a sculpture of
a naked man in rather large monumental
forms. It brings him closer to the ancient
hero with his athletic build, naturally

tense plasticity, and the winner’s inner
attitude. At first glance, the sculpture is a
modern interpretation of the plasticity of
the ancient worldview. However, unlike the
Greek sculpture, which is always limited

to pre-realized proportions, N. Kandelaki
vividly conveys plastic shapes. With this
work, he showed the whole picture of the
human body and to some extent broke the
tradition of creating busts that in that time
reign supreme. Thus N. Kandelaki further
strengthened the basis for the creation of
monumental works in modern Georgian

sculpture.

However, this was not the only goal of

the sculptor. Still from St. Petersburg, he
was looking for the matching features of
neoclassical and national sculpture, on
which the school of Georgian monumental
sculpture would be based in the future.
An example of this he already had from
Maestro A. Matveev, who “being almost
completely isolated from European culture
in the harshest environment created a
brilliant plastic legacy that carries deep
national and at the same time common
European ideas. However, after sharing
the fate of Russia, he did not participate
in the formation of European plastic
thinking.”'” N. Kandelaki received the
impulse from A. Matveev as one artist
receives from another artist, or from his

work in the form of any idea or form. It

17. G. Ochiauri, For the Nature of European
Sculpture, Thbilisi, Merani, 2002, p. 22.
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is difficult to find an artist who has not
been influenced by a teacher. In this
case, the influence implies a monumental
generalization of the sculpture, the
quality of which includes symbolic space,
and is formed as so called a spatial
monumentalism.

In N. Kandelaki’s work, “spatial
monumentalism” manifests itself with

a special imagination in the bas-relief
(plaster) created in 1929 on the theme

of labor, which decorated the interior of
one of the best constructivist buildings

in Thilisi."® Here one can already speak
openly about the influences of formal
searches of the St. Petersburg period

and the high artistic level of bas-relief
performance. Although in the special
literature the relief panel was considered
schematic and lacking in expression.'
Unlike the sketch monument of
A.Elbakidze, N.Kandelaki’'s new creation
begins its real existence in the interior

of a public institution. In terms of scale

and plastic properties, it is so subjected

to the existing space that it has become

an organic element, i.e. there is a fusion

of the bas-relief with the surrounding
environment. In other words, there is a
tectonic and spatial connection between
the work of architecture and the work of
art, which is caused by the shared nature
of the artistic principles of the work of

18. The building was built in 1930. Arch. N. Severov,
interior design belongs to Arch. M. Kalashnikov. Was
intended for the Transcaucasian State Committee
Council. It was later transferred to the Central
Committee of the Georgian Communist Party, which
is currently owned by the State Security Service. The
building is located in Mtatsminda district of Thilisi, 9
April st. # 4.

19. Beridze V., Yezerskaya N., Art of Soviet Georgia,

1921-1970, Painting, graphics, sculpture, M., Soviet
artist, 1975, p. 139.
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Bas-relief of Nikoloz Kandelaki in
the interior of the State Security
Service of Georgia, Thbilisi, 1929.
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Village scene. Bas-relief. Plaster,
3 X 1.70 m. 1929.

of the building, such as rational and
constructive clarity, simplicity, laconicism,
simple and as clear planning as possible,
are the means of formability that is also
characteristic of N. Kandelaki’s relief

and contributes to its interaction with
architecture.

The large-scale plastic sword of rectangular
bas-relief (plaster, 3 X 1.70 m.) is naturally
written in the sunlit environment of the
spacious vestibule and the upper floor of
the parade staircase, which constitutes
the artistic-architectural element of a
single free space. The synthesis of bas-
reliefs and interiors is also caused by the
common gamma of light, clear tones of
building materials; The thing is, the toning
of the surface of the gypsum frieze was
not done right away, as it matched the
color of the white marble of the parade
staircase and the ivory-painted walls.
Ultimately, this unifying dominant white
color spreads an elevated festive mood
throughout the interior.?°

20. N. Janberidze, Architecture of the building of
the Central Committee of the Georgian Communist
Party, el-Journal ARS GEORGICA, Georgian Art,
Series-B, 1964, N6, p. 101-102 .
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N. Kandelaki starts embossment of relief
panel after arriving from St. Petersburg
and is invited to become a teacher at

the Art Academy. At this time, there is no
talk about the construction of a building
on the green cover of the park on the
slope of Mtatsminda. It seems that the
relief panel for the sculptor is a potential
art object, which allows improvising the
formal searches of the St. Petersburg
era, to create expressive forms of his
contemporary artistic version. The bas-
relief is thematically close to the diploma
work, but unlike it, it presents a multi-
figure scene with characters engaged in
agricultural activities in the background of
rural transport (tractor-combine) — images
of peasant women and men. As in the
diploma, the sculptor here focuses on

the natural expression of motion of the
figures, on the inner energy expressed in
their plasticity. It seems that the specific
purpose of the bas-relief was not initially
defined by N. Kandelaki. Perhaps he
thought that, due to the style of the
architectural object, he would be able to
transform the sculptural decoration of the
interior during the construction process.
This was made possible by the theme of
the work depicted on the panel, which
was considered “neutral”, completely
acceptable by the conjuncture of the time.
In general, with regard to the function of
the building, special attention was paid to
the content of all the artistic elements and
the connection of their portrayal solution in

a single notion.

A carrier of constructivist aesthetics, the
former building of the Transcaucasian
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dom 3gmolihngzodo godmgmgboem by a bold??, somewhat “left-wing” creative

dobogob gbgtgnody. Mmgmts approach. That is why they are inviting

Hobl, dotmgmogasols 3mbzmgbhemo

00 303030339006 godmbobyemgdgdom. been an extraordinary example of the

21. The highest executive body of Georgia, the
Q06086U@860 00300000 6. 806@0@03[} Council of People’s Commissars.

22. Contemporary constructivist buildings in Thilisi
306[508@36)3@0 MO 3{]0’)6(90. 0@6007 are the bread factory (1928-1930, arch. |. Nesterov),

0dOmds, HMI, oM do & 0 the editorial office of “Zaria Vostok” (1930, arch. D.
3 d B d Oﬂd@ﬂ 0 Chisliev), the communication house (1932-1933).

™309d0Hob Lhoemoob godmadabotyg, Arch. K. Solomonov).
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0060)96096M0L b3nM3HPMPmo a creative group of the same “left-wing”
303mM3Igdol (HEoblgmEmdotgdols spirit to create the artistic look of its

080 96900L 3rmgLdo 8gdemgdos. interior. As noted above, in those years N.
000L Lodyoemgdol ndemgmeo Kandelaki showed interest in the extremes
30bmBg godmbiobyemo démdols of “Sarma’s” formal pursuits. K. Zdanevich
9003, MmIgeMmoE 0dMmobgmo was considered to be the truly “left-
3mboybdhntols dbGmosb Loglgdom wing” artist, who painted an agricultural
dobomgdoc, ,690HEMOMmMYGMO” story from the vestibule side above the
030MY0ML. Logtmmeo, dgbmdols entrance to the upper meeting hall of the
0YbJd300Lmob Fodotmmgdom state council. The door above the wall

306Lo3xNMYOYMO YnMomgdo was decorated on both sides, as the hall

9939M00 yggemo dbo¢hzhnemo was decorated on the inside above the
9 9396hol Jobootboobmosl s domo entrance by an industrial-themed painting
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mGMIbEOH0ZO YMBOMO gORMEMIGdemo,
500800 oM0o3L Jos 3bMonob
Jdgbobgamgemol 3gdmo 6383969000
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098089 39bGYmMgdymo BIMEIGOYMo
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21. Lodotrmggemml pdomemglo omdobtryemydg-

M0 MMaobm, Lobogmbm gmdobotmme Loddm.
22. 00emMobob MmeboMmmyemo 3MmbLhGMydho-
30LOYMO 63390MBYd0s 3Ptols Jotbobo (1928-
1930 6.6., obg. 0. babhgcemg0), ,8oMm00 gmbihm-
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308800g0d39cmmdols bobemo (1932-1933 6.6.,
oMd. 3. beovemmImbmgo).

panel by E.Lancere. According to the
estimates of that time, the artistic solution
of both works had an overly modernized
look. It is probable that the wall painting
was dismantled because of this still in the
period of the State Council. The decorative
panel of the central vestibule was also
considered to be too modernized. It was
an arched niche covered with ceramic
tiles and a wall painted with plant motifs
around it, in front of which stood a bust of
Lenin?, this panel existed longer, probably
thanks to the sculpture of the leader. It
was demolished after the building was
occupied by the Central Committee of the
Communist Party of Georgia. So, from the
artistic decoration of the interior, only the
bas-relief of N. Kandelaki survived to the
present day.

The first factor in the viability of

N. Kandelaki’'s bas-relief has already

been mentioned above, the existence of a
‘communication impulse” between him and
the building. This also implied a common
ideological basis, which was considered
as a kind of precondition in the context

of the client’s demand. If we return to

the bas-relief as one of the elements of
the interior art system from this point of
view, it should have shown the essential
connection of the depicted scene with the
purpose of the building, the power of which
was exercised over all the agencies of the
country. N. Kandelaki’s creation involved
the non-individual, typical interpretation

of images and their “disguise” with
symbolic implications. The “ideal world”

of illusory reality was created on the basis

23. N. Janberidze, The Way of Development of
Georgian Soviet Architecture, Thilisi, Art, 1971, p. 90.
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23. 6. 3obdgModg, Jommymo Lvdgmms st do-

HadHcol 30630m0Mgool gdo, mdogmolio, bgemm-
86900, 1971, 83. 90.

of images conceived in this way. The goal
of penetrating deeply into this reality, of
his cognition, also gave the sculptor an
arena to visually reveal the psychological
potential of the story, his own skills

of contemplation with which he was
equipped thanks to Acad. V. Bekhterev’s
teachings at the St. Petersburg Institute of
Psychoneurology. More important in the
performance of the bas-relief, however,
were those aspects which, on the basis

of the artistic principles shared with the
building, turned the sculptor’s full attention

to compositional tasks.

The scenario developed by N.Kandelaki
envisages the creation of an “open”
compositional structure of the bas-

relief, which gives the impression of a
fragment of an imaginary frieze scattered
beyond the relief. In this way, the scene
is perceived as an infinitely repetitive
symbolic story, a time and spatial
regularity, the cyclic form of which is also
expressed in the emphasized meaning of
rhythm. N. Kandelaki’s goal is to transform
natural being into an artistic being and to
organize illusory reality on a plain surface
in a qualitative way such as rational,

conceptual, intellectual.

On the flatness of relief, the plans seem
to alternate with the power of the mind,
the main figures presented from the
lower angle and the background images
conveyed at the level of the human eye,
almost from a “direct” point of view, are
rhythmically distributed in parallel; The
large-scaled shown rural equipment and
the semi-figures acting with it form a kind
of transitional space, an intermediate ring
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dobgmngago. éogdgbdo.
Bas-relief. Fragment.

between the front and the background.

Therefore, the scene depicted on the
bas-relief is as easy to “read” for a person
climbing the parade stairs of the vestibule,
as it is for a person standing on the
platform and perceiving the panel from the
slightest angle.

The unilaterally directed cadenced
movement of images, the verticals of

the main figures shown at full height,
acquire the meaning of intellectual and
emotional plastic swords. The sense of
statics evoked by their restrained speech



dohgmogago. bogdgbdo.
Bas-relief. Fragment.
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and orderly motion leaves the impression
of monotony at first glance. However,

the internally charged heterogeneity

of the images (in profile, in full face, in
three fourth) is oriented to bring some
sort of dynamics to the overall balanced
composition. Dynamics and statics flow
into each other unnoticed by the eye and
appear only when analyzing the work.

In this context, the low horizon of the
presented scene is read, the large-scale
contrast of the foreground and background

images, the foot of the leg of a separate
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figure as if inadvertently come from the
boundaries of the bas-relief, and the
space solved using different angles, which

enhances rhythm variability.

The artist’s talent and giftedness will also
turn the client’s demand into an emotion-
enhancing tool. The composition is full of
unusual state symbols associated with
unusual combinations (sickle, hammer,
flag, sheaf of wheatear) and non-traditional
archetypes, which through metaphorical
thinking are equated with traditional
archetypes. The artistic metaphor of the
peasant in the “new reality” is perceived
as a soldier building state wealth with

its spiritual content and material form.
Influenced by this public tendency, the
sculptor will replace the traditional peasant
archetype with the collective archetype of
the worker. This becomes the basis for the
fact that the structure of the composition
acquires a metaphorical shade, in which
the realistically conveyed images in the
dynamics of time and space are perceived
as symbolic signs.

N. Kandelaki is a monumentalist and the
“plastic specificity” of his work is expressed
in structurally solid large forms. The scale
of the bas-relief fully corresponds to the
architecture of the interior, as well as

the proportional figures depicted on the
flatness correlate to the scale of the bas-
relief. In a composition built with minimal,
laconic methods, each element is given
an active role. The viewer can see how
the sculptor simplifies the plastic shape of
sculptural figures, how it becomes whole,
massive, heavier and weighted based on
the refute of details, how the feeling of
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objectivity and texture increases when

modeling garment details or drapes.

The impressive spatial volume of the
panel generates objectified matter, the
effect of which is achieved through a
variety of technical processing and high
performing skills. It can be said that the
sculptor “thinks in the material”, that is,

he first uses the plastic properties of the
original material, the plasticine, with which
he sculpted the original, and then the
specifics of the material in which “carried”
the panel and made to obey to the ability
to obtain rhythmically repeating contour-
relief effects. By “playing” the volume
levels slightly raised from the plane, the
bas-relief is instantly turned into relief in
high places. In addition, the depth of the
relief processing on the plane also clarifies
the use of counter-relief, thus highlighting
the “picture” of the expressive silhouettes
of the images and individual details

(clothes, techniques).

The sculptor, with an artistically
generalized creative method, gives

us an impression of the situation of a
specific historical period, the 1920s. The
bas-relief solution is also subject to the
tendencies of that time, that is, it reflects
the avant-garde approach to the artistic
interpretation of the conveyed scene, the
tendency towards expressive formalistic
searches. His interest is also directed to
the conditional dissemination of details, in
which the sculptor’s imaginary imagination
also participates.

In 1934 N. Kandelaki performs the
model of the statue of composer Zakaria
Paliashvili, which was ordered by the
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Art Department to several sculptors. In
addition to N. Kandelaki, the participants
in the competition were: |. Nikoladze, K.
Guramishvili, R. Tavadze and two other
authors. The project was intended for
one of the squares near the Thilisi Opera
and Ballet Theater?*. The square on the
opposite side has been decorated since
1924 by bronze bust of Akaki Tsereteli
made by I. Nikoladze. At that time, the
circular pools in the middle of the squares
and the low greenery, the rye-grass
surrounded by bushes created a light
environment around the volume of the
building that grew from the ground like a
monument. Facades solved in the pseudo-

24. The building was built in 1880-1896 in the style

of Pseudo-Moorish-Islamic eclecticism. Arch. F.
Schreter. In 1898 squares were arranged on both
sides of the building.

dobgmngao. Béegdgbdo.
Bas-relief. Fragment.
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Bas-relief of Nikoloz Kandelaki in
the interior of the State Security
Service of Georgia, Thilisi, 1929.
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Moorish-Islamic style of the opera also

evoked a sense of lightness.

According to the idea of N. Kandelaki,

the statue of Zakaria Paliashvili erected
in full height in such a confined space
would combine the role of a plastic sword,
intellectually and artistically shared with
so called second monument, i.e. the main
monument, the building. As it appeared
from the analysis of the bas-relief of the
State Council, N. Kandelaki considers
the architectechtonics of sculpture as the
main principle of formability, in the depths
of which the strength of the influence

of architecture on the monumental
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sculpture is manifested. The constructive
solid built of the model of Z. Paliashvili
monument and the restrained plasticity

of the proportional figure standing on its
feet clearly reveal the task of interaction
with architecture. The moderate rhythm
of its freely falling cape folds seems to
echo the separation of the fagades with its
various shaped arches and thin columns.
With the slightly inverted light motion of
the sculpture and the posture of a deeply
pensive person with folded hands, its
finished, laconic silhouette is achieved,
the expressive soft flow of the emotion
thrown up from the spirit of individualized,
inspired expression of portrait face, carries
some musicality and melodiousness. The
fullness of the monumentally generalized
ensouled volume also radiates the
“musically” transformed impulses of the
internally concentrated creative energy.

This completely optimal version of
Zakaria Paliashvili monument has not
been implemented or discussed due to
the circumstances that have developed

in the country since 1933. The fact is

that the city council, due to the oriental
appearance of the opera building, decided
to demolish it and build a new theater.

2 Achieving this goal was probably
hindered by the anticipated threat of

war with Germany. The Competition
Commission therefore was convened only
on November 27, 1938, but the members
of the jury considered that the submitted

works did not meet the terms?6. The

25. M. lzoria, Art Science Research. Z. Paliashvili
Thilisi Opera and Ballet Theater, Rehabilitation
Project, Thilisi, 2015, p. 14-15.

26. L. Shanidze, Georgian Soviet Sculpture, Thilisi,
Science, 1975, p. 18.
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Model of the monument of
composer Zakaria Paliashvili.
Tinted plaster,

60 X 18 X 18 cm. 1934.
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statue of the composer was supposed to
represent a figure sitting freely in a chair.
The proposed terms also provided for
the artistic decoration of the chair with
thematic and ornamental bas-reliefs. For
example, we will cite an excerpt from

the protocol: “A singer woman should be

made as a bas-relief, with chonguri in

Bodooo gomosdgomals
dggmab dowpgmo.

Model of Zakaria Paliashvili
monument.
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monument.
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26. ¢m. dobodg, Jommymo Loddmmo Jobozgdo,
mdomobo, dgEbogthgde, 1975, 83. 18.

her hand, thin, in Georgian clothes.”" It

is clear that for N. Kandelaki’s creative
conception, which was based on a method
of revealing, generalizing the potential

of the spiritual values of an artistic face
and neglecting the details, it would be
unacceptable to restrict such freedom.

27. L. Shanidze, Named Paper, 1975, p. 142.
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27. ¢m. dobodg, obobmgdymmo bodtmado, 1975,
33. 142.

28. ¢m. dobody, obobemgdymo bodcmado, 1975,
83. 19.

29. 3. Bobotmodol dgaemol goblibo d. dobotmodgdo.
LoMgodEom Bgtomo, god. cmgbobol cotmIo,
mBybagomo, 1958, 23 doM o, 83. 1.

Perhaps the sculptor in 1943, as a sign
of protest against the contradictory
aesthetics of the state, exhibited another
small version of the monument of Zakaria
Paliashvili. From this point of view, it
would have been interesting a sketch of
the monument made by N. Kandelaki for
the Shota Rustaveli Jubilee Competition
in 1937 as well. It has not survived, but,
due to the plastic approach characteristic
of the sculptor, it is more likely that it could
not answer the design of the monument
with the historical-documentary materials
of the Tamari era and the episodes

taken from the poem “The Knight in the

Panther’s Skin"?® as contemplated in the

competition requirements.

The only monument is made according

to N.Kandelaki’s sketch in Ozurgeti to
celebrate the 90th anniversary of Philipe
Makharadze.?® This is the time when many
monuments related to Soviet ideology

28. L. Shanidze, Named Paper, 1975, p. 19.

29. Opening of Ph. Makharadze monumentin t.
Makharadze. Editorial letter, Newsp. Flag of Lenin,
Ozurgeti, 1958, March 23, p. 1.

0m0dg dobocodols dggmals
dmEgmo. gbogdabdo.

Model of the monument of
Philipe Makharadze. Fragment.
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Model of the monument of
Philipe Makharadze. Plaster, 1955.
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BOo akagemun xypoxects CCCP, 1949, 3. 255;
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were erected throughout Georgia, but

in contrast to the content orientation of

the previous era, purely artistic tasks
became dominant. These events were
accompanied by the rehabilitation of a
group of artists who were considered
“formalists” and excluded from artistic

life for some time. Among them was A.
Matveev - already aged Maestro of N.
Kandelaki, to whom the critical attitude
was so aggravated in the post-war years
that he was banned even from teaching for
some time. In 1958-1959, his rehabilitation
was celebrated by quite large personal
exhibitions in Moscow and St. Petersburg
(the former Leningrad). It is known that

N. Kandelaki had also arrived to attend
A.Matveev’s exhibitions. This was
somewhat equivalent to his recognition,

as he, as the best representative of A.
Matveev “Plastic School” was criticized

no less “out and in”. In the Moscow
editions® dedicated to Georgian Soviet

30. Art of Soviet Georgia. Moscow. Publishing house
of the USSR Academy of Arts, 1949, p. 255; Art of
Soviet Georgia: Essays on the history of painting,

sculpture and graphics. Moscow. Publishing house
of the USSR Academy of Arts, 1952, p. 167.
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art, N. Kandelaki’s creations, especially
the sculptural head of “Imereli”, were
considered to be abstracted, conditional,
schematic and artistically unconvincing.
A. Khorava'’s sculpture also came under
critics crucible, it was written that the
sculptor was entertained by convey of the
dramatic actor’s outward expression and
could not achieve his inner expression.
The monument of Philipe Makharadze
was considered less characteristic of

N. Kandelaki.?" However, the frontality
characteristic for the portrait busts of the
sculptor of the second half of the 1950s,
the statics of generalized formability

and the empowerment of the intellectual
beginning were also reflected in

Ph. Makharadze monument.

In 1955 N. Kandelaki started making a
sketch version of the monument, ordered
by the state, based on the memories

31. V. Beridze, Nikoloz Kandelaki, e-journal: ARS
GEORGICA, New and Contemporary Georgian Art,
Series-B, 2019.

Bogmmmd 30bgmoszo bognmoed
bobggmmlbmdo gomadg
dobodadal dgamols dgéfgoliel.
1950-0060 fawgool dobggemmo
bobggoo.

Nikoloz Kandelaki while sculpting
a statue of Philipe Makharadze in
his own studio. The first half of
the 1950s.
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Nikoloz Kandelaki while sculpting
a statue of Philipe Makharadze in
his own studio. The first half of
the 1950s.
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he had of several meetings with Philipe
Makharadze, i.e. the sculptor knew the
person to be sculpted to some extent.
N.Kandelaki recalled figure stance, clothes
and other accessories on the basis of
memories. He presented a plaster model
of the monument in the same year, which
was simply decided as characterized for
the sculptor, though he still made some
changes before the erection. A grand
three-meter sculpture of Ph. Makharadze
made of bronze was erected in 1958 on
the square of Ozurgeti Railway?? Station.
The height and place of the pedestal in
the middle of it, presumably was selected
by N. Kandelaki himself. It is known

that the monument was sacrificed to a
confrontation of political forces.® So we
will make some appeal to the press when
evaluating it. Perhaps we should agree

32. Ozurgeti Railway Station was built in 1923-1929,
in the style of eclecticism. The author of the project
is A. Shchusev.

33. The statue of Philipe Makharadze was dismantled
in 1989.
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with the positive feedback about the
location of the monument. According to the
archival photo, its place is really perfectly
selected, i.e. the distance of the points of
perception from the object is taken into
account. According to this, the scale of

the sculpture is determined, but the main
thing is its relation to the building, thus

still showing N. Kandelaki concept related
with the “dialogical” understanding of
architecture and sculpture as two spatial
volumes, two monuments. Their reciprocity
is also revealed by the proximity of
symmetrical, calm and monumental
compositions, in the rhythm of which

certain dynamic elements are involved.

An inner-indisturbable even-minded
posture of an already aged bearded man
standing on the pedestal at full height,
the respectable apparel is full of such
dynamic details. The plastic vertical of
the strong body of the figure rests on a

slightly obliquely tilted walking stick and

Joboggmo dbohzdqon: dobzbbo-
b dgbady b. 30bmgmoz0, dgmég

03. Jnomomgmodg, dgbmmg 3. om-
0dg ©o bbggdo. 1930-00b0 Hemado.
b93. 3ebg mmadals bobgm-33973d0.

Georgian artists: the third from
the left N. Kandelaki., the second
Ap. Kutateladze, the fifth

M. Toidze and others. 1930s.
GNM. House-Museum

of Mose Toidze.



003y dobodadals débgamls
8«)63336@0 m%n(f;gamob
boan®al Jmgoebdy,

bodowang 5 3., 1958 §.
3768900 abhmdools 338gmdo.

Bronze monument of Philipe
Makharadze in Ozurgeti station
square, height 5m., 1958.
Ozurgeti History Museum.
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with slightly turned shoulders, head, foot
forward as if preparing to give a speech.
An unusual artistic understanding of

a revolutionary Ph. Makharadze, his
presentation as a high-ranking official

with a certain intellect, rather than as an
orator of a politician with a fighting spirit,
as we had earlier in the monument of
A.Elbakidze, points to a kind of ambiguity
in N. Kandelaki’s intent. On the one hand,
as we have mentioned, like the public
figure, the artistic interpretation of the face
of revolutionary approaches the portraiture
of N. Kandelaki of that period. On the
other hand, the features of the monument,
the precisely chosen location, the

gigantic dimensions and the unexpected
representation allow us to draw some

parallels with so called elemental avant-
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Nikoloz Kandelaki while sculpting

the formalistic language of agitation art
during the Soviet era. The use of such a
complex creative method by N. Kandelaki the bust of Lado Gudiashvili,
should probably be considered as a more 1930s.

or less conjuncture-free understanding

of the monument, which was brought to

Georgian art by the “breeze” from the

mid-1950s and gave priority to artistic

problems. That is why it happened that as

soon as the statue was erected, its content

was overshadowed by the impressive

monumentality of the monument. Due

to the rather large dimensions and the

distance of the perceptual view, the

structure of the monument was resolved

by smooth, fluctuating mutual transitions

of tectonic strong forms, while the

indivisible plastic volumes were sculpted

in an extremely generalized manner. By

such means, the spatial monumental

sculpture of Philipe Makharadze reveals

with extraordinary clarity of the internal
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dynamics of the model, which is externally
conveyed by static monumental forms. In
this case the exciting psychological state
is used not as a graphical component of
the work, but as its structural element
arising under certain conditions. According
to eyewitnesses, he was creating a really
high public mood in the town station

square.®

Special literature regrets the fact that

this grandmaster of figurative art has

left almost no real works of monumental
sculpture. Models of sculptures made from
non-solid materials, clay and plasticine
have been destroyed over time. A similar
fate befell most of N. Kandelaki’s figurative

compositions as well.

In general, it can be said that the object
of traditional sculpture is a human-like
plastic form, whose three-dimensional
spatial matter evokes certain feelings and
sensations when perceived. A volume with
such psychological force is an expression
of inner activity, a manifestation of inner
dynamics. It acts not only by plastic but
also internally “explosive” force in space.
His ensouled body face embodied by

the artist’s talent, craftsmanship, and
imagination, whether or not it resembles
the original, is transformed into a true work
of art. This is exactly what is aesthetics of
N. Kandelaki figures, whose bodily beauty
‘reveals” the living emotions of the spirit
34. According to eyewitnesses, when the process
of removing the statues of the revolutionaries
began in Ozurgeti, the public often threw eggs at
such statues. The exception was the monument

of Ph/ Makharadze by N. Kandelaki. The locals

joked about him, “standing like llia” and sometimes
jokingly greeted him with unbonnet.
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Nikoloz Kandelaki while sculpting
the bust of Irakli Abashidze, 1966.

world and transfers the natural static state

of the sculpture into imaginary dynamics.

At present only a certain group of
N.Kandelaki figures are survived. Basically
it is a small plastic art made at different
times, predominantly in clay or plasticine,
a kind of sketch for large-scale sculptures,
part of which is made by N. Kandelaki in
his time. Some of them did not go beyond
the walls of the studio, were only printed
on photos and were not published in any of
the catalogs. From N. Kandelaki's current
legacy, in addition to the ones discussed
above, several variants of the Niu, a
female torso, two figures of a shot-putter
woman and an athletic man, have been

recovered.
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N. Kandelaki’s environment, family,
friends, students have always marked
the sculptor’s special love for sculpture
and not for carving shapes in stone,
wood or other solid materials. Merab
Berdzenishvili, who has repeatedly
witnessed the creative process of Nikoloz
Kandelaki, vividly described his maestro’s
passion in his memoirs: “When he started
working, he looked like a bristled-up

lion, his red face was burning like fire.
You could see how calm the man was in
this agile temperament when his fingers
touched the clay. You could see how
warmth, strength, life settled in the wet
clay. You could see how the soft mass of
clay was transformed into a plastic form.

You could see the invisible mystery that
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the creator presented to us clearly and
visibly.”3® He was embossing only with

his fingers and did not use any tools,
because he thought that with a direct
touch he could feel the shape, its frame,
its fullness... Everyone remembered

the sculptor’s fingers as if flattened in a
wrestling with clay. He was particularly
attracted to this material because the
clay had the ability to gradually “build”
the shape, from the frame to the surface
of the volume.® N.Kandelaki reworked a
sculpture sculpted in clay or plastered,
removing excess and adding new layers.
As a result of such a transformation, a
very peculiar texture of the surface with a
living structure of the work was created,
which revealed the structure of the form
more clearly. If the surface of the sculpted
sculpture became visibly smooth, it was
clear that N. Kandelaki intended it to be
cast in bronze. Sometimes the sculptor’s
character dictated the carving in stone.
The type of stone was selected according
to the same principle. Predominantly it was
marble. However, the number of works
done in stone is far behind that of bronze

and plaster.

A key element of N. Kandelaki’'s concept
was exactly the relevance of the material
capabilities to the diverse solution of

plastic tasks. This is clearly seen in

35. E. Kandelaki Personal Archive, Merab Berdzen-
ishvili, Memoirs on Nikoloz Kandelaki, 1982.

36. N. Kandelaki had a special cap pit for clay and
plasticine supplies in the studio. He prepared the
sculpting mass according to his recipe. The base
material was mixed with wax and cement to make the
sculpted figure solid. The made mass was processed
by hand for a long time before sculpting, softened as
much as possible to obey and become as plastic as
possible. Information was provided to me by N. Kan-
delaki’s granddaughter, sculptor Nino Keshelava.
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Monumental Sculpture Studio of
Nikoloz Kandelaki: N. Kandelaki
watches the work of the students
preparing for diploma exam,
Thilisi Art Academy, 1960s.
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the 1930s clay and plaster figures of

so called physical culturists. Unlike the
contrappostos of the early patterns of
Niu, the figures depicted in static poses
move lightly and have a calm, serene
expression. However, despite the general
nature, the sculptor’s approach to each

is individual. For example, the naturally
flexible plastic of the muscular proportional
body of an “Physical culturist woman”
(Plaster, 1938) depicts motion on the
spot, as if preparing for jogging. The
sculptor generally represents the face

of an athlete. It therefore sculpts the
figure broadly, freely, with strong material
forms, and draws attention to a fluctuating
silhouette. The “Athletic man” (Plaster,

1938) standing with arms akimbo and legs
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symmetrically set aside, of dense, athletic
build is also presented in readiness for
action. Figures are born in the process

of sculpting a character. The logic of the
internal connection of their structure is a
kind of architecture subjected by the vivid
rhythm of the human body and the tangible
generalized volume of the sculpture.

N. Kandelaki’'s work of the same period

is the chamber composition of a woman’s

torso “Sitting on her knee” (plaster,

bogmmmd 30bgme 30 mogals
290780 Fod3Yhadgwo
Jomol ggogméools dgbfigobol.
(Hbobgdmmo modsdodo,
bodomemg 2,70 3. 1938 .

Nicholoz Kandelaki sculpting
a figure of a physical culturist
woman in his atelier. Tinted
plaster, height 2.70 m. 1938.
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Athlete. Weightlifter.

Tinted plaster,
15X 8 X5 cm. 1938.
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1939). It is somewhat close to the early
patterns of the Niu, with densely sculpted
forms and the inner energy expressed

by light contrapposto. At the same time,
however, it is quite far from them with
soft, graceful motion and surprisingly
flexible plastic. The artistic effect obtained
from the female torso is also determined
by the impressive monumentality of the
proportionate body, the vivid texture of
the energetically processed surface and
the direct intonation characteristic of the
etude, which fills the expression of the
figure with oversensitive, exciting and

vivifying impulses.

A completely simple motive of the Niu

— sitting, standing, acting or pensive, is
the object of the sculptor’s observation
and deep contemplation for the rest of
his life. N. Kandelaki remains faithful to
the aesthetic ideal of the naked body
from which his figure “Bathing Woman.
Morning” is born. Then, from this source,
the athlete Niu figures are born with
renewed force, as well as the torso of a
woman “Sitting on her knees”, to whom
the sculptor repeatedly returns. By
thoughtful distribution of volumes in space
N. Kandelaki achieves that the viewer
can feel the vivifying beauty of a woman’s
body from every point of view and from
every point of perception. The most
important moment of the compositional
and constructive building of the figure,
the agreement with the means of their
expression is subject to the manifestation
of the harmony of the naked body.

In 1943, another interesting version of
the standing Niu “Woman with a cargo”

Lo
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Woman’ torso.
Sitting on her knee.
Plaster, 24 X 20 X 13 cm. 1939.

b. 3060930l 03039 3gtromoal was created. The hand-raised motion of
gobogmgdoo Jogmolb hmdmbolb 30d9temo the figure with basket on the shoulder
3m33mBoioo ,hohmdgom dxcomdomy” adds a new plastic motif to the Niu
(00000doto, 1939 6.). 030 3330300 composition. It is an image of a woman
bodgtmbo ym®™mdgoome o dbydndo from real life, in whose spiritual peace and
3MbhModmbihom godmbobhnemo harmony no reflection of any allegorical or
dobogobo gbghgoom boyls vcoMgnem mythological character is felt, but a direct
60379390l 3oMm3z39nmBogmoco connection with nature is evident. The
Dobemmg90s. MYP3Eo 03639 OHML tangible modeling of the Niu generalized
bozdome dmmEgdo Jom Mdomo, volume, the vivid texture, the monumental

atmoEomdymo dmdMmomonm o plasticity and the expressive silhouette are
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conveyed in simple language without any
salon embellishment. N. Kandelaki worked
for almost three years on the composition
“Filled with Thoughts “ (plaster, 1946),
which depicts the image of a quietly
standing naked woman with a long pole®’
in her hand. The static representation of
the figure is not disturbed by the slightly
noticeable rotation of the body. The motion
of the raised left hand slightly leaning on
the pole and the head inclined down is
perceived as a certain manifestation of

a woman'’s restless thinking, her inner
turmoil, which the weightlifter always

has before taking action. Deep traces

of thought are also observed in facial
expressions. The interplay of subtle

body shapes, inimitable proportions, and
flexible motions evokes the harmony

that the sculptor aspired to from the very
first Niu figure. Out of the many artistic
impressions, that is inspired by the figure
of the “Queen of the Field” otherwise
“Niu-z-a” (Plaster, 1948). It is most clearly
felt N. Kandelaki’s task to understand the
regularity of plastic of naked character, to
access the essence of his body as a life
event. Observing this magnificent figure
of Niu, the sculptor’s ability to “catch” the
most important and characteristic motion
from the light rotation of the frontal plastic,
to depict the figure in her basic posture is

manifested.

The figure from the 1950s Niu series
“Calmness” is considered to be the

antithesis of “Filled with Thoughts”.®
(plaster, 1954). In this version of the

37. The pole held by a woman is a sporting weapon
for jumping to heights.
38. Sh. Kvaskhvadze, Named Paper, 1961, p. 64-65.
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Nude. Filled with Thoughts.
Plaster, 36 X 15 X 23 cm. 1946.
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Nikoloz Kandelaki in the
Monumental Sculpture Studio:
N.Kandelaki stands from the
right, a naked nature from the
left, Nude’s figure with a basket
on her shoulder is seen in the
depths, 1943.
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Niu, the inseparable integrity of the quiet
existence and thought the spirituality
expressed by the flow of emotion, revealed
by the plasticity of the naked body, is
really essentially felt. Every detail, every
nuance in the frontal figure of a woman

is in balance. If the weight of the body
rests on the left leg, the raised hand on
the head and the other leg on the side
relieve the weight. The sculptor in his
time used a short pole as a support for
the right hand, now it is lost, but complete

calm reigns in the composition even
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39ML0030 JorMMVOE OMLYOoMO
dgogtdbmoos dodggemo bbgyemob
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38. 3. 330Lbgody, obobgmgdnmo 6odthmao,
1961 B. a3. 64-65.

without it. The sculptural form embodying

this phenomenon breathes and lives,
with its vivifying power it consciously
evokes moral decency, purity, which is
among the moral values and represents
a kind of philosophical contemplation
of the sculptor. A relatively late figure of
“Athlete woman” the same “Oarswoman”
(bronze, 1958) is sculpted by the exact
same approach. Performed in the late
1960s the raised posture with the whole
body of the Niu (toned plaster, 1968),
the motion of the hands raised above
and freely rested on the head evokes a

bom-Bo. dobgbol @gpmasmo.
mododobo, 1948 .

Niu-Za. Queen of the Field.
Plaster, 1948.

bom. bod8300y. Medodabo,
30X 25X 10b3. 1954 6.

Nude. Calmness. Plaster,
30X 25X 10 cm. 1954.
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bo7. boBombabo. d&abgom,
50 X 13 X 15153. 1958 . 396do

S(V)ijadGOO bbgo@obbgo ba@ﬂ

Nude. Oarswoman. Bronze,
50 X 13 X 15 cm. 1958. Private
collection. Different view.




607. boBombobo. 3é0bgowm,
50 X 13 X 15153. 1958 . 396do
30mad30e. bbgowobbgo bgwo.

Nude. Oarswoman. Bronze,
50 X 13 X 15 cm. 1958. Private
collection. Different view.
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0JHont g03malobggemmdedo 3ooob
00 dgmogt dobogob gbgtgools
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30rmM3MmM 30900, LIYIM3H YOO
30000m(39979¢m0 3nbmgdols
bgemdglbobgoo dg®mbgo, Mdogmo
BOJOIMo o gboo boemygho Joemob
Lbgyomob 88396096Mgdols gbmgnhozol
33080Mdbmd0bgol.

feeling of natural insolence. Instead of
the self-deepened position characteristic
for the Niu preceding figures, the naked
figure of a woman is transformed into
active expression and radiates strong
inner energy. The perfect proportions of
the figure, the tangible sculpting of the
sculpturally conveyed muscles, the soft
texture and the flowing silhouette make
us feel the aesthetics of the beauty of a

woman’s body.

In the years 1947-1949 N. Kandelaki
has been working in facade plastics for
a while. He seems to be doing well in
this area, because still in St. Petersburg,
inspired by the sculptures adorning the
palaces surrounded by regular parks,

bom. heobobgdmmo mededobo,
74 X 33 X 24 1:3. 1968 §.
bbgoabbgs bywo.

Nude. Tinted plaster,

74 X 33 X 24 cm. 1968.
Different view.
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bo7. (hoobodrgdmemo mededabo,
74 X 33 X 24 1:3. 1968 §.
bbgoabbge bgoo.

Nude. Tinted plaster,

74 X 33 X 24 cm. 1968.
Different view.
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MOMO 3Mdbmol mogl, Mowaob gt
300093 390963M3d0, 939 OMY0
30639000 3oMmgdmEyemo bobobemggdol
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0630600 gdom, 3ob P339 30TMB3OO
Bodotmazm 3emobihozol 3gmgdom
300mB390mo ,890mddg009000m0
H30mM00". 530¢H™M3 OYR0JMYIMO
0090l 390mmo308900L Byoemdndmls
3960OMOMYE0 30630l dgbobgemgmmob
009090790m Lodbgtm Lodmgom
dogmmo LobodhmEmoydoli* 3otggemo

39. Bgoem®ndmdo 3gdetg Lodmgom Lodbgtm
dogmmoe  Lobohm™moydo 9d399gdotgdmes  bb-
-0 mogoEgol LodobobHtrmL. dobo EgbdhGo-
mycmo 30039 3MmM3ybo sogm 1947 Bgmb.
03Mm9dhgdnmos oMd. b. Lgggcmzgobs o dobo
38993006 (oM. 8gemgaon, 8. cmmomngdoxssbodg, . bo-
b0, O- 0 909tMo) Jogk.

he has already experienced the “creative
enjoyment” of doing park plastic. Therefore,
he unintentionally accepts the offer to
decorate the first building of the Naval
Forces Sanatorium® built at the entrance to
Tskaltubo Central Park with facade plastic.
N. Kandelaki’s aesthetic worldview and
artistic interest in this case is also directed
towards the spiritual, emotional transmission
of the beautiful body of the Niu, but this time
it is understood in synthesis with architecture
as an embossed element of the building. The
approach to the arched monumental building
is also somewhat sculptural in nature. A
parade staircase across the width of the
fagade and an arched colonnade erected

39. The Naval Sanatorium in Tskaltubo was subor-
dinated to the Ministry of Defense of the USSR. Its
central first building was built in 1947. Designed by
Arch. N. Severov and his group (L. Meleg, M. Lortki-
panidze, S. Satunts, T. Beyer).

boggobogm dmabhoge:

086 q800 gogmbdgonmo
Pyoemdmom bds bgdmbols
3033 gdbols Bgbmos, gmaomo
bodbgdm badmgom dogmos
bobogmdonda. bogbom bgwo.

Facade plastic art: Tskaltubo spa
resort complex decorated with
figures, the former Naval Forces
Sanatorium. General view.



boggobom Joamol gogydo.
398960, 160 X 70 X 40 L3. 1949
B. Dyommdndm Lo dgdméohols
9bmds.bhogndlbo.

Facade female figure. Cement,
160 X 70 X 40 cm. 1949.
Tskaltubo spa resort building.
foreshortening.
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308YM9d0 330300 LodghHtoyMo
30060M03093000 896md0ls ;mogdy.
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R089M0 395G bobogmols
30630300 0MBOMMYM0, bemgmm
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40. 358035306 Bogy®adol v3h Mmoo

6.3060090m 030l 3mBoxg, 36Mdomo dmdobroogg
3.0mBYM0dg.

over the entire height are crowned with a
plant-shaped parapet and eight sculptures
of a woman (4) and a man“® (4) placed
frontally on special pedestals. They are
perceived in space, against the background
of the sky, as if its arch is “supported” with
the body, just as mythological atlases and
caryatids are used as pillars in ancient
architecture. In this way, these sculptures
evoke associations with the structural-
decorative elements of classical buildings
and are transforming into a kind of their
metaphor. Compositionally, the figures are
placed strictly symmetrically on top of the
building. Two figures of a woman and a
man are erected along the central part, and
two - on the periphery, in the corners. The
motion, posture, and plastic processing of
the female Niu figures (2) in the middle are

40. The author of the man figures is a student of
N. Kandelaki, a well-known sculptor V. Topuridze.
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so close to the later sculptures (“Calmness,”

“‘Oarswoman”) that it is conceivable that they
should be an early improvisation of the Niu’s
1950s version.

The source of inspiration for each of the
female figures standing on both sides of

the building is to be found in the face of

the caryatid statue adorning the Greek
temple. However, with its plastic motive,
N.Kandelaki’s figures are somewhat distant
from the original form of the “Woman-
column”. Instead of stern frontalism and
immobility, their classical stance is more
dynamic than static. The motion of the hands
raised, placed on the head and descended is
similar to the posture of the central figures,
only the sides are changed, now the right is
raised and not the left, holding a long draped
cloak asymmetrically wrapped around the
thigh. The distinct materiality of the fabric
and the heavily descended drapery are

boggoboom ool gogyéo.
3999500,

160 X 80 X 50 1s3. 1947 §.
Pyomdmom bds gdmbol
gbmdo. bogndlo.

Facade female figure.
Cement,

160 X 80 X 50 bbd. 1947.
Tskaltubo spa resort building.
Foreshortening.



boggobom dmabhogs.
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Facade plastic art.
Foreshortening.
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more “Renaissance” in nature than the
Greek caryatid garment — a light, airy, finely
draped peplos. It is clear that N. Kandelaki
here, too, uses his usual creative method
based on the foundations of classical art,
and in this way achieves the sculpting of an
organically linked element with space and
building. However, its impressive artistic
effect as a fagcade plastic also depends

on how the sculptor takes into account a
number of features characteristic of this
field. Primarily this is an increased volume
to match the scale of the building, which
reaches up to 2 m and is considerably
larger than the independent Niu sculptures.
In addition, the perception from the lower
angle of the figures erected on top of the
two-story building caused not only an
exaggeration of body proportions, but also a
focus on posture and the motion of the hand
raised above. We would also like to add
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41. Figura serpentinata — b&obbolgdyho
ImdGomdol 3maddmBoiool Lhogmo.

that the material and color of the sculptures Fbegamom dgzmbbdgbol bobm

©7330d0b ggogmdo. déabgom,

cast in the cement-mixed mass are of a 57 %48 X 3163, 1952 -1953 B 6.

construction nature, made in accordance

Figure of world record holder

with the architecture. Nino Dumbadze. Bronze,

57 X 48 X 31 cm. 1952-1953.
This is exactly what is the secret of

artistic impact of N. Kandelaki figures. It is
conceived not as a physical element that fills
a space, but as a monumental form that is
tectonically related to it, which naturally lives
in a confined environment with a precisely
calculated scale and selected material.

The composition “Shot-putter” (1952-1953)
performed in plaster and bronze, modeled
by the famous woman athlete, the world
record holder Nino Dumbadze invited by

the sculptor is distinguishedi N. Kandelaki’
figures gallery by the features of this amazing
share of space. That’s why, the composition
of the athletic figure was therefore presented
in a complex movement in the style of the
ancient hero, the winner of the Olympic
Games, Figura serpentinata,*' whose

action reflects the moment of shot-put. The
serpentinata motif allows fully displaying

the physical properties of a character, the
energetic dynamics of its plasticity, and the
expression of a tense body. Therefore, the
improvisation of the composition built on the
principle of spiral motion is stopped due to
Nino Dumbadze’s persona. The goal of the
sculptor is to use the individual data of the
athlete woman, including the portrait muscles
of the face, to achieve the easiness of this
difficult motion, which cannot be achieved
by sharp contrapposto, or contrast opposing
of body parts. To get the impressive effect

of light dynamics N. Kandelaki conveyed

a shot-putter by spinning the spiral motion

41. Figura serpentinata — spiral motion composition
style.
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Figure of the world record holder
Nino Dumbadze.




bogmmmd 30bpgmozo
b.c07330d0b ggogmdals dgéhgobals,
1950-00b0 Hamgdo.

Nikoloz Kandelaki while sculpting
the figure of N. Dumbadze,
1950s.
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disseminated in space, the flexible rotation

of which and the pictorial silhouette
generated from different views carry
amazing gracefulness.

This plastic motif puts into action all the
elements of an athletic woman’s muscular
figure. It, meanwhile, represents the beauty
of the sculptural shapes of the body and
the subtle motion of the limbs. Equal
compositional distribution of the rotating
figure in space, solid frame and energetic
processing of generalized sculpted forms
give the monumental properties to it that
make it possible to forcefully increase the
size of the sculpture and place it freely in
any environment. It seems, N. Kandelaki
also had this idea, because, later, in 1957,
he magnifies N. Dumbadze’s sculpture by
almost two and a half meters and erects

it as a monument in the yard of his own
studio as the most successfully embodied
monumental statue.
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Nikoloz Kandelaki in the
Monumental Sculpture Studio:
N. Kandelaki stands on the left,
the nature- record holder N.
Dumbadze to the foreground,
her sculpture in the background,
1950s.

The task of direct observation and
cognition of a life-person is one of the most
important aspects of N.Kandelaki’s creative
method. He understands a life-person not
in a literal sense, but how he perceives
himself, what criteria he uses, what is the
“second nature” that forms the basis of

the artistic transformation of a life-person.
The composition of “Shot-putter “ reveals
with extraordinary clarity how the “second
nature” of a life-person is born with the
vivifying impulses of the unique plastic
disseminated in the space of the figure, how
it grows imaginatively before our eyes and
how the rapidity of motion is felt.
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Figure of the world record holder
Nino Dumbadze.
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Figure of world record holder Nino
Dumbadze. Different view.
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Another clear example of this in 0b0sdbdows 3n3ho-3003000.

N . . H™bobgdmmo msdodobo,
N.Kandelaki’s figurative legacy is the 36 %30 X 11 63. 1946,
composition “Double event in fistfight*2 396de 30gg(3oe.

(Plaster, 1946). The artistic embodiment
of the plastic motif of the attacking boxer

Double Event in Fistfight. Tinted
plaster, 36 X 30 X 11 cm. 1946.

Private collection.
was carried out by the sculptor back in the

1920s. In the 1940s, N. Kandelaki returns

to this motif again and repeats it with minor
changes. The figure posture still reflects the
martial art by bare fists, its main move tactic.
The boxer defends himself with the fist of the
right hand facing forward, and attacks the
opponent with the other left fist bent at the
elbow. In addition to the upper limbs, the fight
involves contrapposto generated by right-
hand rotation and forward motion of left foot,
which doubles the force of the punch in fist-
fighting. When perceiving and discussing the
statue, we are convinced that N. Kandelaki
has studied the martial arts of this kind of
sport so well that not even a trifle is left out of
the spotlight. Even the fact that the sculptor
takes into account the effect of the sudden
action of the left hand during the fight and
the figure on the attack is represented by the
“left-handed” move. There is no doubt that in
order to set the figure in the manner typical
of a boxer, N.Kandelaki went through a
thorough study of professional life-person.
This is evidenced by the representation of
the boxer’s artistically generalized motion,
the appeal of a specific combination of its
plastic motif, thus achieving the equilibrium
and tectonics of the composition. Such is the
weight of the muscular body on the forward
leg, the bent knees as if in a rapidly rotating
body, and the abdomen rushing inward

from the tension, with a strengthened chest.
The boxer has not only his fist directed to

42. Fist-fighting - Ancient Eastern and ancient Greek
sport double-event, the original form of boxing.









@b osdddmms Indho-360300.
bbgoabbgs bywo.

Double Event in Fistfight.
Different view.
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the invisible rival but also a wide forearm
and an inclined head on a strong neck,
which is reflected in the excited expression
of his face. The emotion of the powerful
energy concentrated in the statute is also
manifested in expressive ways, such as

the excited speech of a restless silhouette
emanating from different views, the vivid
texture achieved by the energetic sculpting
of the sculptural forms. All of this conveys
with astonishing intensity the power of a bare
fist punching at the ring and the artistic look
of a boxer obsessed with the whim of fighting
and the desire to win.
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Double Event in Fistfight.
Different foreshortening.
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N. Kandelaki creatures evoke a sense of
vivifying motion even when the figure is
depicted in a real state. In the composition
“‘Athlete. Weightlifter” (toned Plaster,

1942) this difficult task is accomplished by
materializing the emotional beginning, which
is generated by the inner tension of the
athlete waiting for the start of the tournament
and makes his whole figure strong, muscular,
spring-like. The spiritual impulses of the
athlete are present in all elements of the
composition. First of all, this is observed

in the static expressiveness of the frontal
figure and the architecture of formability,

as well as in the symmetry created by the
characteristic posture of the sidesteps and
the hands placed on the thighs. Eventually,
the emotion that comprises the athlete’s
entire being is materialized under the
influence of his excitement and is clearly felt
in the perception of the sculpture conveyed
in powerful forms.

N. Kandelaki was rightly recognized as

a master of the figure in the reality of

the Georgian sculptures of that period.
However, the sculptor had little opportunity
to demonstrate this, as the presentation

of a Niu model at an exhibition was not
considered acceptable at the time.** The
sculptor still found a way out by choosing the
names appropriate for the conjuncture for
them. That is why the N. Kandelaki's naked
figures were called as physical culturists,
athletes, boxers, etc. The only exception is
the sculpture of the world record holder in
the shot-put N.Dumbadze.

Throughout his whole works, N. Kandelaki
aspired to the cognition of the human body.
43. M. Karbelashvili, Georgian Sculpture (1920s), el.

Journal. ARS GEORGIKA, New and Contemporary
Georgian Art, Series-B, 2013, p. 30.

ddamgmbobo,
boddodggdols 53hg30.
(Hbobgdmmo modsdodo,
64 X 30X 14 3., 1942 §.

Athlete. Weightlifter.
Tinted plaster,
64 X 30 X 14 cm., 1942.
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Athlete. Weightlifter.

Fragment.
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Athlete. Weightlifter.

Fragment.
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In the inimitable proportions of his figures,
the diversity of the expressive motion, the
propensity for perfect integrity, the powerful
volume and materiality, as well as the
understanding of human psyche taking into
account all aspects of real life was always

felt in the growing inner energy.

N.Kandelaki was the first to set the tasks
of monumental art in Georgian sculpture.
He established the understanding that it

is not the large volume that is important
for achieving the monumentality of the
sculpture, but the internal dynamic force
that organizes the space with the solid
architecture of the sculptural forms and the
expressive silhouette.
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“Look inside a person to the edge where
heaven opens up in him - this is what it
means to begin a spiritual exploration.”

The creative impulse of Nikoloz
Kandelaki’s creations, his artistic
potential is manifested with no less

power in the portrait genre, which

almost synchronously seeks another

way of expressing in neoclassical form:
“Everyone sees a nature, everyone
perceives its beauty, but how to sculpt
this beauty, by what means... this is the
main thing”? — these are the words of

N. Kandelaki. He also works in the field of
sculptural portrait to make the impressive
monumental form expressing the reality

1. R. Steiner, Consciousness of the consecrated
ones, true and false paths in spiritual investigations,
Thilisi, 2016 p. 43.

2. M. Berdzenishvili, Everlasting Art,
Samshoblo, 1970, September 11, N17.

Newsp.
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that is the will power of the object to be

depicted, its inner energy. The ability

of some inspiration of a sculptor seems
to dictate the true nature of the plastic
form, the inner structure of this form,
invisible to the eye - a source of energy,
elevated to monumentality in the external
masses and strongly expressed in each
work. Because of this main feature,

N. Kandelaki’s busts are in harmony
with the “indoor” and “outdoor” space

as the figures are. Therefore, they can
be conditionally attributed to the easel
sculpture, because they are easily
transforming into monumental plastic art
in accordance with the environmental
conditions and naturally take their place
in the “open” space. Numerous samples
of such busts of N. Kandelaki erected
outdoor are known to us.

A sculpted portrait, however, is not just
its volume and its artistic features. It
embodies a real person, who is sculpted
by the sculptor from a nature enweaving
his own attitude, worldview not only

bogodmggmaml bodbozbhm
03009300b Jobozgal 3emabo.
bozmmmd 30bogme 3o oo
dobo dmfogggdo edgzgdmoeb
3oboybgh dgéofoggb, 1926 6.

Sculpture class of the Georgian
Academy of Arts. Nikoloz
Kandelaki and his disciples while
sculpting a portrait, 1926.
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towards a specific person, but also
towards mankind, the whole universe

in general. So his busts are not copies
of the models. Each of them reveals

an amazing depth of penetration into
reality, a consciousness, according to
the sculptor, “psychological reading™
of an effigial face. This remark by
N.Kandelaki is preceded by another
phrase, “the mask is an anatomical copy
of the face.”* Presumably, this must
imply the closeness of the sculptor’s
worldview to the notion of classical
epochs that contemplating the exterior
is not an illusion only when it allows us
to comprehend a person’s spirituality.

It seems, the mask, as a natural alter-
idem of nature, is the physical basis for
N. Kandelaki on which his vision, his
understanding of the human psyche is
built. As a result, an inconstant artistic
face is formed between “similarities

and dissimilarity”, N. Kandelaki’s

true creation, where the model’s and
sculptor’s energy sources intersect,

all levels of consciousness - from the
material to the mental. Such a concept of
the sculptor is revealed even by the fact
that in his own studio, under sculptures
stacked on top of each other, the plaster
masks taken from Vazha-Pshavela

and Beethoven'’s faces hung on the
shelf during all his life... 5, as a certain
prominence how the physical body
configuration can reveal the character,

skills, relationships and individual

3. O. Egadze, Sculptural portrait of Akaki Kvantaliani,
Journal. Soviet Art, 1968 N7 p. 30.

4. |bid.

5. G. Jibladze, Memories on Niko Kandelaki, E. Kan-
delaki’s Personal Archives, 1980s.
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features of these two geniuses- of poet
and of musician.

After all, in psychology, the body is

the third dimension, at the disposal of
which is a definite stock of energy, the
will power... ¢ and its perception will be
followed by a certain response. This

is followed by a foresight of what is in
the model’s consciousness, feeling that
what is valuable. The point is that N.
Kandelaki had knowledge on the value
representations of feeling-thinking-
emotion until he started working in the
portrait genre. Far back in the past,
through the skills acquired during the
youth years N. Kandelaki could betide
the objects that were beyond his sight. It
was a time of obsession with mysterious
psychology, very fruitful three years
(1909-1912) spent at V. M. Bekhterev St.
Petersburg Institute of Psychoneurology,
where he assimilated the lectures given
by world-renowned scientists and by
Vladimir Bekhterev himself. The young
man engaged in natural sciences at this
time had an interest in the anatomy of
living creatures, especially in humans
and human build. In the future, when
Nikoloz Kandelaki becomes a teacher
at the Academy of Fine Arts, he instills
in his students an interest in cognizing

a nature in all its aspects, “sculpting” a
psychological portrait of nature into his
own imagination, and only then creating
his visual image.

Almost ten years have passed since
N. Kandelaki showed a natural talent
for creating portraits. In 1921, at an

6. K. G. Yung, Fundamentals of Analytical Psycholo-
gy, Thilisi, Diogenes, 2003 p. 27.
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Portrait of an unknown man,

Plemyanikov. Tinted plaster,
12X 11X 5cm. 1921,
Private property.
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art exhibition in Thilisi, he presented a
small bust” of an unknown man, some
Plemyanikov, carved out of wax, and

at once attracted the public’s attention
with his ability to deeply penetrate into
the human world... But this work still
raises questions about who is unknown
Plemyanikov and why N. Kandelaki
performed his statue of wax?! The
primary reason for this is probably

due to the fact that the self-taught
sculptor noticed the plastic properties

of wax, which are easily subdued

when embossing. However, memories

of N. Kandelaki’s sister Nino provide

7. A well-preserved counterpart of a portrait of an
unknown man, Plemyanikov, is kept in Sh. Kvaskh-
vadze’s collection. The second one - damaged, with

the sculptor himself, the third one - with the artist
N. Brailashvili.
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Portrait of an unknown man,
Plemyanikov. Tinted plaster,

12X 11X 5cm. 1921.
Private property.
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more information about the identity of

the portrayed man and the sculptural
material. ® He tells us that Niko used to
ask his father, who was a clergyman -a
deacon, to collect the burnt candles in
the church and send them to him. The
father has complied with the request

and Nikoloz sculpted a military man

from the candles. Thus, according to

N. Kandelaki’s sister, Plemyanikov was

a military man, which, based on the
sculptor’s youthful roisterous biography,
is easily admissible. The proof of this, first
of all, is the fact that N. Kandelaki worked
for the “Red Cross” and was on the

battle line and returned to his homeland
after demobilizing military units, where

he was still involved in hostilities.® So,
Plemyanikov, unknown to us, might

have been N. Kandelaki’s comrade-
in-arms, a demobilized military man,
already being a civilian in that time°.
Embossment manner, conceived from

the nature, characterizes Plemyanikov

as a man who cannot control his
emotions. The above-chest figure of a
man presented frontally, with a tense
expression immersed in his feelings and
thoughts, with a relaxed posture, carries
a somewhat tragic tinge. Characteristic
build (narrow shoulders, oblong head), no
less characteristic lineaments with rather
prominent cheekbones (deep-set eyes,
massive chin, high forehead) and a wide,
generalized manner of embossment of

8. N. Kandelaki, Memories, My brother Nikoloz Kan-
delaki. E. Kandelaki’s Personal Archives, 1980s.

9. Sh. Kvaskhvadze, mentioned work, 1961 p. 31

10. It is possible that he was Nikoloz Plemyanikov,
patronymic Pavle, who in 1912 married Tamar, the
daughter of the last heir of the Ksani grand duke, Ni-

koloz (Kola) Eristavi, and died in 1924 at the age of
40, heavily diseased.
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plastic shapes - these are the features
that makes recognizable not only physical
and mental features of Plemyanikov but
also the strong potential of the future
sculptor as a portraitist. It is known

that this work attracted the attention of
lakob Nikoladze and loseb Charleman.

It was on their recommendation that in
1922 N.Kandelaki was sent to study at
Petrograd (St. Petersburg) Academy of
Arts at the cost of a scholarship awarded
by the Commissariat of Public Education.
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Portrait of the singer
Nikoloz Kumsiashvili.
Bronze,

80 X 64 X 36 cm. 1934.
Palace of Arts.

General foreshortening.
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It is strange, but during the study period
and further, throughout the 1920s,
N.Kandelaki did not return back to the
portrait. He goes on working in this genre
since the 1930s and continues to capture
the public’s attention with his highly
characteristic, psychologically-intuited
portraits. It is well known that this was
the era when the aesthetics of formal

art led to the rise of portraiture. Despite
the difficulties specific to this genre, the
portrait work was able to realize such
essential aspects of the theory of socialist
realism as the heroic perception of life
and the creation of a figurative artistic
form of psychological nature: “Anyone
who lived in this Soviet space and tried
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NIKOLOZ KANDELAKI




3G HMgho ghrmagzotmo 3odmbiogogmo
0ym. 0g 9ol ogntgody dgho obdotgbo
3dmbeoo, M3 moglbdmbggnemo
dmmbmgbgoo dgbodsdobmdodo
dm9yg00b0 Logymot dgdmddggdom
03M(30090000. 3mbBhrghnem Jobtdo
b. 306093l dggdemm d9gMhBoo oligmo
Do y®900, MMIMMgdoE Mrgomyto
09430696 30000 80608000 Lodyotrml
Jothotgdgembo, obo 9dbgdmeom
090 IMbE939d0, NI gotHYZOMO
30bgdmEo domno 39MM03YMO
30000m(3930. og dob oto300

130 dogmogo, Mm3 bgmtgomoddols
380m 93em™ (,LOdFMPM0* SO HG9HOE
bmd Mgomolihn®mos?! mmmboo
,30MaMgdoLgymo*), ymazgmo

3G ghotgdgemobomgol dmgdogonbo
dgbopygobo bgmegomolihnco
dbohgmyomo gmmado...

OOMMMU, 3GMHMgHol ydoMopgbmos
0008033 300gMAdM MO, Na
dmgdobeooggl 89gdomm bobgemmbbmls
390009080, 06(h0dyMm LoghyoEoodo

0Ly 9099080, M3 oM Fogmm
dmbobogmgmdo olbmgol Boymydogomo
306md9d00m dgdmaotgaemym
3070039090 3mb3ntbgodo, boos
bpem mGFgc 309030 090030, ©39boC,
b. 30693l 3mtMbhGmaholzgd gyomo
301698000 0o dbmemme 0do¢h™ad, hnd
00 dbMog Logymot dogmolis o Yoot gdL
30 dbmoo, 00039 0d0hM3dE, ™A
RodeMmos, LemEMgomaoddol Bgmool
bobodo maz0E00mMyEo bgemmgbgool
dmmbmgbyool 8g3mddgogdomoco
30bbmmM3090Mm900L dgbodemgdemmadgoo
4390modg dghoc o3 gobtdo 3dmbeoo.

3000030639090 oM 0gb90s, MY
300)Y300, M3 6. 3obgeMoz0LmgoL

604MMMS 496CIMAJ0
NIKOLOZ KANDELAKI

to work according with these recipes ...

You had to find something in these forced
requirements that, one way or another,
suited your artistic temperament.” "

For N. Kandelaki, a portrait was a kind
of solution. Here he had more arenas
than in the case of figures to bring the
forced requirements into line with his
own creative tasks. In the portrait genre
N. Kandelaki could have chosen the
natures that actually were the carriers of
a rich inner world, or would have had the
potential to make their heroic expression
inevitable. Here, no one forbade him to
use neorealism (is a “Soviet” portrait

11. D. Tumanishvili, Georgian Art of the XX Century

and its Historical Context, Tbilisi, 2019 p. 186
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Portrait of Lado Gudiashvili.
Tinted plaster,

50 X 40 X 25 cm. 1934,
Sculptor’s studio.
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realistic ?! but “lifelike”), to find a suitable
neorealist artistic form for each portrait
... Finally, the advantage of the portrait
was that the sculptor could work in the
studio, in the intimate situation and not
to take part in endless competitions
confined to unacceptable conditions,
where he happened twice in total. Thus,
N. Kandelaki was inclined to portraiture
not only because he felt his own strength
and skills in this regard, but also because
he thought that in the heyday of social
realism, he had the most creative
opportunities to creatively fulfill formal art
requirements in this genre.

It would not be an exaggeration to

say that for N. Kandelaki, the field of
portraiture was a zone of freedom, as

he was most able to think on free will
here. The rational, or irrational, sensuous
reactions that accompany the perception
of a nature sometimes provoke such

an army of thoughts that it takes on an
inspired look and “opened up heaven” to
the human spiritual world. Portraits of N.
Kandelaki, being mostly the artists and
representatives of the intellectual sphere
are created with such an inspiration.

The sculptor’s complex cognitive
method dates back to the 1930s and
synthetically incorporates perceptual,
conceptual, and sensuous approaches,
e.g. everything that materially reflects
the depth of spiritual contemplation. Like
the ancient Greeks, for N. Kandelaki,
too, the strength of the model’s
physical expression meant the visible
representation of the “embedded”
spirituality within it, in other words, it
was created on the basis of all material
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Portrait of the People's Artist
of Georgia Lado Gudiashvili.
Stone, 65 X 60 X 30 cm. 1936.
GNM. Georgian State
Museum of Arts.

General foreshortening.
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spirituality. Therefore, at first glance,

he is a true materialist sculptor who,
with great skill and simplicity, imprints a
human in clay and stone. On the other
hand, the beginning of his mastery is the
classical tradition, the doctrine of which
tends to convey the human penetrating
soul by the expressive physical form.
The complex process of cognition of the
portrayed one, the ability to generalize
the typical, essential and main feature,
is always accompanied by an intellectual
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beginning that reaches the viewer with
an elevated individuality and a romantic
psychological spectrum of a nature.

These general features are characteristic

of almost all portrait busts of N.Kandelaki.

It is known that the sculptor “sculpted the
portrait in clay for a long time, looking for
character for a long time. An experienced
man would immediately notice when he
found it. Then he hurried, bustling not to
unhand the capture. And when he leveled

into plain, grasped the main thing and
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Portrait of the People's Artist
of Georgia Lado Gudiashvili.
Stone, 65 X 60 X 30 cm. 1936.
GNM. Georgian State
Museum of Arts.
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Portrait of the People’s Artist
of Georgia Akaki Vasadze.

Plaster, 41 X 27 X 34 cm. 1934.

Sculptor's studio.
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started taking care of the details.“'2 The
eyewitness’s note once again assures us
that N. Kandelaki first used to carefully
observe the structure of the human

face, study it carefully, feel the statics or
dynamics of his expression, and only then
gave an artistic direction to the perceived
things.

It is enough to look at the portraits of
singer Nikoloz Kumsiashvili (bronze),
artist Lado Gudiashvili (plaster), actor
Akaki Vasadze (plaster) and art critic
Vakhtang Beridze (plaster) made in 1934
that we will clearly see the sculptor’s
strong ability to observe, his flair and
intuition in displaying the physical and
spiritual qualities of human. The mental
layer of each of them reveals with its
subjective intonation the main shades
of character, which are materialized in

12. 1. Abashidze, Memoirs, only in his studio. From
E. Kandelaki’s Archives, 1980s.
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the form of sculpture and assimilates the
psychological state of a person with his
bodily appearance. In order to facilitate
the effect of perception of the sculpture
during the dialogue with the viewer,

N. Kandelaki focused on the sublime-
romantic look of the face, and achieved
this by depicting the above-chest figure,
or the head and neck, or just the head.
The far-sighted gaze of the embossed
eyes shown without the pupils is aimed
at creating the illusion of a person who
fully perceives the world in the field

of vision and is always ready to meet
new opportunities. The tectonics, plain,
laconic composition of the structural
features of the solidly built busts is one
of the strongest ways to characterize the
portrayed one. It is mostly dynamic with
a sharply turned, or slightly inclined head
of the figure, thus somewhat bearing

the tinge of Antique-Hellenistic eras,

as well as the round, profiled, waist-
concave shaped, about 25 cm height
construction of the bases of busts.

The proximity of the above-mentioned
sculptural portraits to each other is also
clarified by the clear, energetic, broadly
generalized embossment manner of
plastic forms being typical for this stage
of N. Kandelaki’s works and bringing the
image to the viewer emotionally through
an accented corporeality. Therefore,
each bust is decided by the individuality
of a nature and gives a different original

image.

Such is the sculptural portrait full of
lyricism of Vakhtang Beridze, which is
no less remarkable due to its intellectual
nature. With an inspired look he

30bhobg 39¢0adols dmbhdado.
H™bobgdmmo msdodobo,
32X 27X 2503. 1934 §.

dendobeoos 3ol bobgmambben.

Portrait of Vakhtang Beridze.
Tinted plaster,

32 X 27 X 25 cm. 1934,
Sculptor’s studio.
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Man’s portrait.
Tinted plaster,

70 X 37 X 34 cm.
Sculptor’s studio.
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Portrait of Vakhtang Beridze.
Tinted plaster,

32 X 27 X 25 cm. 1934.
Sculptor’s studio.
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seemed to be persistently observing

the environment. At the same time

with a sharply turned head and a tense
motion of the neck it radiates intense
inner energy. The strong build, the
forged contours of silhouette, neglecting
the petty details, and the marvelously
tangibly embossed dense lineaments
particularly highlight the plastic beginning
of the sculpture, on the basis of which
revival of the matter, so called the vessel
of the soul and its contents, so called
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Athlete Dimitri loseliani.
Plaster,

72X 53 X 25 cm. 1934.
GNM. Georgian State
Museum of Arts.
General foreshortening.

spirituality is attained in full scale. In

the busts of Nikoloz Kumsiashvili, and
especially of Lado Gudiashvili, there

is a complete analogy between the
creations of the models and the sculpted
faces achieved. The mimicry of the grim
lineaments of both portraits is full of inner
daring and aspiration towards the set
goal. The primary potential demonstrating
the artistry, inspired expression and
transformation ability of Akaki Vasadze’s
bust, lies exactly in the strength of the
plastic effect. In addition, the specificity of
the character signs and the clear manner
of embossment bring it somewhat closer
to a Roman portrait.

The portrait (plaster) of the athlete
Davit loseliani, performed in the same
year, presents, already without any
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associations, the connection of the
artistic-specific structure of thinking of
N.Kandelaki with the concept of Antique-
Hellenistic eras. The above-chest image
of a naked broad-shouldered athlete, with
a strong turn of his head on the powerful,
strong neck, represents a generalized
idealized type of Olympian with an
elevated heroic mood that behooves the
winner of the contest.

He is a winner and manifests this not
only physically, with strong plasticity of
the body, but also with the impulses of
the inwardness. Such a mutual assent of
spiritual and material substances is the
result of the sculptor’s “antique vision”,
which is accessible to contemporaries
through the individualization of the
portrayed one. The facial features, the
mimicry of tightly pursed lips, the far-
reaching gaze enliven that particular
person whose purpose is full of willpower,
energy, and dynamism of senses.

N. Kandelaki belongs to the group of
masters who, with a single stroke of the
cutter, gives the sculpture the matching
shape of a model and at once attain
the resemblance to the inner character
of its essence. For the sculptor, “the
human face is the whole world, the
microcosmos in which life is placed.”"®
N.Kandelaki’s alert eye finds in all models
the inner truth, so to say, the truth that
influences its perception and depicting.
It is the result of this transformation of
vision and view that is the closeness of
the sculptor’s creations to the plastic

properties of the antique sculpture.

13. G. Jibladze, Memoirs, the mentioned letter,

1980s.
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Akaki Khorava.
Stone, 385 X 103 X 41cm. 1979.
Arch. Vakhtang Davitaia, Senaki.
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Like the portrait of athlete Davit
loseliani, N. Kandelaki considers the
bust of Akaki Khorava (plaster, 1935)

in a sociocultural context and depicts

a nature at the most important moment
that is the axis of his life. In the portrait
of Akaki Khorava, the sculptor attains
such heights of heroicizing the artistic
face and romanticization that he achieves
great freedom of expression. It is as if
there is a fictitious “mediator” between
the model and her portrayal “alter-idem”.
Both in above-chest and above-waist
images of Akaki Khorava, the posture of
his sharply turned, proudly raised head

and his gaze fixed on remote space are
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so theatricalized that the immortal face

of the legendary actor naturally comes

to life before our eyes. The nudity and
focused plasticity of the muscular body is
read as an expression of the heroic spirit
of the actor. This impression is reinforced
by the vigorous motion of the neck. In
addition, everything is perceived as a
sign of physical and spiritual strength of
a particular model. The strength of the
portrayed one is also revealed by the
resilient lineaments of the face, which

is especially evident when viewing

bododomggmml bobagmbe
obhobhol 03030 bedogals
dombho. dbobgom,

73X 67 X 37153. 1935 6.
bgd. bogobmggmmls bob.
bgmmgbgools 358g73o.
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Portrait of the People's Artist
of Georgia Akaki Khorava.
Bronze, 73 X 67 X 37 cm. 1935.
GNM. Georgian State
Museum of Arts.

General foreshortening.
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Portrait of the People's Artist
of Georgia Aleksandra Toidze.

Tinted plaster, 55 X 56 X 30 cm.

1937. Sculptor’s studio.
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the contours of the pursed lips and
chin. In addition, the image is so softly
modeled and such a smooth texture of
the sculptural surface is achieved that it
does not utterly leave the impression of
an athlete, but rather the opposite. His
inspired expression, broken eyebrows
and fiery temperament “flaring” in his
eyes create the illusion that he just ended
the tragic hero’s monologue. During the
embodiment of Akaki Khorava'’s artistic
face, due to the heroic nature of the
actor, N. Kandelaki probably felt a great

inspiration.

The sculptural portraits of Lado
Gudiashvili (stone, 1936) and Aleksandra
(Shura) Toidze (plaster, 1937) are
completed with some analogy of the
compositional and expressive methods
of Akaki Khorava'’s bust. The invisible
thread between them is metaphorical,

as all three models approach each other
with such “similarities” of spiritual content
as artistry, inner temperament, ability of
creative enthusiasm, and inspiration. In
addition, in heroicizing each of the artistic
faces, N. Kandelaki also introduces a kind
of national intonation, which is probably
caused due to their romanticization.
Therefore, not only in the portrait of Akaki
Khorava discussed above, but also in the
busts of Lado Gudiashvili and Aleksandra
Toidze, a great generalization of the
artistic face is felt, strengthening the
monumentality achieved by simplifying
the plastic forms of the body. In the bust
of Lado Gudiashvili N. Kandelaki goes
further and leaves the body shapes of
the above-chest portrait unprocessed to
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intensify the effect of generalization or
monumentality. And creates the illusion
of a stand by rhythmically scarified
surface with parallel incised lines. In the
bust of Aleksandra Toidze, the sculptor
conveys the body shapes in an extremely
conditional, soft, delicate embossment
manner and gives the impression of a
natural stand. At the same time, fills the
actress’s sublime look with sensitive
lyricism through the rhythm of flexible

contours of the image.

Among the portraits of the 1930s there
are the sculptures recognized at that
time as masterpieces, which were
considered as the highest expression
of Soviet culture by the conjuncture

and whose names were changed
unceremoniously. This is how Nikoloz
Kandelaki’s Kolkhi-Imereli coal-miner
(bronze, 1938) becomes a symbol of a
hard-working man, an icon that radiates
amazing energy with its physical and
emotional structure, attains the organic
integrity of composition and plastic forms.
The proclamation of such artistically
perfect sculptures as the pinnacle of
Soviet art shattered the stereotype of
thinking that a sculpture was assessed
by its classically conveyed correct
proportions, precise anatomical structure,
meticulously displayed lineaments,

and sociocultural characterizations.
The sculptor conveys with a really
unusual intensity the tense inner mood
of the model and the dynamics of the
character in such compositional ways
as representing the nature by the head
and neck. The man’s oblong face with

rather prominent cheekbones and
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Portrait of the People's Artist
of Georgia Aleksandra Toidze.
Tinted plaster,

55X 56 X 30 cm. 1937.
Sculptor’s studio.
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Kolkhi - Imereli miner.
Tinted plaster,

48 X 42 X 28 cm. 1938.
Sculptor’s studio.
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muscular neck are vigorously sculpted.
N. Kandelaki emphases a far-sighted
look under his broken eyebrows. The
hooknose, the strong chin showing

the willpower, and the pursed lips are
conveyed with extraordinary integrity.
The portrait of Imereli with physical
expression, sense of personal integrity
and romantic expression can be only
compared to the bust of Akaki Khorava.
However, the difference between them is
also obvious. Akaki Khorava’s outwardly
active posture, impregnated with
passionate temperament and expression,
presentation of the figure with a strong
contrapposto and bare chest and
shoulders like an antique hero, is aimed
at highlighting the theatrical nature of
the model. Imereli, on the other hand, is
static, calm, immersed in himself, so he
looks even more monumental than he
really is. He is so typical that it appears
to be “both familiar and unfamiliar” and
thus attains an impressive effect of

expression.

Military men also appear in N.Kandelaki’s
portrait gallery of the 1930s. They raise
the memories of the sculptor’s youth,
when he “traveled” a lot with the military
units, inside or outside the country.
Therefore N. Kandelaki depicts them with
special warmth and they do not differ
much from the figures of other fields
either by the compositional scheme, or
by the strong plastic generalization, or
by the maximum manifestation of the
characteristic features. However, each
of them is clearly distinguished from

a civilian by the sociocultural features
typical of a military man. A clear example
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Portrait of Commander
Mikheil Lewandowski.
Tinted plaster,

75X 32 X 34 cm. 1936.
Sculptor’s studio.
General foreshortening.
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of this is the portraits of Commander
Mikheil Lewandowski'* (Plaster, 1936)
and the Commander of the Georgian
Division, Deputy Commander of the
Transcaucasian Military District, Colonel-
General Giorgi Kutateladze (Plaster, |
paint. of the 1930s). In addition to the
rhombuses showing the rank attached to
the collar of the garment and the chest
decorated with medals, a military person
is recognized with a sharp penetrating
gaze, a kind of illusory, diplomatic
calmness and an inner attitude that
expresses a constant readiness to fight.
The bust of Giorgi Kutateladze also has
its interesting history. Nikoloz Kandelaki
and Apolon Kutateladze were friends
from Kutaisi. In the 1930s, it was Apolon
Kutateladze who asked the sculptor to
sculpt a portrait of Giorgi'®. It is known
that Giorgi Kutateladze felt victim to the
repressions of 1937, so the family kept
his bust in secrecy. According to the
grandchild, before the colonel-general’s
rehabilitation, the statue was buried with
a special box in the earth and was only
re-appeared in the late 1950s.

N. Kandelaki began working on a
sculptural portrait of loseb Stalin in the
1930s, which will be followed by a bust
of several more leaders in the future. It
is well known that during the Soviet era,
no sculptor could have found a place

in artistic life if he had not fulfilled the
orders of the state. It was a fairly high-
paid job done to immortalize Soviet
leaders, to popularize their faces or

14. The commander of the Transcaucasian Military

District, Mikhail Lewandowski, was slandered for
“Trotskyism”, arrested in 1937 and soon shot.

15. N. Kutateladze, Memoirs, in the book: Apollon
Kutateladze, Memoirs, 1899-1999, Thilisi, 1999 p. 79
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1899-1999,

names among the masses of the people.
Our famous venerable sculptors have
made a lot of sculptural portraits of Lenin,
Stalin, Orjonikidze, Dzerzhinsky or other
revolutionaries. However, this did not
prevent them from creating highly artistic

busts...

But why did N. Kandelaki choose still the
face of loseb Stalin to sculpt? This issue
is of particular interest primarily because
N. Kandelaki’s creative method envisaged
a thorough study of a nature. The sculptor
had to have some contact with the model
he was sculpting. In the previous chapter,
where we talked about the monument of
Philipe Makharadze, it was mentioned
that N. Kandelaki had several meetings
with the revolutionary in his youth. It is
likely that the sculptor knew Stalin on

this level as well. N. Kandelaki’s sister
Nino wrote in her memoirs that Niko, who
had come to St. Petersburg to study, had
been hiding loseb Stalin in his apartment
for a while'®. This probably happened

in 1912, at the request of the Georgian
association of countrymen, with whom
the young man had a close relationship.
For the N.Kandelaki’s family (and not only
for them), the story of the meeting with
the middle-aged Stalin was also known.
Here is their story: the state ordered
Nikoloz to make a bust of Stalin, who
came to Likani for vacation. Everyone
knew the sculptor’s habit of not sculpting
a portrait without observing a nature.
Therefore, at the entrance of the vacation
retreat, a glazed pavilion was erected for
N.Kandelaki, from where he could keep an
eye on walking Stalin. Perhaps that is why

the busts of the former leader are so alive.
16. N. Kandelaki, the cited letter, 1980s.
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In the above-chest bust (stone, 1940),
made after a sculptural portrait of Stalin
presented with his head and neck
(plaster, 1939), carved by a sculptor in
stone, the depth of typical artistic look
and emotional expression is enhanced.
Nearly 15 years later, in the bust of
Stalin (plaster, 1955), the face of an
already experienced intellectual leader
is embodied, whose army of thoughts
speaks with vivid light-and-shade attained
in the manner of an energetic sculpture.
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It can be said that the busts of Stalin
directly depict a person endowed with

a highly developed thinking ability. He
carefully observes the environment and

in the lack of reality, that is, when the
perception of reality is impossible, he
uses sensual functions, flair and intuition.
In order to create a psychological portrait
of this type of model, N. Kandelaki
deepens the pupils on the surface of the
glyph eyes, thus showing the tendency of
their axes to gather at one point, and thus
shows the power of thinking. We noticed
from the beginning that material of N.
Kandelaki sculptures is selected based
on the model. It

has also been
said that
transition
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(Hbobgdnmo modedodo,
82X 43 X 31013. 1939 .
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Portrait of I.B. Stalin.
Tinted plaster,

80 X 43 X 31 cm. 1939.
Sculptor’s studio.
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of the statues to plaster eventually
entails casting them in bronze.
Therefore, carving a bust of Stalin in
stone, “reviving” in stone or “turning

a stone into a body”, means not only
the strengthening of matter, but also
the transformation of the psychological
properties of the model and the revelation
of the content, the source of which is

a worldview of N. Kandelaki. Another
bust in which the sculptor deepens

the pupils on the glyph surface of the
eyes is a portrait of physicist Giorgi
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17. Giorgi Koniashvili -

Koniashvili'” (plaster, 1939). Based

on the sociocultural characterization

of the model, this bust also shows

a specific person who can mentally
manage a will and think about many
things simultaneously. The alignment
of the visual axis of the eyes indicates
his ability to observe and concentrate.
However, as physicists are accustomed

Physicist-mathematician,
held the post of Deputy City Mayor in the field of Edu-
cation during Independent Georgia. During the Sovi-
et period, he taught at the First Classical Gymnasium
and the Pedagogical Institute.
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Portrait of the physicist
Giorgi Koniashvili.
Plaster,

22 X 16 X 17 cm. 1939.
Private property.
General foreshortening.
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to, this particular person also finds

himself in a somewhat “dreamy” position
when striving for innovation. All these
features are so “inwrought” in the highly
characteristic face of the portrait that

it not only becomes accessible to the
viewers, but also represents a means of
influencing them. The appearance of the
bust of Giorgi Koniashvili, sculpted with
wide flatnesses characteristic for this
period, is really unusually intensified.
The oblong shape of the head is given a
specific hue by the accentuated plasticity
on the hindhead side and the elongated
exaggerated chin, which carries some
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Portrait of the Academician
Akaki Shanidze.

Tinted plaster,

67 X 29 X 32 cm. 1940.
Sculptor’s studio.

Georgian Academy of Sciences.

General foreshortening.
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grotesque features and evokes distant
associations with the ancient eastern,
Akhenaten portrait, as well as rather
prominent cheekbones, oblong nose
enlarged at the end, big mouth and big
ears. It conveys a purposeful intellectual
whose motionless facial expressions
and penetrating gaze seem to be looking
for something in space. Among the
portraits of this period we should also
mention the portraits of the writer and
public figure Sandro Euli (plaster, 1931)
and the composer Dimitri Arakishvili
(plaster, 1938).

Despite the whirlwinds invaded Georgia
in the 1930s, this period was still
creatively fruitful for the sculptor. He
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continues to tirelessly create busts
depicting the possession of the secrets
of the human psyche and plasticity.
Some changes have already been
observed in the sculptures of the early
1940s, which foreshows a new stage

in the development of portrait art of

N. Kandelaki. From the remarkable
busts of this period we would like to
single out the creatures that clearly
reveal evolutionary changes. From our
point of view, these are the busts of
Academician Akaki Shanidze (plaster,
1940), Honored Artists of Georgia - Davit
Andghuladze (plaster, 1940) and Nino
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3obohbgeho.

(Hbobgdmmo modedobo,

42 X 30 X 34 153. 1940 6.

396do bogmmbgde.

bbgoabbge &o37ébo.

Portrait of the Honoured Artist
of Georgia Davit Andghuladze.
Tinted plaster,

42x30X34 cm. 1940.

Private property.

General foreshortening.
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Andronikashvili (plaster, 1942), People’s
Artists of Georgia - writer Shalva Dadiani
(plaster, 1940) and composer Shalva
Shvelidze (plaster, 1942), mountaineer
and doctor of medicine loseb Aslanishvili
(plaster, 1942), doctors-academicians -
Aleksandre Tsulukidze '@ (plaster, 1943)
and Aleksandre Aladashvili'® (plaster
1944) ) and busts of Grigol Mukhadze?®
(1944) made of plaster, stone and bronze.

18. Aleksandre Tsulukidze, founder of the National
Center of Urology.

19. Aleksandre Aladashvili, one of the founders of the
Georgian Therapeutic Scientific School.

20. Grigol Mukhadze, Founder of Clinical and Scien-
tific Surgery.
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(Hmbobgdnmo medodabo,
68 X 60 X 30 13., 1940 §.
dongobogol babggmmlbe.

Portrait of the People's
Artist of Georgia - writer
Shalva Dadiani.

Tinted plaster,

68 X 60 X 30 cm. 1940.
Sculptor’s studio.
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dendobeos 3ol bobgmambbem

Portrait of the People's Artist of

Georgia - writer Shalva Dadiani.

Tinted plaster,
52 X 46 X 31 cm. 1941.
Sculptor’s studio.
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With one glance it is difficult to notice
the difference between the portraits
of the 1930s and the 1940s, because
N. Kandelaki invariably keeps the
essence of the creative method and
handwriting. He continues to strive

to attain the “uniformity” of spiritual
and material substances with strong
plastic expression, when a person’s
psychological state is reflected by his
bodily appearance. However, despite
such harmony, in terms of attitudes
towards artistic means, we can no longer

see similarities with the previous era.

First of all, changes can be seen in the
composition: solid, tectonically built
busts presented above-chest, above-
waist or by the head and neck no longer
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rotate in space, no longer require to
walk round and look from all points

of perception ... but appear frontally,
somewhat reminiscent of the Roman era.
The constructions of the stands are also
selected based on the character of the
model. Apart the waist-concave pedestal
profiled by the shafts of the early busts,
cubic, or low rectangular pedestal forms
are often used.

The free manner of sculpting with wide,
generalized planes will be replaced by
the propensity to strong plastic modeling
of the sculpture and the revelation of a
separate facial lineament. Therefore,
not only the whole image, but also the
details of its parts are involved in the
“sculpting” of the psychological portrait
of the model. The three-dimensional
spatial shape of the busts, at the same
time, is full of the expressive emotion
that gives each model a touch of nobility
and respectability. N. Kandelaki, who
has an extraordinarily deep insight into
human psychology, in this period, seems
to foresee the personal qualities of nature
with his own imagination and achieve
the impression of their uniqueness.
Thus he creates the ideal psychological
image of persons who are individualized
and endowed with personal dignity,
whose artistic embodiment also carries
a certain “aesthetic ideal”. The elevated
tone of the models evokes the desire to
increase the degree of monumentality
of the sculpture and the need to take
the busts to the “open” space. These
evolutionary changes, at the same time,
must be understood in the historical-
cultural context of the period, based
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Portrait of the People's
Artist of Georgia - writer
Shalva Dadiani.

Tinted plaster,

68 X 60 X 30 cm. 1940.
Sculptor’s studio.
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on the aesthetic consciousness of the
1940s, when promoted official art under
the pressure of the state apparatus
reinforces the introduction of the method
of social realism. In addition, the flow of
the evolutionary process was probably
given a kind of impetus by the aspiration
to constantly search for the sculptor’s
formability, as N. Kandelaki features to
never remain in the captivity of already
accomplished artistic tasks.

The portrait of the writer, People’s Artist
of Georgia Shalva Dadiani stands out
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Portrait of the

composer Shalva Shvelidze.
Tinted plaster,

46 X 25 X 25 cm. 1942.
sculptor’s studio.

General foreshortening.
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from the above-mentioned portraits,
with whom N. Kandelaki was tied with
the years of his childhood in Kutaisi
Gymnasium. He knew the nature so well
that the carefully conveyed individual
signs of the writer resemble those
performed from a mask. The sculptor
sculpted the frontally presented above-
waist figure of Shalva Dadiani in a

size larger than natural, and added an
amazing monumentality to his whole
image - dense and “sculpted from the
inside”. In doing so, he highlighted the
writer’s respectability and mildness, a
kind of epicism, a romanticized view of
the world. Energetic stance of proudly
raised head, direct expression of strongly
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Portrait of the Academician
Nikoloz Kipshidze.

Plaster,

46 X 28 X 30 cm.1946.
Sculptor’s studio.

modeled facial lineaments, distant gaze
and shoulder-wide posture give the writer
dressed in Chokha-Akhalukhi (Georgian
national suit) a national character that is
also organic to his nature. However, such
expressions of Shalva Dadiani mainly
cause the associations of his stage
works. Therefore, despite the multi-layer
portrait thought out under the influence
of the sculptor’s attitude or imagination,
the main axis of his solution is to create
the symbol of the Georgian theater
devotee writer as a monument, whose
communicative energy is achieved with
an impressive sculpted volume. In the
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oeoEadz0mol Smbihégho.
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3edobo 3ol bobgammbbe.

Portrait of the Academician
Aleksandre Aladashvili.
Plaster,

48 X 29 X 29 cm. 1944.
Sculptor’s studio.
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same year, his bust carved of stone was
exhibited at the Tretyakov State Picture
Gallery in Moscow, Russia, and remained
in its foundations forever.

Five years after N. Kandelaki’s death
(1975), the bust of Shalva Dadiani was
cast in bronze due to his cognitive-
content orientation and erected in

the yard of the House of Art Workers
(architect A. Bakhtadze)?'. Until
recently, the monument stood on a
stone rectangular, high construction

21. In 2010s, the monument to Shalva Dadiani was

dismantled due to the alienation of the building of the
House of Art Workers.

604MMM? J06CIMA40
NIKOLOZ KANDELAKI
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made along the longitudinal perimeter
of the yard against the background of

a staircase leading to the building’s
open balcony. The naturally selected
site, the expressive silhouette of the
monument, the agreed proportions of
the bust and the pedestal, the organic
synthesis of bronze and stone materials
also added the function of decoration to
the monument and made it appear more
original than the author intended.

The other portraits mentioned above also
show the stable psychological state of
the model, as if the whole life of a person
is “inwrought” in the sculpted faces. The
meaningful gaze of A. Shanidze’s portrait
, full of inner dignity and lyricism or the
romanticized vision fixed at the distant
future of the bust of D. Andghuladze is
connected with each other by a similar
metaphorical structure.

N. Kandelaki finds the emotional
beginning of the materialization of a
personal temperament interesting to
him in the representatives of all fields.
This is how the highly restrained faces
of doctors, filled of call of duty are
sculpted. The above-mentioned busts
of I. Aslanishvili and A. Tsulukidze
reflect the new features of the sculptor’s
creations, but the life-giving power of
the inert sculptural materials is most
clearly expressed by the above-chest
busts of G. Mukhadze imbued with the
deep psychology and energy. They

are conveyed without shoulders and
back, wearing a tie and jacket on the
chest side. Probably, N. Kandelaki was
especially inspired by the connection of
the famous healer with the names of Vaja

030093030b 0gmgqboboég
Pnmnaodol mbhédgho.
00059060,

77 X 44 X 37 1:3. 1943 §.

dendobeoos 3ol bobgmambbem

Portrait of the Academician
Aleksandre Tsulukidze.
Plaster,

77 X 44 X 37 cm. 1943.
Sculptor’s studio.
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and Galaktioni, in the last years of their
lives. This story would have been widely

known in Tbilisi at that time. It is therefore

not surprising that the sculptor with his
own imagination tries to capture the

spiritual life of the model, which is hidden

in the bosom of his body. He very vividly,
thoroughly conveys the stern gloomy
face of an aged surgeon, the similarity
of appearance of his lineaments: the
wrinkled mimicry of broken eyebrows,
the pursed lips of a distinctive shape,
the alert gaze of the eyes, the crooked
nose, the hairless skull. All of this is
firmly, strongly plasticized. However, the
subtle conveyance of the surface texture
somewhat mitigates the feeling of reality
overstated. According to the sculptor, he

also attended the surgery to get a trace of

the model’s activities on his face?.

22. Sh. Kvaskhvadze, mentioned work, 1961 p. 52.
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Portrait of the Academician,
Surgeon Grigol Mukhadze.
Tinted plaster,

49 X 45 X 30 cm. 1944,

JSC Gr. Mukhadze Institute of
Haematology and Transfusiology.
General foreshortening.
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Unlike Shalva Dadiani, the bust of G.
Mukhadze was erected as a monument
in the same year (1944) in the yard of
the Georgian State Blood Transfusion
Institute?. The reason for the fact

that the sculpture with such powerful
plasticity and monumental properties
could not be “revived” in outdoor space,
was considered by the experts as the
unsuccessful solution of the stone
pedestal, the inconsistency of its shape,
scale and texture with the masterfully
accomplished and artistically finished
bronze bust?.

Above-chest bust of A. Aladashvili also
stands out from the series of sculptural

23. The monument of Grigol Mukhadze was disman-
tled in 2016 due to the high-rise buildings under con-
struction on this site.

24. L. Shanidze, Portrait Works of Sculptor Nikoloz
Kandelaki, ARS GEORGICA, Studies in the History
of Georgian Art, Vol. 6. B-Series, 1964 p. .
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portraits of doctors, the body of which

is dressed in a trapezoidal tie-jacket

and performs the function of a stand

and thus draws attention to the face.
Such a simple, laconic composition
impressively brings to life the benevolent
expression of an aged healer adorned
with handlebars. The characteristic
intonation of the plastically drawn facial
lineaments is accompanied by the power

39003060l 3g360gégdomo
mdhomdal ombgd
sbigmabodgomal dombdo.
®00590h0,

70X 29 X 24 3. 1942 §.

dendobeoo 3ol bobgmambben.

Portrait of the Doctor of Medical
Sciences |. Aslanishvili.

Plaster,

70X 29 X 24 cm. 1942.
Sculptor’s studio.
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of thought embedded in the eyes and a
psychologically expressed calm positive
charge.

In the same years, an extensive gallery
of world-famous Georgian doctors was
created. They are well known to the
general public to this day, as the name

of the meritorious healers is given to the
medical institution of various fields. These
are: sculptural portraits of Academicians -
lovel Kutateladze (plaster, 1943), lustine
Janelidze (plaster, 1943), Aleksandre
Natishvili (plaster, 1943), Nikoloz
Kipshidze (plaster, 1946), professors —
personal doctor of llia Chavchavadze

- Nikoloz Jandieri (plaster, 1943), as well
as Petre Gelbakhiani (plaster, 1943),
Davit loseliani (plaster, 1948) and many
other busts, which are included in the
attached catalogue. In the sculpturally
focused above-chest busts of Aleksandre
Natishvili and Nikoloz Kipshidze, the
intellect is so strongly expressed that the
wisdom of not only the healer but also

of the scientist can be felt. At the same
time, the density and delicate processing
of the carved facial lineaments evokes
such a play of light and shadow that
gives a symbolic note to the thoughtful
and romanticized look of the models.

In this way, N. Kandelaki emotionally
demonstrates the importance of a mission
of a physician, in general.

In the 1940s, when the victorious actions
of World War Il were highly valued,

the basis was laid for appearance a
parade portrait imbued with a heroic
spirit, modeled on military figures in N.
Kandelaki’s works. The sculptor performs
the magnificent busts of World War Il
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heroes Davit Bakradze (plaster, 1945,
stone, 1947) and Marshal Theodore
Tolbukhin (plaster, 1945, bronze, 1947)
almost simultaneously. Relatively later,
this was followed by a sculptural portrait of
General Aleksey Antonov (Plaster, 1952).

It is known that the genre of parade
portrait generally has more opportunities
to intensify the typical “aesthetic ideal”,
so called “sign of the times” for this or
that period, when describing a person.
N. Kandelaki conveniently uses the
specifics of the parade genre. At the
same time, he improvises the solution

of each of his creations while artistically
embodying them. This is attained through
plastic means such as the pronounced
motionlessness of the psychologically
loaded posture conveyed in full face, or
the effect of expressive gestures and
facial mimics brought in immobility.

For example, the motion of the head
inclined to the side of Davit Bakradze’s
above-chest bust and the look on his face
evoke the feeling that he has a dialogue
with an invisible interlocutor. In terms

of formability, the main task remains to
reveal the highest level of plasticity of

the figure. However, in order to achieve a
more complete description of the person
in the parade portrait, N. Kandelaki
emphasizes volume by the principle of the
classical interdependence of the whole
and its parts. Therefore, with the strong
sculpting of each lineament of the face,
the weighty plastic forms of the details of
the garments are revealed no less clearly,
especially the strong chest decorated
with orders and medals, expressing the
fighting glory of the nature. In order to



030093030b 0mbhobg 2obgmodals
Bogbho. Heobodrgdemo msededodoa,
44X 39X 29153. 1943.
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bgemmgbgdols 3189mdo.

Portrait of the

Academician lustine Janelidze.
Tinted plaster,

44X 39 X 29 cm. 1943.

GNM. Georgian State
Museum of Arts
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convey such virtues of a military person
as bravery, resilience, or other similar
qualities, N. Kandelaki conveys a figure
bound in a single inseparable monolith,
despite the detailed body parts, firmly
connected to each other, which creates
the contour of an artistically finished
silhouette “locked” in himself. Thus, he
gives the solid construction and solid
architecture of the sculpture as if the

inviolability of the “fortress”.

The high artistry of N. Kandelaki parade

busts in his time greatly fascinated the
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96 X 72 X 44 153. 1945 .

Fendobeoo 3ol bobgmambben.

bbgoabbge o zyébo.

Portrait of Marshal

F. Tolbukhin.

Tinted plaster,

96 X 72 X 44 cm. 1945.
Sculptor’s studio.
General foreshortening.
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public. The portrait of Marshal Tolbukhin
was especially appreciated. He is quite
rightly praised in the periodical press or
special literature of the time. Probably,
no one can show the dignity of this work
better than N. Kandelaki’'s best student
Merab Berdzenishvili, so we will quote
an excerpt from his letter: “Thousands
of generals have been sculpted, but
artistically no sculptor has yet been
conveyed the face of a commander with
such strength and height as N. Kandelaki
conveyed in a portrait of Tolbukhin. Here
the shapes scattered on the face are
moving and dense. Numerous of these
shapes have a single total volume that is

designed for space.




396960 oemgdbgo obEmbmgals
3obohbgho.

(Hbobgommo modsdobo,

83 X 65 X 28 1:3. 1952 §.

3 dobo 30l bobgmmbbm.

Portrait of General
Aleksey Antonov.
Tinted plaster,

83 X 65X 28 cm.1952 .
Sculptor’s studio.
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80 X 60 X 35 13. 1945 §.
dcdobos 3ol bobgammbe.

Portrait of the War Hero
Davit Bakradze.

Tinted plaster,

80 X 60 X 35 cm. 1945.
Sculptor’s studio.

IE
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Portrait of the artist
Nestan Leonidze.
Tinted plaster,

74 X 49 X 25 cm. 1945.
Sculptor’s studio.

There are a lot of Soviet orders and
medals on the commander’s chest. This
is the life story of the commander, and
these as though foreign elements of the
sculpture are sculpted so skillfully that
it is perceived as a body armor of Old
Knights as a whole, and gives a heroic
look to the bust. This wonderful portrait
is created with a truly deep, passionate
feeling“?®.

The faces of women introduce the flow
of different feelings, emotions and

25. M. Berdzenishvili, Everlasting Art, in the book:
Beauty and Ugliness. Letters, Tbilisi, 2004 p. 17-18
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Fendobeos 3ol bobgmambben.

Portrait of the sculptor’s spouse

Evgenya Zhukovskaya-Kandelaki.
Plaster, 61 X 51X 28 cm. 1952-53.

Sculptor’s studio.
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lyrical hues in N. Kandelaki’'s work. We
foresee with the eyes of the mind on
what is happening in their spiritual world.
Most of them achieve real dynamism

of feelings through immovable mimicry
and look, which is focused on dialogue
with the viewer, especially when the
motion of head takes the sculpture

out of static existence. The plastic
embodiment of the above-chest busts
of the artist Nestan Leonidze?® (Plaster,
1945) and the People’s Artist of Georgia

26. Nestan Leonidze, daughter and biographer of
poet Giorgi Leonidze.
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Portrait of the sculptor’s spouse

Evgenya Zhukovskaya-Kandelaki.

Plaster, 61 X 51 X 28 cm. 1952-53.
Sculptor’s studio.
General foreshortening.
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(Hbobgdmmo modsdobo,
74 X 49X 25 1:3. 1945 §.

3 dobo 30l bobgemmbbem.

Portrait of the artist
Nestan Leonidze.
Tinted plaster,

74 X 49 X 25 cm. 1945.
Sculptor’s studio.
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Nato Vachnadze (1952) erected on a
profiled circular pedestal reveals the
psyche of the models with a different
metaphorical structure. They seem

to come alive before our eyes. If the
calmness, indisturbance and indirect
gaze imprinted on Nestan Leonidze’s face
show the ability of strong observation,
the above-chest busts of the People’s
Artist Nato Vachnadze (1952) made
of plaster, bronze and marble are full
of boundless melancholy. The deep
sadness in her eyes should reflect the
feelings of the characters performed




360obg390mmob oogmmgnligzgboo
™MmM0gbhotgdyemo, 3obloznmtgdom
303800, mgboi mogol dcmdMmomosl
Jobo3900 LHOHO3NM0 YMBR0gMgdoOH
300myogL. 3thmaogmotgdyem BGoyem
3mbhodgbhdg dvmIotrmyemo dbo¢hgom
BabhOb cmgmbadolin?® (mededoMo,

1945 6.) oo bLogommgzgmmmb Lobogmbm
oG Hobhol boghm gohbodols (1952 6.)
BgemBgoo doybihgdal 3emolihognto
bmtMdgbbdo goblbgoggoymmo
390hoBMOYmOo LHOYIHYH00 93eMgbL
dmgmyool bogdogzol. 0bobo momgmbs

26. bgbhob emgmbody, 3mgdh gomao cngmbodol
Joem0d30m0 o d0MaMoR0.

by her, the women who collided with

the storm of life. The marble original of
Nato Vachnadze’s sculptural portrait is
preserved in the Tretyakov State Gallery
in Moscow, Russia. This group of busts
is approached by another work of the
sculptor, the portrait of the artist Nunu
Tsagareli (Plaster, 1957). The above-
chest bust of the sculptor’s wife Evgenia
Zhukovskaya-Kandelaki (plaster, 1952)
creates a completely opposite effect with
its active expression. From the portrait
gallery of this period, it is at the same
time the only one, on the relief surface of
the eyes of which there is a deepening

bododmggmaml bobagmbem
obhyobihol bagym gohbodols
3eobohbgeho.
(Hbobgdmmo modedobo,
78 X 27 X 3113. 1952 6.

3 dobo 30l bobgemmbbem.
bbgoabbge &o37ébo.

Portrait of the People’s Artist of
Georgia Nato Vachnadze.
Tinted plaster,

78 X 27 X 31 cm. 1952.
Sculptor’s studio.

General foreshortening.
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Portrait of the People’s Artist
of Georgia Nato Vachnadze.
Bronze, 49 X 28 X 28 cm. 1952.
GNM. Georgian State
Museum of Arts.

General foreshortening.
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of the pupils as a sign of erudition of

the nature. In her memoirs, the sister of

Nikoloz - Nino describes her as follows:

“She was a very beautiful, noble, erudite
woman who knew different languages.”?

In one of his interviews, N. Kandelaki
noted that the creation of contemporary
persons’ portraits is not only interesting
but also important because they convey
the character of our era. It was also said
in the interview that he was learning

the vocabulary, language of gestures
and facial expressions specific for

the scientific field. It means that the
sculptor aimed to sculpt the artistically
generalized face of the scientist into the
long and enduring psychological state
that was considered to be a key feature
of his real life. Such a condition preceded
the appearance of highly artistic busts

27. N. Kandelaki, cited letter, 1980s
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of academicians Nikoloz Berdzenishvili
(Plaster, 1952) and Nikoloz Muskhelishvili
(Plaster, 1952). However, the vivacity

of their faces is mainly conditioned by
the use of such methods as conveying
the nature with clear individualism and
precisely selected mimic look ... and still
the plastic expressiveness of the models
plays a crucial role in creating the overall
impression. The motion of individual
muscles of the face is highlighted by
strong modeling, but such detailing does
not affect the density and uniformity of
the overall shape of the image, on the
contrary, it enhances the potential for its
expression with vivifying effects. Later,
by transition of N. Muskhelishvili’s bust to
bronze, the scientist’s emotional energy
is even more concentrated in the volume

of the sculpture.

Such works include the portraits of

the People’s Artist of Georgia Akaki
Kvantaliani (bronze, 1955), winemaker
Giorgi Magalashvili (plaster, 1955),
Austrian writer, translator of “The Knight
in the Panther’s Skin” Hugo Huppert
(plaster, 1955). During this period, highly
characteristic busts of the heroes of
labor: B. Palavandishvili (Bronze, 1957),
K. lluridze (plaster, 1957) D. Japaridze

(Bronze, 1955)were performed. Portrait of

Akaki Khorava (1957) enlarged in bronze
and a magnificent bust of Galaktion
Tabidze (plaster, 1957) are a kind of
crown of the gallery of N.Kandelaki of the
1950s.

Even the unskilled eye may note how
different the statue of Galaktion is from
the rest ones with its certain etude
character. It is true that he acquired other

bogodmggmmb bobagmbe
obotyobhol badm g0Bbadols
3obpbogho. déobgom,
49 X 28 X 28 1,3. 1952 .

bgd. bogobmggammml bob.
bgemmgbgools 3189mdo.

Portrait of the People’s Artist
of Georgia Nato Vachnadze.
Bronze, 49 X 28 X 28 cm. 1952.
GNM. Georgian State
Museum of Arts.









bogodmggmaml bobagmbe
obrtyobhol o300 330b¢emasbols
3obhéogho. déobgom,

74X 39X 38 1.d. 1955 §.

bgd. Lodoboggmmb bob.
bgmmgbgdols 318gmdo.
bbgoabbgs dozmélo.

Portrait of the People’s Artist
of Georgia Akakai Kvantaliani.
Bronze, 74 X 39 X 38 cm. 1955.
GNM. Georgian State
Museum of Arts.

General foreshortening.

6.97Lbgemodgoemols doyLihol dGEbgomdo

30000hobom dgEbogtol gdmEonto

9696300 300093 IBO™ FgBhoo
3Mb396HGM0MYdd Jobrozgool

dMEYmmo0d0.

oLy boBOMTMgdme Bygdols
30939330900 Logdotmggemmb bobogmbm
0 HoLEHOL 03030 3300(HOMOObOL,
(060bgom, 1955 6.) Igm3069 somtaon
3omomodgzomobl (0modedoto,

virtues in this way, but the public probably
wonders if what did the sculptor force to
gain complete freedom from conjuncture
and temporarily deviate from the manner
of details characteristic of the 1950s ?!
While researching this issue, the fact of

a long acquaintance of N. Kandelaki and
Galaktion from Kutaisi was observed.

In particular, the relationship that began
in adolescence lasted until the end
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bogodmggmml bobagmbe
obohyobhol ozo30 330b¢emasbols
3obhéogho. déobgam,

74 X 39 X 38 1,d. 1955 §.

bgd. Lodoboggmml bob.
bgmmgbgdols 3189mdo.

Portrait of the People’s Artist
of Georgia Akakai Kvantaliani.
Bronze, 74 X 39 X 38 cm. 1955.
GNM. Georgian State
Museum of Arts.

bod. dgEbogbgdsms
030@3800b 3&)3%0@35(5)
6030)@(0% agbb[]@oﬂ(goqpob
3obdhéogho. déobgom,

72X 57 X 253. 1952 §.

193. bodobmggmaml beb.
bgamm3bgdols 3m3gmdo.

Portrait of the President of
Georgian Academy of
Sciences - Academician
Nikoloz Muskhelishvili.
Bronze,

72 X 57 X 25 cm. 1952.
GNM. Georgian State
Museum of Arts.

1955 6.) o3bhGogemo d6gtremol,
,3903bobhyomLbol” donothgdbgomols
393 39396 ¢HoL (mododoto, 1955
B.) SmGmHMghgdo. 03 39Mm0m3dngge
dgberyemgoyemo dmdol gdotmgool:
0.30¢Mo0306000d300Mm0L (dG0bFom,
1957 6.), 3. 0¢gmyeodol (cnododoto,

of life. The sculptor has been asked

Galaktion since the 1930s to come to
the studio with him on Mtskheta Street
and allow creating a portrait. It seems,
N. Kandelaki recalled Galaktion so often
that it was reflected in the poet’s diary:
,I met the sculptor Kandelaki. He insists
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03bhé0gmo 3hgbmals dnam
3739600l Smbnbgho.
Hmbobgdnmo medodabo,
69 X 53 X 25 1:3. 1955 §.

396do bogmmbgde.

Portrait of the Austrian writer
Hugo Hupert.

Tinted plaster,

69 X 53 X 25 cm. 1955.

Private property.

qgm@m%g bba@og 6.505@3@3030
o 0g3bhéogamo 3hgbomma zm
3798960, m3mal dogbho geb
dobzbgbo dbacrgls, 1955 §.

N. Kandelaki and the Austrian
writer Hugo Rupert are imprinted
in the photo, the bust of Hugo
stands on the left side, 1955.

19576.) 0. gox3otmodols (000bgom,
19556.) yomtMglio Lobsbooomm
309LH9d0. 0M0bFOMI0 300YINEMO
03030 bm®ogol (1957 6.) 3mbphtgho
0 8oMO3Homb hooodols (mododomo,
19576.) drbyobgogmyg doybicho
b.306009em030L 1950-0060 BeMmgdol
a3oemghgols ghrmageton 330633009d00.

3096033030 mgommoi3 dgb0dbogl, oy
omgb 8oblbgoggdo goemogzhombol
Job03900 oboMA9b900L300

0030060 30633990 JHOYWIGO
boloomom. JoMMOMNS, 0300 30

bbgo moMligdgdo dgndobo, dogtod
LoBmgomgool, sgmdom, Phbggdo
30mbgo, 0y Mod vodymo dmgdobrogy,
m3 3mboynbgdhntolbgob Lthymo
030793 gds mgdm3zgdnbo o

on the time to make the bust. | will go if

| have time.”?® However, even after two
decades, Galaktion could hardly find
time. Therefore N. Kandelaki sculpted
the sculptural portrait in an unusually
short time, in just a few sessions. The
work firstly acquired some etude features
therefore. But who knows, maybe this

is an intuitively dictated artistic way

in which the sculptor felt approaching

the endless cycle of the poet’s life and
expressed it in this way. 2 In one of the
memoirs dedicated to N. Kandelaki, a
similar opinion is expressed about the
surprisingly sad bust of Nato Vachnadze,
after performance of which the day of the

28. Personal archives of Galaktion Tabidze, d. 108,
28.10. 1936, Giorgi Leonidze Museum of Literature.
29. Galaktion died tragically in 1959, two years after
the portrait was created.




OMHMYOo0m googbgos 1950-0060
Bemgdobongol odoboboomgdgomo
9hom08900lb 3obgtrnob?! od
bogombols 3gemggobols 30dmaddgnthos
B. 306009mMo30Lo O gogmozhombols
J90o0boob bobgthmdomogo
Bo3EbMOMo0l 3ogdho. 39rdme, obs,
3 4ydobgoem3omdodo obygoymmo
D609 onmdd Logmabemols

actor’s tragic end came very soon. We
cannot say better than what is written

in the memoir: “As Dante said, she met
nightfall in the middle of his life! Perhaps
the artist foresaw this tragic end, as

the ancient magi were often credited
with knowing the future.”* This is the

30. G. Jibladze, Memoirs, the mentioned letter,

1980s.

bogoboggamml edbabyégdnemo
obrhobhol emom Fogobodal
3mbpédgho. 0d0dobo,

57 X 51X 3003. 1969 §.
396dm Lo gmobgode.

Portrait of the Honoured Artist
of Georgia Dodo Tchitchinadze.
Plaster, 57 X 51X 30 cm. 1969,
Private property.

39y oma3homb (hododals
3o ybgho. moddobo,

54,5 X 57 X 50 b3. 1957 §.
Fgobogzol babgammbbe.

Portrait of the People’s Poet of
Georgia Galaktion Tabidze.
Plaster,

54,5 X 57 X 50 cm. 1957.
Sculptor’s studio.






dMMmIg 3 dgemgdMo.

9 Jobogd 8oamazhombl 9¢ 300093
1930-0060 Bemgo000b bobmgoo,

3 dobonob ohgemogdo 3bgomols
Jnhodg dobycmoym oo 3mtbhemgnhol
d9dabols Lodgomgds 093o. 9hYmdo,
b.306009em030 0big bdoMog obligbgdo
300MO3HombL 03 ©3d03L, M3 0go

psychological-aesthetic versatility of N.

Kandelaki’s artistic vision. The look of
Galaktion as of a physically mutilated
man and his downcast, bearded,
tragically lyrical face reflect his spiritual
condition like a mirror. It seems that the
sculptor suddenly “caught” the inner
‘resemblance” and did not want to miss

39 omd3homb hododols
3o ybgho. moddobo,
54,5 X 57 X 50 b3. 1957 §.
Fgobpagzol babgammbbam.
bbgowalibge &ozméblo.

Portrait of the People’s Poet of
Georgia Galaktion Tabidze.
Plaster,

54,5 X 57 X 50 cm. 1957,
Sculptor’s studio.

General foreshortening.






3m9hob comonmols hobobgtdos voliobo:
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080 00g0b90600 Jmbmgls doyLHoL
3039m900bomg0l pMOhmls. Bogom, my
Mm 397960".2 mydEo 8oemogzhombas
MM0o 0mgYemo Bemol 393009303

demogls 30dmbobo cotm. v3ohma

6. 30bgmo3ds b3gm3Hpcymo
3mMbhcmgho dobmgol yhggnmme
dmgaemg bobdo, byem Modgbodg Lyoblido
300mdgMmBo. boboMBMYO3d 30M3399eM0
90h07YM MO0, 306039em Mogdo, v3o¢hma
dg0dobo. mydiEe 306 030, 09690 gl 0MoL
0bh0E00m bogzoMbobggo dbohgtnmo
28. 30m0300™6 Hod0dol 306000 50dog0, ©. 108,

28.10.1936, gomMao cngmbodols bobgemmdols emo-
Hatobhycmol 3ndgndo.

this most important achievement for

the portrait. Presumably, he therefore
refused the finished plastic form of

the bust and its detailed processing.

In a highly free manner of sculpting, a
line has been reached that can exist
between a realistic and conditional image
of a remarkably monolithic volume.
Galaktion’s restless spiritual life is
deeply opened by the pictorial, almost
“impressionistic” processing of the bust
texture, the dynamics of his thoughts and
feelings are “naked”. If the performance
of Galaktion’s portrait was not episodic,
then we would say that the style of each
of N. Kandelaki’s creations depends on
the notion of the contents.

393069 gombgo
domamadzomols Smbhbgho.
000300,

77 X 56 X 3503. 1955 6.

dedobo 30l babggmmlbe.

Portrait of the winemaker Giorgi
Maghalashvili.

Plaster, 77 X 56 X 35 cm. 1955 |
Sculptor’s studio.



Jbomdols gdodols

3. ggomogz0badzamals
3bhéogho. 0005800,
63 X 27 X29 1s3. 1957 .
Jogobozol Labgmmlbe.

Portrait of the Hero of Labour
B. Palavandishvili. Plaster,

63 X 27 X 29 cm. 1957.
Sculptor’s studio.

bgtbo, m3momoE Imdobozgd
3m9hob LogmEbemols oybtyemgdgemo
303em0ob dmobemmgdo 0g3cMdbm o od

m®3om godmboo.?

b. 306gmogobodo dodmgbogm gbm-
96 Imgmbgdodo obgmogg dmbodmgoss
303mmddnemo bohym gohbodol bLomEtMo
93000060 d07LHol JodotMmoi, rmdgmols
doLtrneM9000Ob dogmoob dogmy
dbobomdols (0803900 dMLOLEGPMOL
MY 3. 08089 P39mgLoE 39603
30()yY30m, 30006y dMmagmbgdodo BgMmoo:
,00bhgl 00gdobo oM oymb, mogobo
maoomBO HG030390MO© ZOEO0(3300MO

3mGmHMghob J9d8bood méo Bemols Jgdcoga,
1959 Bgombs.

However, the sculptor’s style is
impregnable, as is his aesthetic position.
The materialization of the spiritual
beginning of each bust depends on

the ratio of rational and emotional
energies. This is manifested not only in
the flowability of the plastic forms of the
image, but also in each naturally bounded
plastic element; - will it be a muscle,

a lineament, a detail of a garment or
something else. They flow dynamically
into each other, not splitting the main
volume of entire embodiment. It can be
said that from the 1960s an era begins
in N.Kandelaki’'s work, when almost

all busts are vivified by the powerful
monumentality achieved with amazing

ECE
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6 99MobHYG o 30MMO0m
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30. 8. 300emody, Imambgyos, dmblgbogdyemo
Batomo, 1980-00b60 Bemgodo.

creative power, when a large variety
of sculptural materials are used with

virtuosic skill to reveal their peculiarities.

Thematically unchanged busts are not
only sculpted, but also carved in stone,
marble, cast in bronze.

In the plastically focused portraits of the
1960s, the psychological ideal set by
the sculptor, with the context of which
the human intellectual origin, symbolism
is strengthened, is perceived with
amazing fullness. These qualities are

©hdolhmdg 30gmn3oddg
303000d0ls Sobdhéogeo.
®00080b0,

65X 51X 26 13. 1966-1968 £.6.
Fcndobszols babgammbbon.

Portrait of the dramatist Polikarpe
Kakabadze. Plaster,

65 X 51X 26 cm. 1966-1968
Sculptor’s studio.



3mgc) 9o dodsbmemagels
Beobrybgho. moddabo,
87 X 52X 32153. 1960-1964 §. §.

Fngobszols babgammlbon.

Portrait of the Poet

Alio Mirtskhulava. Plaster,
87 X 52X 32 cm. 1960-1964.
Sculptor’s studio.







3mghy 3obmm 3omodols
3wbdohéogco,

Hmbobhgdnmo medsdabo,
76 X 53 X 27 1,3. 1961 .

193. bérecgdol gémgbnemo
3owggo-

bbgopalbge Ghognélo.

Portrait of the Poet Karlo Kaladze.

Tinted plaster,
76 X 53 X 27 cm. 1960-1964.

GNM. National Gallery of Pictures.

General foreshortening.

09930 3mdobogol bhogmo yhryggoo,
0b989 xmagmM3 dobo gbomghoznto
3mB0(300. Ymggemo d0nLbhob
bpemogmo Lobygolbols dohgtoogmodgoo
0dmM30YHOPIMO MroE0MbOMYMO
o 99mE0mMbomy&do 9b9c 30900l
000600300 M089. 9b FgMo3b09dd Ot
dotdhm godmbiobyemgdol demolihogn®
RMMIOMNO boMIST0, Mg
0969060350 893mLOdmgtym
00MMIYN 3eMdbH03& 9emgdgbndo;
—0dbg0o gb 3nbmo, bogzgmo,

Lodmbol ghomo my Lbgo. olobo

manifested in a wide range in the faces of
representatives of all fields. In the artistic
embodiment of doctors, for example,
prof. V. Zhgenti (plaster), P. Karkashadze
(plaster), K. Tsintsdze (plaster) or others,
these qualities transfers the nature with a
lyrical intonation to a completely different
semantic and mental situation, to a state
of self-immersion. Novelty is mighty
metaphorically expressed in numerous
busts of humanitarians. His influence

is most felt in impressive portrait
sculptures of the writers - Karlo Kaladze
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0060303900 830090690000

960 m30b9m3d0, oM 665693t 9d9b
dogemols 3ob3olobogthgdgem dmogom
AnEnemmddls. dgodemgds omdgob,
3 1960-0060 BeMgo0b 6.
3060930l 898mddgogdedo 0bygdo
bobo, HmELos PY3EIomog yggame
007Lho ©390hY39M9onMos LomEoto
d90mdd9009000m0 dogmoom domBgyemo
ddomogho dmbydgbhntmdom.
oL Jomo mog0L9dYcgdgdols
300mbogemgbo 30MhymByemo
mbhOHMonmos 3odmygbgdyemo

(stone) and Konstantine Gamsakhurdia
(plaster), poets - Alio Mirtskhulava
(marble) and Irakli Abashidze (plaster),
playwright Polikarpe Kakabadze
(Plaster) and actress, the Honored
Artist of Georgia Dodo Tchitchinadze
(plaster) distinguished with special

expressiveness. The effect of the human
psychological ideal acquires a qualitative

moral burden in the military persons

or politicians, and presents models in

a state of deep contemplation. This is
where the highest emotional expression

Foohzo60 Jogmols byby
3080k gl dmddéogdho.
O™bobhgdnmo medsdabo.
71X 48 X 30 3. 1957 6.

Fndobszols babgamembben.

Portrait of the artist woman
Nunu Tsagareli. Tinted plaster.
71X 48 X 30 cm.1957.
Sculptor’s studio.

P9 0300930300
30bLhobhobg godbobndoosls
3obdhéogho. 0005800,

54 X 52X 24 :3. 1969 5.

dedobroo 30l babggmmlbe.

Portrait of the writer Academician
Konstantine Gamsakhurdia.
Plaster, 54 X 52 X 24 cm. 1969.
Sculptor’s studio.









Ipgbom 0300930300
30bbhebhnbg godbobmdbonals
3o ybgho. modadoo,

54 X 52X 2413. 1969 §.
dogobozols babgamembbe.
bbgowalbgs hogndlo.

Portrait of the writer Academician
Konstantine Gamsakhurdia.
Plaster, 54 X 52 X 24 cm. 1969.
Sculptor’s studio.

General foreshortening.

Logobogm doliogmoms oo
I030M @Y m3bgds. mgdothtMoc
7339m0 007LHgd0 dte doMHm
0d96B9d00b, 0603900 03390090000
d3080, dotMmdotmoemmdo, olbb3gd0ob
060bgomJo.

1960-0060 Bemgools 3gmobihogzntoco
3000b300m g0y 3mMpMghgddo
LomEoato bobogboom 8goEbmos

of the portraits of loseb Stalin (plaster)
and Sergo Orjonikidze (plaster) is hidden.

Finally, we note once again that N.
Kandelaki is a monumentalist completely.
He also perceives people through the
eyes of a monumentalist. Therefore,

the surrounding macrocosmos and the
spiritually saturated microcosmos are
absolutely at one point, on one plane,




3mg(h 0390990300 065 30m0 vd0dadols dmbhbgdo.

00808060, 54 X 42 X 33 153. 1966-1968 §. §. deogobozol bobgmmmlbem. bbgopabbgs hoznélo.
Portrait of the Poet, Academician Irakli Abashidze.

Plaster, 54 X 42 X 33 cm. 1966-1968. Sculptor’s studio. General foreshortening.







bgégm mbgmbozadols
3wbhdgeho.

O™babgd7mo medadabo,
75X 79X 38153. 1967 §.

198. bybomgdols gbmgbmmo
3omghgo.

Portrait of Sergo Orjonikidze.
Tinted plaster,

75X 79X 38.cm. 1967.
GNM. National Gallery

of Pictures.
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there is no boundary between them.
Therefore, for N.Kandelaki, materialism is
at the same time idealism - the constant
impact of the movement of mental-

astral energies reflected in the human’s
physical appearance. Therefore the
potential of his portrait art is generally
space-oriented. Any bust of N. Kandelaki
has the ability to undergo a large-scale
transformation and establish itself in an
“outdoor” space. In the 1940s, the bust of
Grigol Mukhadze was the first to “break”
the bewitched circle and “come out”.

From the 1960s, this process began all at
once and continued even after his death.
A bronze bust of Colonel-General Nikoloz
Papivin (1963) made by N. Kandelaki was
erected in the Novodevichy Necropolis

in Moscow. This was followed by the
erection of portrait sculptures recognized
as masterpieces of modern Georgian
sculpture in Thilisi as sepulture busts.
Bronze sculpture of Akaki Kvantaliani
(1968) resides in the Didube Pantheon

of Georgian Writers and Public Figures.
Since 1969, after N. Kandelaki’s death,
events are led by his disciples without
him. A bronze bust of Akaki Khorava
(1973) is erected in the Mtatsminda
Pantheon of Georgian Writers and Public
Figures, followed by a stone bust of
Shalva Dadiani (1975). A large-scale
bust of Akaki Khorava (1979) erected on
the theater square of Senaki in the city

of Senaki and naturally harmoniously
absorbed in the architecture or the
environment, is carved in stone as well.
Another improvised version of Akaki
Khorava occupies its place on the
territory of the Georgian Film Studio
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“Kartuli Pilmi” next to a stone bust of Nato
Vachnadze (1987).

Access to the nature of monumental
plasticity, mastery of the recognition of
the human’s multilayered psyche and the
role played by N. Kandelaki’s works in
the history of Georgian modern sculpture,
raise the artistic value of its heritage to
the significance of national and world
culture. Therefore, his neorealism,
developed on indigenous ground, with

its classicism, speaks a cosmopolitan
language understandable to everyone.
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Portrait of the Hero of Labour
Davit Japaridze. Bronze

56 X 22 X 27 cm. 1955.

GNM. Georgian State
Museum of Arts.
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Portrait of the Hero of Labour

K. lluridze. Tinted plaster,
54,5X62,5X33,5cm. 1957.

GNM. National Gallery of Pictures.
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However, the similarity with the classics
is revealed only at the level of artistic
means, because N. Kandelaki’s worldview
is different. He is looking for ways to
cross the roots of Georgian plastic art
and the features of Western sculpture,
and makes the younger generation of
sculptors, his disciples to be his complicit
sympathizers.

Therefore the most accurate evaluators
of N.Kandelaki’s works are his famous
students: “The statue of Mr. Niko turned
out to be a solid foundation for all
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Portrait of the People’s Artist of
Georgia Nato Vachnadze. Stone,
277 X104 X 60 cm. 1987.

Arch. G. Adjiashvili,

Digomi. Film studio:

Georgian Film.
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Portrait of the People's Artist of
Georgia Akaki Khorava. Stone,
277 X104 X 60 cm. 1987,
Arch. G. Adjiashvili,

Digomi, Film studio:
Georgian Film.
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Georgian sculptures. At the academy
he taught monumental sculpture and,
thankfully, not the techniques in such a
genre, but the principles that make his
students so different from one another
today.

Awarded with an incomparable talent for
monumental vision, while sculpting he
was accompanied by a censor necessary
for plastic art - high culture. That is why
his statue is free from any dangerous
provincial flaw. Deprived of affection,

his statue of the high dignity is hardly
perceptible to the untrained spectator.
He left a worthy art of sculpture.
Descendants are obliged to pay tribute to
the great sculptor.”®

31. G. Ochiauri, Memoirs on Nikoloz Kandelaki, E.

Kandelaki’s Personal Archives, 1982.
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The whole life of Nikoloz Kandelaki,

all his work is a reflection of the fact

that talent did not depend on political
circumstances. While the majority failed
to realize the true nature of their own
natural data, Nikoloz Kandelaki, despite
numerous obstacles, remained the true
master of sculpture. He used to overcome

these contradictions with new creations”.’

Nikoloz Kandelaki seemed to resemble
his sculptures; contemporaries compared
imposing, energetic, well-built sculptor of
a giant’s appearance, with a thick, golden
hair draped over his shoulders with a

lion with flowing mane. Because of such
a unique colorful appearance, he was
often painted and sculpted. Frequently
he used to become the object of a
friendly jest. Once he was shot in the film,
“Giorgi Saakadze”, where he was given

a very characteristic role of a German

1 N. Berdzenishvili, mentioned work, 2004, pg.18.
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ambassador. The circle of relatives,
including poets, Akaki Shanidze, Alio
Mirtskhulava, Karlo Kaladze, also

dedicated poems to him.

Along with his eloquence, Nikoloz
Kandelaki was endowed with unwavering
fighting ability and straightforwardness,
he never hesitated to say what he
believed in and what he considered

to be true. This feature of Nikoloz
Kandelaki is accurately illustrated by

one rumored story. An already elderly
sculptor was accustomed to complain
about the government of those times. The
“benevolent friends” also immediately
flew the so-called “report” against Nikoloz
Kandelaki to the Central Committee. The
response did not delay and the rector,
Apollon Kutateladze, received an order to
dismiss the sculptor. Apollon Kutateladze

had the document locked in a drawer for

six months, but after Nikoloz Kandelaki

Bogemmm 30bogmogol
3035, ©g39bmBo

3eobg0emg 30bogmogo.

Father of Nikoloz Kandelaki
Archpriest Porpile Kandelaki
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Neli Kandelaki working on a
portrait of her father Nikoloz
Kandelaki. 1950s.
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sharply criticized him also, he did not
hide the story of the “report” and even
reprimanded him. The witness of this
scene, Merab Berdzenishvili, made the
excited maestro to get into the car and
offered to sit at the table with Apollon
Kutateladze and talk heartily. Merab
Berdzenishvili recalls: “We were sitting

in the alley of the restaurant “Isindi”.

With amazing joy, our laughter knew no
bounds. Mr. Kolya was in a great mood
and was cursing the Central Committee
again. They seemed to know everything
in the Central Committee, but they did not
know the price of friendship and a true
artist”.?2 Nikoloz Kandelaki was becoming
especially angry when arguing about the
principles of sculpture. Everyone knew
that the endless controversy between him

2. M. Berdzenishvili, Letter, in the Book: Apollon
Kutateladze, Memouries, Thilisi, 1999, pg. 54.




dols 3oMmgdg Jobozgds 39M
300M0dgMbyoms. 080 ghymds od
d0d9300emgdom 039090l Hobobgml:
,893b3000 3mgoboogg 6. 30bgmmogl.
03003t 9ol bgho PgAL donLbhl?“
dmgdobroogol dpdomdols dgommeo

oLgmo ogm: 9k gbondcmgdmeo
bohntols, tmd dob mogolymemoc

986 dbm mog0. d9L3gbgdol MM

30 bdotMog y3o0mbogo cmgdLgol.
LgoblLgdol oltnmgodol 898093
6.3060090M030 VMY O Mody Fgdomodgo
Jobo3900L LYMymxedg.® 03030
bmGogobo o bohym gohbodob doylihgdo
Lodbohghm v30ydnodn, dmbydgbhndo
Jobo3900L Lobgemmbbmdo oym
d9ddbogmo. b. 3060gMo30 30dnb
Lgoblyodg 0d 0dOgdO MM gdL
o LhgbHhgool M30eMbob dgtmbogoo.
bohym gohbodgl byom Modgbody
Lgoblio dgmbroo oMbhgbogmo, Mmso
dmbgmgdo dmyboo 3odgdogtgdo o
Booobos, Lodbybotme, Y300 vMot
00MYbyoMo.°

bozmoemmb 3060gmogl dgdo
00300000, momgdmbicoo, bgo gdo, bbgo
00M3Mox300 gobylodmgto, dogtod
080 obomaodMmomdol Bemgddogy
obtymeoo. dodolgyemo 383000
™m3oboob ggmoobol 3emoliogy®o
300060800l d6momdoth gocmgdmdo,
0oh399mM 9003 30M9gdm (3000
dmbgos. o300 303odddg OO 63030
dob0odg 8086080000006 Fmymemgonmo
dmMMMIg OMABYb dols sbemm
d983m0tMgdoo, LbmEgo od dgolitymo

4. 300M03(Homb hoododob doMoo otmdogo, . 395,

1958. 8. gmgmbodols bob. cnohgMobydols 3nBgndo.

5. 9. 30b0gmog0, 3mblgbogdyomo bodérmado,
1990.

6. 6. modbo, 39 LogoMmzgmmmL 330 Yoo, JnMb.

boddgmmoe bgemmgbgde, 1990, N10, 83. 128-129.

and lakob Nikoladze was caused by this

very creative dispute.

The sculptor often repeated the words of
Antoine Bourdelle that the portrait is a
double face, of the model and the artist
himself who created it. A large amount of
time used to be devoted to each work, not
less than 30-40 sessions. To clarify this,
we will bring the records from Galaktion’s
diary: “Today the sculptor Nikoloz
Kandelaki started sculpting my big statue,
| go there every day starting from today”.?
It seems that Galaktion missed sessions
and the sculptor prolonged the work.
Galaktion was surprised as it turned out
that without him the statue could not be
sculpted. He seems to be making a note
with this impression: “| met the sculptor
Nikoloz Kandelaki. | wonder whether he is
finishing my bust”.# The sculptor’s method
of work was as follows: first he talked to the
3. Private archives of Galaktion Tabidze, 357, 1956.
17.02, G. Leonidze Museum of Literature.

4. Private archives of Galaktion Tabidze, 395, 1958.
G. Leonidze Museum of Literature.
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N. Kandelaki in the atmosphere
of the house. His eldest daughter
Neli portraying him, his spouse
and middle daughter sitting on
the divan-bed.
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Kinto. Plasticine with cement,
18 X7 X7 cm. 1908-1909.
Private property.
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model so that he would feel free. During
the break, he often read poems. After

the sessions, Nikoloz Kandelaki worked
day and night to make the sculpture
perfect.® The busts of Akaki Khorava and
Nato Vachnadze were created at the Art
Academy, a monumental sculpture studio.
Nikoloz Kandelaki then invited the models
there for sessions and sculpted them in
front of the students. Nato Vachnadze
had only a few sessions left when he

had to travel to Moscow, from where,

unfortunately, she never returned.®

The destiny of Nikoloz Kandelaki was
initially determined in another way,

with another biography, but it ended

in his youth. From a quiet family of his
father, he found himself in an unusual
environment in the bohemian environment
of the Kutaisi Classical Gymnasium.
Davit Kakabadze and Akaki Shanidze
remained his close friends starting from
the years of the gymnasium to the very
end. It was in the gymnasium in particular
he performed his first sculpture, a highly
characteristic, traditionally dressed
Kinto’s chamber figure, which seemed to
have just finished the “Kintauri” dance. In
the very first creation it appears that the
desire of Nikoloz Kandelaki is to “catch”
that feature of the object, the most
typical condition by which the character
becomes easily recognizable to the
viewer. Earlier, before the gymnasium,
during the visit to the Abashidze’s Family
in the city of his mother, Khoni, he made
portrait sketches of his grandmother and

uncle and conveyed their features so

5. E. Kandelaki, mentioned work, 1990.
6. R. Lashkhi, Georgia needs me, Magazine Soviet
Art, 1990, N10, pg. 128-129.
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sharply that little Niko deserved gifts from

both models.” However, at the same time,
he was fascinated by the natural science,
and he used to collect rare plants and
colorful mineral stones. Nikoloz’s sister
Nino recalled a curiosity related to the
story of their brother’s expulsion from the
gymnasium. On the day when Nikoloz
Kandelaki paid tribute to one of the
revolutionaries who tragically died in
Kutaisi while studying at the gymnasium,
and the police searched his apartment at
midnight. Under the bed of Nikoloz two
large heavy boxes were found allegedly
littered with grenades. Therefore, they
took great care, opened it with fear,

and picked up mineral stones instead of
grenades. There was such laughter that

the whole district could hear it.®

7. N. Kandelaki, mentioned letter, 1980s.
8. N. Kandelaki, mentioned letter, 1980s.
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Professors of the Academy
of Arts in Sighnaghi:

N. Kandelaki standing on the
right side and talking to the
painter U. Japaridze.
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Due to youthful stubbornness and
straightforwardness, Nikoloz Kandelaki
was expelled from the gymnasium.
Nikoloz Kandelaki was sent by his
parents to the St. Petersburg Institute

of Psychoneurology. There, on the
advice and due to the training of David
Kakabadze, he started walking in the
Dimitriev-Kavkazsky studio. However,

he was also expelled from the institute
for his activism in the student protest
movement. Hence, he had to leave

St. Petersburg and years of endless
wandering began - serving in the Red
Cross during World War |, supplying
garrisons on the Russian-Ottoman front
in Trabzon and Rize, fighting alongside
General Mazniashvili on the outskirts of
Akhaltsikhe. Then no one knows how
young Niko (in his youth and even then
many called him so) got to Gagra and
how he married the daughter of the Polish
aristocratic family near the Russian
imperial court, Eugenia Zhukovskaya,
whose father, a high-ranking military
official, was in the Caucasus. Eugenia
was traveling from Gagra to Paris with
her mother. Her mother did not approve
of her choice, primarily because in Paris,
which was recognized as the center

of world culture, she had relatives and
friends. Because of this, she sometimes
had troubles with her son-in-law, whom
she considered to be the main reason
for the failure of her plans. Such quarrels
opened the door to gossip in the Thilisi
society, which often inflated the news

in such a way that the listener was
transformed into the magical world of the

fairy tale.
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1980-0060 Bemgdo.

Married Nikoloz Kandelaki, who from that
time was also called Kolya (his wife called
him so) finally settled in Mtskheta Street
in Thilisi, where his studio once was
located. It was in Thilisi that he presented
a wax portrait of a male for the first time
at an exhibition of Georgian artists. This
is where the path to becoming a sculptor
begins. At the former St. Petersburg
Academy, while studying in the class of
the famous Russian sculptor Matveey,
his versatility once again appeared: “to
earn the living sources, he had to sing

in a church choir with his friend Dimitri
Mchedlidze, who later became a famous
opera singer. Nikoloz remembered with

a smile how satisfied the regent was with
their song.® “According to his sister, Nino,
Nikoloz loved not only singing, but also
feasting at the table. He entertained the

members of the table with his humor,

9. E. Kandelaki, My Father — Nikoloz Kandelaki,
Magazine Art, Tbilisi, 1990, N10, pg. 131-134.
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N. Kandelaki and his spouse
Evgenya Zhukovskaya in
Sculptor’s studio.
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wonderful baritone and Georgian dance

standing on a chair.™°

The talent and the gift of Nikoloz have
received a great deal of attention since
he was a student, but despite such
success, the family tragedy faded
everything. He was still a student when
his younger brother was arrested and
sentenced to death for participating in the
1924 uprising. In 1937, the sculptor again
had to deal with the pain caused by the
loss of a second brother. Silent protest

of Nikoloz Kandelaki was a refusal to

join the Communist Party. However, he

continued to be active.

Having returned from St. Petersburg,

he refused to go abroad to study on the

10. N. Kandelaki, mentioned letter, 1980s.
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grounds that the Faculty of Sculpture
was short of teachers. At the same time,
he feared that under the influence of the
mother, his wife might no longer follow
him to Georgia. He was also convinced
that as the result of making copies of
the Hermitage Museum exhibits, he had
acquired so much knowledge that it was
no longer a great necessity for him to

study abroad.

Nikoloz Kandelaki founded a monumental
sculpture studio at the Academy of Fine
Arts, which he headed for the rest of his
life. Later, he also headed the Department
of Sculpture. Nikoloz Kandelaki proved
many times his devotion to the Academy
of Art. In 1929-1933, when the Higher
School of Arts was transformed into the
Faculty of Fine Arts and merged with the
Pedagogical Institute, Nikoloz Kandelaki
was one of those who fought to restore
it."" At the end of the 1950s, when the

11. V. Beridze, Nikoloz Kandelaki, e-magazine: ARS
GEORGICA, series-B, new and modern Georgian
art, 2019.
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issue of presence or absence of the
Academy of Arts was raised again and all
the faculties of fine arts were abolished

in 1962, he traveled to Moscow with the
rector - Apollon Kutateladze and with his
scrupulousness fought for rescuing of the
Higher School of Arts.

The pedagogical work of Nikoloz
Kandelaki deserves special mention.
Apparently, the talent for this came from
his family. His father, the priest from
Kulashi, deacon Porfile Kandelaki was a
parish school teacher. With his initiative,
several primary schools were opened

in the villages of Samtredia. He himself
taught Georgian language and divine
law. Following the example of his father,
Nikoloz applied all this energy in this
field as well as in creative art. Therefore,
the studio of Nikoloz Kandelaki was also
called the “Workshop of Apprentices”.
For years he had housed some promising
students who could also have food and
benefit from a rich home library. These

students were not only from the faculties

EE
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of sculpture, but also from the faculties

of graphics or painting.'? The point is that
Nikoloz Kandelaki was overwhelmed with
painting since his youth. For a while he
also participated in exhibitions with oil
paintings.' The intense “Fauvist” palette
of his works and the sharp paintings
caused amazement in the viewers. ' “The
tradition of painting was successfully
continued by the sculptor’s eldest
daughter Eleonora (Neli) Kandelaki and
her daughter Tamar. Neli also became a

biographer of her father.

Nikoloz Kandelaki instructed his disciples
on a daily basis to focus on form and
construction.' His teaching method
involved sculpting with students and thus

became a source of inspiration for them.

12. L. Tsutskhiridze and Z. Tsereteli worked over

their diploma works at the studio of Nikoloz Kan-
delaki for almost 2 years.

13. Private Archives of Galaktion Tabidze, 138,
1940. The painting of Nikoloz Kandelaki exhibited at
the Hotel “France” is referred to, canvas, oil,

G. Leonidze Museum of Literature.

14. E. Kandelaki, mentioned work, 1990.

15. J. Khundadze, Memories on Nikoloz Kandelaki,
private archives of E Kandelaki, 1984.
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Neli Kandelaki working on a
portrait of her father Nikoloz
Kandelaki.
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Not surprisingly, the youngest daughter,
lanazi (la), followed to the path of
sculpture. Later, the love of sculpture also
embraced the atmosphere of Mtskheta
Street studio and the granddaughter
Nino, the daughter of Neli, who was
captivated by her grandfather’s genius.
The maestro rejoiced in the success

of each student, boasted that he had

so many famous and distinct, unique
disciples. We will name at least some of
the young generation of sculptors from
his class. They are: Tamar Abakelia,
Elene Machabeli, Neli Aleksidze,
Valentin Topuridze, Gogi Toidze, Elguja
Amashukeli, Merab Berdzenishvili, Karlo
Grigolia, Koba Guruli, Gulda Kaladze,
Otar Melikishvili, Shota and Juansher
Mikatadze, Giorgi and Irakli Ochiauri,
Gigla Pirtskhalava, Boris Tsibadze, Viktor
Chumburidze, Romanoz Sherozia, Neveli
Jikia, Guram Kordzakhia, Guram Kajaia,
Giorgi Shkhvatsabaia, Gia Japaridze

and others. The valiant teacher was
happy of the visit of the students to his
studio, used to play chess with them, but

suffered greatly from loss and defeat.

The door of the house of Nikoloz
Kandelaki was always open to guests.
The creative atmosphere that reigned
here attracted everyone just like

a magnet. Davit Kakabadze, Lado
Gudiashvili, Irakli Abashidze, who
were native cousins, often came there.
Konstantine Gamsakhurdia, Nato
Vachnadze, Geronti Kikodze, Akaki
Kvantaliani were also frequent guests.
Galaktion if got around, then definitely
in the morning, even though he knew

of Nikoloz being at the lectures. Akaki
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Shanidze also used to come, who

even investigated the origin of the
Kandelaki family. Here is a small excerpt:
“Kandelaki is a Latin-Greek word derived
from Kandelaptri, which means to light a
candelabra (i.e. a candle), a sacristan in
the church. Previously it was accepted
among us that if the representatives of
three generations (father, son, grandson)
were priests, they could change their
surname and become Kandelaki ... The
sculptor Nikoloz Kandelaki was from

the village Kulashi. Therefore, we have
to think that his ancestors would be

Nikuradze”. '

The hospitality of the sculptor was
enhanced by the ritual of hosting
with his own home-made wine, which
had a kind of sacral significance for
Nikoloz Kandelaki. Hence, he had a

close relationship with professional

16. A. Shanidze, Memories, private archives of E.
Kandelaki, 12.11. 1983.
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Nikoloz Kandelaki and Akaki
Shanidze at the May Parade.
1960 s.
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winemakers. He was so famous in
government circles that in Mtskheta
Street the delegations from other
countries were also brought to taste

the wine of Nikoloz Kandelaki. In order
to receive guests, the home-grown
garden was the sculptor’s real pride. So
gardening, watering the orchards was
his favorite activity. Nikoloz Kandelaki
and Marshall T. Tolbukhin in this garden
in particular, competed with each other
in target shooting ""during the break
when the sculptor was sculpting a bust of
Marshall.

It was said about Nikoloz Kandelaki,

that even his hands “were able to

see”. Everyone thought he was a man
who felt big shape, though he was
mostly doing busts, probably because
he was constantly facing resistance.
This happened during creation of

the monument of Zakaria Paliashvili.
Although the figure of Nikoloz Kandelaki
goes beyond the conditions of the
competition and was not conveyed in
the process of composing the work,

that is, he did not have a narrative
character and looked taller than he really
was, the intellectual part of the society
still preferred him. This opinion was
figuratively stated in one of the memoirs
dedicated to Nikoloz Kandelaki: “Natural,
completely voluntary, free and easy
stance is his most noticeable dignity ...
as if he were thinking again. Looking
ahead. The body looks tall. Maybe this is
the sculptor’s only deviation from reality
... maybe the artist is more correct in

his choice ... maybe he wanted to give

17. E. Kandelaki, mentioned work, 1990.




a3t dbmdo 3madoliool pdotmgonemm
3000693900090l oo gtrmo bobmodo,
3m33mBohmEob gligodyto Jobozgdo
309(ho 30dm3gmbroo 300mx39bg0dy.

LoBmaomyded dbmemme
0.3060090M030L gotoEgoMmyo0ls
d90098 30036Md0gMs, M3 obo
00Lhgd0 bbgoolibgs 08motog

o glogdmmmgoyt LohyoEoodo
30blbgog90ytm gm0 ohImbazgtMms
Lo J39390“. 9b 8gathdbgos, ghmo
dbtog, 3000630bcol 3obmgmbdo o,
dgmbyg dbMog, Lgbogol mgohromyt
dm90b8g omBOMMYMO 93030
bm&ogolb ggob donLbhgdol omddobols
3999030900, goblioggmtgdom
d00009300030 30033mBooos 8g9ddbogmo
Lhoemobydo 0d306Mom Boggdo Lebogol
70mododgbo mgohtol 3mbdg, dobio
0000 bogMmEol ImaEgg9emo dmgbol
Boomdo Aobgtoemo donbhom, mdgemos
dmbydgbhog300 LoddmMY® boboomb
0dgbl oo Bmdgdomoi bLogtdbmdmmo
086900, momddols 4 3gthtrodog
0mb93L. mog3000 IMgroobo Lzgbols
dm3308mbgoL, oo dbobomodo
00mJmb Jmbmemmal 3ombyemmol.
dmgbol mt combyo 3oobyzghoomo
00gobo 30 93x0MYOHEOL
dod9300emgdols 063936 o 9bh03n®
93MJ90m0b 0303306050l Jobozgoobo
o 0t gdohgddatol bgmaemobogobdhto
RMMIoNJIbomool mtgobyem
LbmyBL (strgdohgddmro gobhobg
00300000).

b. 306093l mog0l dmBoxggdmob
098Mm0MMd0L got o, bogddoobo
760090 MO0E3 0303306090000, Jom
1990h9L, 3 0bobo Imgobogzol
000603mMmodMgbo, ImMbydgbhnto bezgmls

6. 396@gmo30 bogygal
foé3mamddoliols. dogowabmob Bols

3. gnoomgmody.
N. Kandelaki in the utterance of

speech. Ap. Kutateladze sitting at
the table.

a higher than natural body to Zakaria

Paliashvili to emphasize how exalted

the genius Georgian composer is with

his work ... here the physical height is
transferred to the elevated creative soul
and serves its relief expression ... the
truth that the image itself should serve
has been achieved. Zakaria Paliashvili of
Niko Kandelaki can only be imagined in
his unnatural height, which has passed
from the physical to the spiritual”.

® Nikoloz Kandelaki himself felt the
commission’s wrong decision, and for a
while, he stubbornly displayed a sketch of

the composer at the exhibitions.

The society only after death of Nikoloz
Kandelaki realized that his busts “emit”

a different emotional atmosphere in
different mental and psychological
situations. This feeling is felt on one hand
in the Mtatsminda Pantheon and, on the

18. G. Jibladze, mentioned letter, 1980s.
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other hand, in the perception of the stone
busts of Akaki Khorava erected in the
Theater Square, in Senaki. A particularly
impressive composition is created with

a bust built with Stalinist empire style on
the background of the beautiful theater
of Senaki, inscribed in the bossom of its
large space which becomes symbolic as a
monument and grows significantly in size,
reaching almost 4 meters. The square
itself reminds us of a scene where the
actor seems to be reading a monologue.
The two-level platform of the square
gives the impression of an amphitheater
and connects the organic synthesis of
the neoclassical formability of sculpture
and architecture with the ancient epochs
(architect Vakhtang Davitaia).

In addition to friendship with his disciples,
Nikoloz Kandelaki also had a business
relationship with them. Especially since
they were like-minded sculptors, the
representatives of the monumental field
and worked on the same topics as their
maestro. Therefore, construction of

the Thilisi Sports Palace and the large
space around it at the moment prevented
them from erecting statues of athletes

in the arched niches of the palace and

in the surroundings. They had the same
goal at the “Dinamo” stadium in Thilisi,
the construction of which was almost
completed. Who supported the young
people if not Nikoloz Kandelaki, who
met with Gigla Pirtskhalava and others
and decided to hand over the statues of
famous athletes - Dumbadze, Gokieli,
Kartozia, Tsimakuridze and others - to
the city free of charge. They thought that

this would lay the foundation for a certain
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tradition and then everything would
develop naturally, but nothing came out

because there was no unanimity. 1°

Nikoloz Kandelaki himself designed all
the courses and postgraduate (currently
doctorate) curricula in monumental
sculpture. His scientific topics were
mainly related to such issues as teaching
methods of figure, especially female
figure, and sculpture in general. Nikoloz
Kandelaki independently developed a
topic that discussed methods of teaching
etude in sculpture. He was in favor

of giving freedom to the student and
himself chose the dimensions of his

own sculpture, even if it was two meters
long. Nikoloz Kandelaki demanded

daily conversations with students, press
reviews with them and resolution of the
world topics. It is known that he, together
with Galaktion Tabidze, was an active
member 2° and speaker of the Knowledge
Dissemination Society of the Teachers’
House Library Council. Nikoloz Kandelaki
used to leave the meeting in protest if the
department did not accept his proposal.
They were already used to it and no

longer paid attention to it.

The Academy of Fine Arts celebrated the
80" anniversary of the sculptor at the
State Opera and Ballet Theater on May
25-26, 1969, to celebrate his unselfish
and disinterested forty-five years of
work. Anniversary days continued in the
native region of Nikoloz Kandelaki, in

Samtredia, where a big festive evening

19. M. Berdzenishvili, master of chisel, in the book:
beauty and ugliness, 2004, pg.31.

20. Private archives of Galaktion Tabidze, 300, 1953.
G. Leonidze State Museum of Literature
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was also held. The high-class grand
jubilee exhibition organized in the State
Picture Gallery fascinated the Georgian
society to the extent that after the death
of Nikoloz Kandelaki in 1970, he was
nominated for the Rustaveli Prize on the
basis of this exhibition. One of the streets
of Samtredia, Batumi Technical School of
Arts were named after Nikoloz Kandelaki.
They wanted to turn the sculptor’s studio
on Mtskheta Street into a memorial
museum. Once a year, the memorial
evening dedicated to Nikoloz Kandelaki

was traditionally held here.

Nikoloz Kandelaki was considered a
master of spatial solution of forms still
when he was alive. His monumental style
and sharpness of artistic expression
formed the basis of the school of
monumental field of Georgian modern
sculpture and thus paved the way for the
development of artistic creativity of the

talented students of Maestro.
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BIOGRAPHICAL DATA

Was born: On 17 October 1889, in Kvemo Imereti, Samtredia
region, town Kulashi. Died on 24 August 1970, was buried in
Thilisi, in the Didube Pantheon of Writers and Public Figures.

Father — Porfile Kandelaki, patronymic loane, Priest of the
Parish Church, Deacon. During the Soviet period he taught
in a village school.

Mother — Aleksandra Abashidze, patronymic lvane, from town
Khoni, housewife. The family had 6 sons and 1 daughter,
Nikoloz was the eldest.

Wife — Evgenia Zhukovskaya, the family had three daughters —
Eleonora (Neli), Lamara, lanazi (la) and six grandchildren.

Studied: In 1900 at the Kutaisi Classical Gymnasium,

in 1910-1912 he was a free listener of the St. Petersburg
Institute of Psychoneurology. At the same time he attended the
classes at the Dimitriev-Kavkazsky Art Studio. In 1922-1926 he
was a student of Art-Educational-Technical Higher Studios of
Petrograd (since 1924 - Leningrad) founded on the basis of the
Imperial Academy of Arts, specializing in sculpture. Studied in
the class of the well-known Russian sculptor, neoclassicist A.
Matveev.

Worked: In 1926-1930 at the Georgian Academy of Arts he
managed the moulage studio of the sculpture faculty. At

the same time, from 1927 he headed an individual studio,
engaged in pedagogical activities. In 1933-1970 at the
Faculty of Sculpture of the Tbilisi Academy of Arts he headed
a monumental sculpture studio. From 1963 he headed the
Department of Sculpture.

Has held the title of Professor since 1940.

Since 1957 he has been awarded the title
of People’s Artist of Georgia.

TITLES:

AWARDS: Holder of an Order of the Red Banner of Labour
Order of Merit.

After his death he was nominated to Shota
Rustaveli prize.

ARTWORKS ARE STORED AT:
1. GNM. Sh. Amiranashvili State Art Museum,
2. GNM. D. Shevardnadze National Picture Gallery,

3. Art Palace of Georgia - Museum of Cultural
History

4. Contemporary Art Gallery, Kutaisi.
5. Adjara Art Museum. Batumi.

6. Tretyakov State Gallery. Moscow. Russia.
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