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Onbysb emmady,

bagotrmzgammb dmmes Grybmeggmol mgspmobs o 3obmb
bobgmaFogm Hboggdlbodghol omdhmesbho
bgem3dmgobgmo — sbmgotgdymo 3hmagbmto g3s 30365dg

®3J%0339

©odohto Bgzobebedy, Mmamby dbonzedo, boobiyhgbm o
36r039mighm3z0b ggognedl Focdmowagbl. dobo dgotghogbmgo-
bo 3bshztrnmo 39333006 gmo0l FgbFegmobels, 033gmgos bognomo-
6o 3bohzérnmo gbols dogdol (hgbwgbros. dbshzatn dodotrmogl mo-
boGmPmo oy 03 3gtomoobmgol B339 obhmMonmeo sébydymo
3bshzram-bhomobipéo bhgbogbgngdol Gogombomnm gooosdhg-
Ol o bagmmato mMogobsgndo bygogom dsm 0bhgtdmghomgosl.
9L sGsbmmb s®vs Hgdobolrgbgool b Go0dgh 3m3odgdol dogo-
om0, 9l a3tm bogyndgmosbo 0bhgmaddnsmno Fndsmdol dgwog-
300. bodfmbodrms, ™3 o3 INJomdoby s dogdgool dgoggol dbogn-
39amd0 hggb 3gmet vwgdmhboom — Gmamti bmdomos, beddmd-
™30 EdONBYdTmM3s dbshzscds mezo bErgmo bsbmasmydtos
bogdd0obmdsl doydmabs, Bob hm 96 Mhgdmos bohgobmagol, Mebdyg
Fnbos 30gs- 3obo, Hmambrg bedmasm Jmemazefol, 33omo gobyBm-
dgos Jotogemo dbogpzGymo 3nmipndol obimosdo.

©0aN0MN 3930MHXBHJNL 308(MIIVIdY
AMRIGBNLOIL0 3bdO3HMBNL 3MBOIILOTN

boggobdm bohyzgdo: dmy®b08dn, St gao, HmIsbHo8do,
3obH0dd6 gbocmbo8dn, ggbd glbombo8do

3bshzo6 odoghdo dgzetrbodols (1885-1937) bobdmiamg dmmze-
Famode Logobrmggmmlb 3nmbnmol gebzomemgdol yzgmedy 36033-
bgmmgeb bogombgol gdbobpdgdmes. sl gebndmdgmo Famomo
doyndmgol Jobonmo bodndyypdm bagdal, 3mamgdaegdol dgitgodal,
dgamadol gse®hgbobes s ©oEgol, Lodbsizthm v3dgdool gmem-
dotgool, dbopzotrms J53mddgmgdomo gogérmasbgdols, sbemgsbm-
o dbomgtgdnbmaol byemdgFymdol, domo babmgamastgo bfegmal
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™mob0Bgd0d0. dob Bbohztrve gmMIotgdedy oo gogmgbs dm-
sb0bs ggedobosdo donbbgbols badbohg®hm s30gdnsdo bobfegmgd-
o 3o3aBegMhgosd. 21 Fumol odoghto dg3o6mbsadg doybbgbdo 1906
gl go933Bog6gds 10 Famoom. 03 Ggommdol osbmmygdom Fotdm-
bo@agbsm, GmIgmog sbomgsdes dbohgetlb ggtdsbosdo bfsgmoals
3960omEdo obgos, 330d6M MY, bsabhghgbms 83 3gdommoal gatrm-
3o 3bohaeymo 3nmapneol dmimg dodmbogngs.

Omamdg 3bmdomos, XIX bopgnby 93trm3ol bbgswsbbgs d3gys-
bodo FomrdmBmadomo dbspatrnmo bhomagdol ddegemagmzbydom
aodmobhggs. Lonlnbol obefyoldo ghm-gho yzgmedy dmogh
Bhomeol GmIsbhHoBdo Fothdmowagbos, Gm3gmbseg dobogg 36033b69-
mm3bgo0l ©rgom0B3o dm3ygs. 830mmob ghmae, 1848 Faml d6rogo-
bgmBo 3g&vgsgmongdn godmhbobygb, 1872 Faml 3060880 0336rg-
Lombolbhgods gedotmgl domo gbmdnmo gedmygbs, Gmdgmbes 1880
Famoob dbggg 13b033bgmmgebglbo ghede dmdygs 3mbhnddmgbo-
™b0B30l bsboom. 1886 Fgml Loddmmobigdol dsboggbio @o0dgdos
398y ,3080MmmB0“. 1888 Fgml 3ma amagbds ©o gdogm d96bsbdd
3 no8mboB3o hodmaysmodgl. 1891 Fgml zodmhbobgb bsdobhg-
00, 1895 Fgmb 30 0G0@ebgmBo bhomo ,dm@gébo” Focdmodgs. gl
h9bbaos 39-20 boyngnbol obofyolbdog goatdgmeo. 1905 Fgml,
30806, GmEs Loxg®obggmdo gmazobhgdo godmzobyb sbdotgddy,
39630600l Jomogd ©®gBgbdo gdudmgbombobhoms 2ameo ,bowo”
hodmyomods. osbanmgdom 1907 Famoob smdmigbos 3760830,
1909-00b 30 — guhne0830. 1909-11 Fangddo doybbgbdo gobogm 3ob-
©0bL30d s gkwby Jot3ds Fgddbgl orgna3gos ,anmdzo dbgoedo”.
1910 Fgmb dgermobdo sstbos FnMbsmo ,dhmmdo (Der Sturm),
O™3gamog 93em3Nmo 838bgsM MmO byemmabydol ghom-gho domo-
306 dogmsls Foerdmowagbo.' 1911 Faml 3060830 gohbos mérez0ddo
o bbgs. hodmbomgsmao, Jgbodmmes gogoa®dgmmm, mndgs, ymag-
o039 39dmblgbgdnmo, 30306 mo, boidstobos 03 Ivgemagtma-
Bgdol Fomdmbowagbo, Mmdgmbog s3dwgdonmo bobols dbsgztm-
d0b Boeds dmFobsgy dbonztnmo 033nmbgde gobbodmatogwes. 3
439moxtol gemzgemolbffobgdom, wadohto dg3o6obsdy, donbbybdon
bFogmol 3g&om@do, 1906 Fmowob 1916 Fmodwyg, dgh-bogmydow
939es 83 30mgbol dmBostyg s dmabiey 0dbgdmos — oy gogom-
30molbfobgdm dombbybols 3nmimpérpmo gbmghgool 0bigbbogmds-

1 Typunn, Mo nabupuntam, 1993, c. 84.
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bog. 399amddo 393900, 8gdmgdnbogzotom gsbgobogmm ©odod)-
60 99306 ©b3dols bmmme ol bydndgztgdo, mdmygdog 3bmdomoy,
0aob bogegdo IPdomdols Ledgsemgds, sGbgdnmo gome®gdol go-
dm, 86 dgdamgae.

aobbogmgy og0fymo dbo@z®ol vghm3meptghom, dgodmgds
0md3ol (s6bgd7mo dsbogmol dobgogom), dobo 3rmaErednmo bedy-
93600, Hm3gmog 1910 Fogambos dgbtrnmgdnmo hogmmBg Bgomal bo-
0g003900m, Bmdoo 42X35 3. (dgotrg Bmds dbshzdrol domg®ognodo
b3t Jgdmbggze8o bgmdmimgmdnm ogm gebdommdgdymo).

63783960 Focrdmagoagbl sbemasBéos dsedsgspel 3396 @sd-
g @odmbsbymgdol, GmIgmog doypcrgdmolzghb ¥4 démboom 6ol
300 gdnmo. 633789356080 §6dMOL dmyzomamm, dmysgoleg-
o 5396900, GM3momsg mbo ©s 3bodztol bobgs dgbdrgmgdnmo.
330530m@ 0339mg0d Indo dmyszobatrm Hmbo dbshzdol bdoto mdol
baboom. bognm 3m33mBogool Jggws bofomdo mdobotgsls dmemn-
2 96700, Mooy dgbergmadnmos dbshztol 3g6ebao 3gbhedo
»gm&0o (Bs0by®ol) Beoadgbhom. gmmdol ighFamnmoe dmogmo-
€700l mzombod&olbom, 3gzbzogds ImadF3ebm s dmFomsmm qgghg-
d0@, 033> bsdmmmme Fodyzebo 3o0bg mdngmo dmygomsmm ¢Hm-
bos, Gog bedndgatol gggdfgtrnm-ogimdshogm godmdbobggmm-
3ol 9Fymdl bymb.

130639mabo, Moy mz38mBo agbaegds, Fgdhol mezobynagsmo

3obghss, g Fgtrnmmds, godhnéol godmamgbolbs oo dobo 3b0d3-
Bgemmgbgdols boBaslids. mmmmohol gomgsemolbfobgdom, dogmas,
G mdgmog 3mbsldol godmgyggool, dob 3b0dgbgmmaboe gdbdmglo-
e 8 0bhgbLoy® bobosmb gymolbdmosl, dmmosbmesde dbs¢atn-
a0 bobol gdmeon® godmbobymgdsbs s boddoxntgl gebloBmatogl.

3bshzotl megolbo mogo Fotdmoagbomo 3gogl sbomasdms
303030350, GmIgmbog byzonsbo, hogodhgdgmo, mobog dydam-
®907mmo godmbgogs 9gab. bognmoto magol Bgebmdol dGrmegldo,
oomdmb, dobo Fodogho ogadbomgdol bgdhgomoon séol gl bofotm-
dmgdo dggddbogmo. bagpdol doyp®gdmobasb mobsg Jzgzom sbdo-
o M35 gd0, JoMrmnmE sbobogl dbo®mztol msegdoodmmost oo dob
dmgdomgdnm d1bgdol, Moy sMeghmadols 3odmoizgoms ©odohto
8p30mbadols domatogonm 3bmdgobs my dmmasfgmdol dgtomeo-
Jo. BoFordmgdl od3tegl 93306 GMISbhHognmo 0gto. GIsb-
(H0B3ob 3gdomobmaol dbgogbo Rodhptrnmmos 96 oym ©odobo-
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bosmydgmo, gb aG® 3mbHddGhglbomboddol dmbadmgetns, mydEd
99mE0ne-3madmbogon®o 393806 gz9b gmozhpsl 1837 Fmoom
OMIMOC YOI 83(HM3MOHGMYHLS s odoh®o Bggetbodols sgdhm-
3mbhGgdl Bméol bodpgomaeo 6ol (306d000b Jgzotbady ggh-
3060580 Imadenmmds, yzgms Jgbodmgdmmdsdg bodndgzhgools
30690L 839mg0@s).” 0y €3 bo 06g3mgdd Jsbmeb gzthmdymo
3bopztrmmo 3odmeEomgds, 0dob gobbomgs, 3530dM ™, Lobhgtglm
0gbgdms dogomomgdnl dobyogem.

dbaogbgds ndotMggmagboe dpgmdstgmdl dmogmol 3mBsbe ©s
3m33mBogon® hobogad®do — mbogy Bgdmbzgzedo ¥ déybo doyy-
69dmobzgh o mEbog J3gz0m dodsmoygmo 3Bgho. dg3hod dmt-
HG9bhImo 3bgogbgdeg — mE0gzg gbgtaonm sbomgsd s dodegogl
53339690l 3080, Homemmzgsbo dmFodmobotm mdol momddol
009bhp®0 goMbbommmds. gmeitnsl dgdmbzggedo bodndgzoto
3dmBMomo Bmdobes, gmbo Nxdm bgoghMemydo, G@3sbHnddob-
»30b hggnm 3dz0 dmyszobatm hmbosmmdsdo, Mog dommosbsw
dmEgmBy 3mbegbhtntgool badnomgdol ggadmgsl. 3nd yogobogé
H™byd8g 3bohzérol o€dotrnmmlbigdtrn bobg sbomydls, sgpogéo 3nd-
-héromol badnsmgdom dbshzato dgdmddgmo ssdosbols dogdg
3odmabsbggm, ghmaztoE Hedyt d3mbptmghl §abob. 93 dbéog bo-
0bhg®gbms, M3 odogto Fgzetbsdobmgols Bng-hthoomo na-
mgogmymaemos, gm®mds 0dghfgds gghom s 53ghol 33390060
0bhgblbonmo 3mbobidgdom. Fgzombadols sghm3m®dh®ghe dbgsglbg-
3ol 3mbhod3trgbombobdnmo Fmol dbspzcrgdmob s3amgbl, 3manm-
Mohol mgombodéobomog ol 396 gmaol bodndgztrgdl ggogmbgdl.
3038m0mdE 356 gmgol v3hm3mGHGghHgdo dgodmgds dmgoyzsbmo.
dobo 3IGrg0mo 83(Hm3meOHMghosb ghm-géhmo, 1887 Famb Bgbcry-
gm0, 3530dOHmo, 38Mao Fgbsotgdgmos (homm Bamo 34/26).
306390 8mbobodbogos Bmds, Gomog ol domosb dbanmb gl dg-
306 bsdol 3mbnthghoob; 8g3wga — 3m33mBogonto Fymods — mGo-
39 3mbHhthgho m0mddol bnmoo o3bgdl bobytmsmyg Lodb iyl ©o,
Jgbodedobo, ggmbo dgoty dmbogggmom Mol Fomdmoagbogmo
(8obbbgszgd0m ymogtgsl dmépmghobogseb, Gm3gmog Bmdomog
0mgdopgds Hhzgb dogeh gobbomym dmbrpmghl ©o, sbgzg, dg36o
00 boghEgd dmogmol P30b); 0gogy ¥ d6pbo dogntgdamoalighb,
®30 700 30356rm7mo mEbog J3930m, dmEobazdm 3ghsbgo s bbgs.

% 5dgbedg, degManodzomo, odoh®o, 1998, aa. 15.
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5304, Mo mdds 9bws, mGozgg gdmbggzedo dogmosb bsmmow
03390909. 3sbbbgszgdnmos 3mbolidgdn — ghom 8ydmbggzddo 3ob gm-
aobmgzol sdsbobosmgdgmo dmzmy, 0bhgblbondo dmboldgdom bog-
38 g™ ol g Fgtrnmo dmogmodgds. 9g3060badglbmob, gbowos,
skl boddoghyg, mndgs Joboygmo bobgomo gbomghogobomgol hag-
W0 33033090 00339303909 md0m (gb 3obboggmdgdom 0339-
®g0s 3mbphghdo bobol dodbgbs dbotol @odndeggoolsl). bonb-
H96gbmd, Mm3 Bmagngto Bgdmbggzddo Bggembody Nadm dghow
33m 96l dmyMbnmmdsl, Bmado — 306 gmao. 3ogemomew, 396 gma-
®8b BLEOymos 306mdomoEss gsdmbsbnmo dmgobgdm 3ghebgol
bofogmo. 99306 0b0dgbmsb 3gmebagal gedmbobgobol ogymos dgho
LoBnbhg o boe&dol hzgbgdes Bogowo (Jumgomol baggeol gomgs-
mobFobgdom). 93039 O™ 306 gmagobmgol, Gmgmtdg Habl, dsob
bgbbogoy®o BoFomos yggéo s dobo gsdmbsobgs, ol dghoo ©sdszg-
gdma@ 800l Foerdmoagbomo s 3mmmGognmo ogdggbhomsg 03-
390909, 89306 bddg 30 ygmol s dgdwga yutol bérnmoswo dotm-
3000 godmbsbynmgdgdom 0ggemamyds.

bogotdgEms, GMI Jgzo6bodol sghm3mephtgho botgol sb-
3061000 30l ggddbogmo. mgmeg 3bmdamos, 3bohzoto gmbpmo-
0o0g30 373omod s, dgbododobo, Bmapmg d3omo byemdobe§g-
™30 0gm dobmgol.? mpdgs, gb 93dhm3mOdHGyhHo domosh gmgbomos,
ob momgdml sbems, 603603y Fodob Fob ebmmmos, esgogdbots
o defgés Fodo o 93 Foddo gosgtmosbs domdy bodogho, gbyé-
300, 3obommadnmo, 0033 dd8mo, dgaedrmo shHhobhpmmdom
3ob3bdzommmo sbogmgedms ool bobg (93 dmbpmghol dgddbo-
Lol 3bshzotn 25 Fanolbos). v3dhm3méptghde hggb 396 3bgoogm bo-
3190060 306m3bg00l goblegnm®gdymmaol spdmhgbol, 86 Go0dgl
3306900l bptzgomb. gl 96rvs beBmasmmgdobmgol Go0dy 3mbikg-
e gBogbogmol g333gmo Smérptgho. ol 093893039010 s dm-
Bmdogmos, goblbognmégdymo dmgmaatgdgdobs oo boddsgg®ol go-
69d9. odo@h™o gzotEbody s3hm3mbHmgnhdo Hodycow, Bmasmew
3bshzmol 3mddhGghobomazol 3migdnem gobBmasogdym babgl nadm
g3bob (3mb3Ggdhamo b0dbgdol gomgomolobgdom). ol gsdmiggmo-
oo 3sbyboldzgdmmonls gérdbmds, m3gmog dbohgatb dobo dme-
30Fgmdol yggms ghoddg sbobosmgds, 93 dmbdhtghdog 3obasw
hobl. Bgdmor 8gbadby ,Fatol mogobggemo dobgme, ggtfgd -

% 0d3g, 90gbadyg, doa®@H0dz0mo, odoh®o, 1998, g3. 14.
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mmddY, Mo bodEzoma dbgs, mPdEd 3306390 Ymo mzgamobmzgol
3930685 ®ommgymo dmbsbdol Fob Gogombsmyéo dbzgmmadnls, do-
bo goblbeBmgholes s dghonto 3xdemdol 3zsmo. 3mdhtgho dbopa-
6ol domomo botobbol mbhodhmoslt s dob gedmm dbs@pztym ©o-
3308mbl ggohggbgdb.

393930 65393960, Mm3gmbeg gobgobomog, séol ,o6mg-
30b60“ (Bgmo, Iggom, 52X36 13d.). 3M33mBognsdy Focdmoagbomos
3bgobdo Fgmodwy godmbsbymo  Fxobbols 38dogspol dmépmgho.
bobgmFmogdol dobgogom, ob bogbpmeom dbsbomdns s dob o3
bobgdo Lobsbosmm 3mBs, 303030 ©d FgbhoPmOEess gogémosbgdy-
0. Bodndgzcol 9gdbdérgbommmaosl, g3omzggmabs, asbbsbmgmagl
3bsbomdols bobg — ododnmo mzemgdo, sgdohmmo Fohdgoo, bogzmg-
d0. sbgzg bgmol dggabol bhomoBgomnmo, do2o80 8M8ONBIOGH0Z0®
dmb&omo gm®dd, Gmdgmog 3hdgmo, ©OFed mo momgool go-
dmbobrnmadom ghdymogos. 30303036 me3dy ogo Fmods sbytogl,
93300 3030 302830 (@M830) Mmgm©o 3g6obgom, GmIgmbeg ygm-
b InFomsmm degms 833390690L, bgmBo Mooy Logsbo gdomagl
(bogotrogomo — myool sbnmmmo Jombs). g3mbo dotMomssow
M8 dmFomsmm s dmygzomomm Hmbgdomes Fothdmmagbomo.
3bshzoel momgml Bradtnmo, dodezobgdynéo dobobedystrm ogsl
Jgddbogno sy 3nbols gotBgdm (mn3dEd, Jobos 8pgb0odbm, Gmd sMs
sbgmo ggégdo, Ind bgophmommnd gmbBdy gl dbshztrmmo bobg dg@how
3odmabobggmo 0gdbgdms).

am&3omobhp®o dogmds odog 8335608, gebboggmtgdom be-
bobs ©s ygmob boFoemdo, GmIgmog, odndeggool mzsmbedmobom,
sbammlb aol 1339 asbbomym d3hm3mbhHEgHmeb. bsabhgtgbms
bodn8y360l gggoes bofommo, GmdgmBys ddGomo ibzom gmedol
dmEgmotgdols geblbgoggdnm bgmbl gbgoezm.

bgemm3bg00mIgmEbymdom mohgdepn®edo, Jghdmeo, 333mg-
356 06008 5616033006 xbdbymos, ™A gl bedndgzeto 8830~
6o Bbgogbgdol gg&debnm 9du36gbomboB3meb dmmmmdl.* sghmen
obdgbl, ™3 gl dbgogbgds ,,qm®dsmydo gbol gdbdtgboymmosdo
3a0b©gos, bommm dbohgépmo dgomoo 36 0bgadymow gobbbgszg-
dmos O a0 8g3l BodnGol gxmdsgosl o 96 dob Hom-

“5

g3, Gmamg gl g3ghdobgm gdbdtgbombolihgdmob gazbgogds.

* ombgbodgomo, Jotorgmo, 2017, g3. 81.
% 0d3g, 96bgbodgzomo, Jotronmo, 2017, g3. 81-82.
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396 39530d6md, (™3 83 bofocrdmgdl ggédobym ggbdtgbombod-
3mob o Lyghmm s6oggho g3, dbohz®ol dbtowsb gmdal
3obbognommgdnmo gedmabsbggmmdol o dobo sghon®o obhghsd-
“ghHogool bydgomol gots. 93 303bobmgol, osb, Bgzstobadyy
©d 39®3dobgmo gdbdcgbombobhgdoog gmmdol n3oycgl bhomo-
Bog0o-gnm&ddgosl do0dstmeggb (bgmol F9bdo, 3¢hggebo), m3dgss,
360bgodymos dodomoo bbgomds, oy smbodbnmog ol 060bs
36bgbndgomls, ™3 bodynMe sGvs NOtymaomo — dgbodedobo sMss
D06 ygmaomo boem&dg, gm&3ol dmogmotgds ©o bbgs,t gdudtglo-
™bobhgdmeb baboho domBy gedothnzgdnmos, syzsbomos mm-
3060, 3mbhmobipmo magdgdol oxygtgbgomgoobmgol (bdok
39dmbggzedo 36083bgmm3zob0s 3mbinto o dobo Mmmo ggm™dobe
0 3m33mBogool v3gdabel) o bbgs. 9306 bodgbmsb bym bbgos
30Bsbo s dbspztrnmo gesFyszgne. of bogddy azodsl NG ™ gdm-
Job godm§3939089 dbspatnl trgogeosbomsb. Bmasmom gdmion-0b-
0o gddnomydo 3hmEgbgool meboBostrmdol ggmbBdy, dgbsssdolbo
63a0gol, boghmm Mondg bodbol 3mzbs 03 dghom@ol bbgowsobb-
35 36md0gm 3bs¢hzo6m8b, d30m0s.” Bmaswow, 306zgmo s Jgmbry
®8md0l Jobrmzggmo 3hmagbombsamo dbs¢ztgdnlbagsb geblbzeggonm,
G mdmgdog bbgooobbgs dgmgmmdnl o dogomomol dombgoszsw,
doGromos Ggomobindo 13géeFatoel Hybogbgosl 830006 7dw0byb
(00 gb bLErpmos 3obmbBmdogéo s d1bgdtngo ogm, dmbg mmoadols
3odmgmgdom, Hm3gmog godmmhgnmae Fob nbfdgdos dob padmb
30mmaaqdl s megobo ,30mathgbnmmdon’ Jedmgmo dmoghbod-
3ol Loogggdmob 0@gos). 1910-006 Fmgddo sébgdnmo dbobgzmgdal
®8MdS 03 Ir30mxirm3zbgdsls gbdoobgds, Mg N339 Bgbowadymo
€g0m0B30ob shgstgdymo hyddom beghmm gatmdymo dbonztry-

853 3bkog boggmolbdms, ™3 ,06hmg30680“ ggdbdmgbonmmanl dmsdgdmomgdsls
dognhgdgmBg obgbl dbohzmmo bobol edodnmo bogzmgdo o dm3mMEos-
603390 bgmol 3(hg3bol gm®ds (Fsmo abhghdmgheges). aghdsbgm gdbdcg-
bombolihgdmeb sby 3omhsdo® asggdnmo bsbol bozzmol gdudégbool 60dyda, dbg-
o dmbadgdbos. gdbdmgboobs s gm®Iol dmogho gedmadbsbzgmmdol doemFggol-
»3gob bbgs bghbgdo o Lodnsmgdgdos godmygbgdnmmo.

7 83hm3mEHGgHol HGmIsbHod3ol Bbspztmdslmeb gdmpog®o 3033060 Proogms,
bogm 66 g30680“ v30hme0l dogh dbsphzeramo bobol gdbd®gbombobigm go-
0BG sl gbgoegm, 83 dbtog Lognmobbdm ogdbgdms 3.b. Hadhobol gogsgs -
»0J36glomboB30, gl vérves bedgstrml Bgebmds, dogedd gérmIbadzbgemmzbow dobo
396300l go633gnmo Lodnemgdss. 8300 ol sbanml asl Gm3sbH0B3maeb, Mol 3ga-
3300069083 0b 3393e0bydd“. Typunk, Mo nabupuntam, 1993, ga. 73
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mo (9beybrogdol ool s smgolgosl gnmolbdmob.

Jobogmo dmeybobdol obhmedoeol gbfegmoal 3nmbom, 3god-
mgds 0mdzol, Gm3d Jg306@badols sg3@hm3mépmgho Jotomgmo dmb-
H03369bomboB30l b0dydo Nt mes. o6 mgl3060“ Jotmpmo ggbdcg-
LomBEBIoL Jogomomos @ sbmsb ghmow, Bgodmgds, gsbobogng-
dmEgl bbgs dotmazgmo 3bohztgdol bodndgztgons, dsgsmoms,
MMamOgo0Eed MoEM g7roddzomol bgtogdol Gogo, dogmgs Jogdm-
dobs 63378930900 o Lbgs, mydgs, gb Jgdmamdo 33mmgzgdal bogsbos.

©0dohMo Bggatobadal badndgatgdo, Gmamg gl sMogtmbgm
30b0odbymos bsdgebogtm mogytshpcodo, géhm 3mbiMghnm bedl
o6 dopyyzgde. dobo Fgdmddgwgos Lbgowabbgs Lpomol s (Hgbogb-
goob 0bghgtgbo o baggmatmo dbohgdpmo gbol ggmddomgool dérm-
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Abstract

As a painter, Dimitri Shevardnadze is an exciting and versatile
artist. Studying his scanty artistic legacy reveals his search for his
own individual artistic language. The artist turns to his contemporary
or historically existent artistic-stylistic trends in rationally taking
them in and interpreting them from his idiosyncratic angle. These are
never examples of reminiscing about or copying something, being
rather results of in-depth intellectual work. It is unfortunate that we
are unable to witness this work and its outcomes—after returning
home, the artist dedicated his remaining life to public activities,
leaving him no time for painting, something that was a major source
of concern for him. His legacy as a public figure is immeasurable in
the history of Georgian artistic culture.

DIMITRI SHEVARDNADZE’S OEUVRE IN THE CONTEXT OF
MODERNIST PAINTING

Keywaords: Modernism, portrait, Romanticism, Postimpressionism,
Expressionism

Dimitri Shevardnadze (1885-1937) was an artist and public figure,
a person whose short-lived career served the most relevant matters
pertaining to the development of our country’s culture. Immeasurable
is his contribution to the causes of fostering Georgian museums,
putting together collections, preserving and protecting monuments,
shaping the Academy of Fine Arts, promoting creative unions of
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artists, supporting young creatives, facilitating their studies abroad,
and so on. His personal development into an artist was largely
defined by his travel to Germany, namely the Academy of Fine Arts
Munich. He set out on this journey aged 21, in 1906, to stay abroad
for 10 years. To draw the picture, however imprecise, that the young
artist found during his studies in Germany, we believe it beneficial to
overview the European artistic culture of that period.

It is known for a fact that the 19th century boasts a diversity
of artistic styles originating in different European countries. In the
early 1900s, Romanticism emerged as one of the strongest artistic
waves to be followed by Realism, an equally seminal movement. In
addition, the Pre-Raphaelites appeared in Great Britain in 1848, the
Impressionists held their famous exhibition in Paris in 1872, and then,
starting in 1880, the far-reaching Postimpressionist era gained a
foothold. In 1886, the Symbolist manifesto was published in Le Figaro.
In 1888, Paul Gauguin and Emile Bernard founded Cloisonnism. In 1891,
the Nabis made their presence known, followed by Modern art born
in Great Britain in 1895. This trend continued in the early 20th century
as well. In 1905, back when Fauvism took root in France, the Bridge, a
group of Impressionists, was formed in Dresden, Germany. Circa 1907,
Cubism was born, and so was Futurism in 1909. In 1909-1911, Wassily
Kandinsky and Franz Marc, in Munch, put together a group known
as The Blue Rider. In 1910, Der Sturm (The Storm) magazine was
founded in Berlin to transform into one of the key forces of European
Avant-Garde. In 1911, Orphism and other movements take root in
Paris. This list may be extended, though we believe that it suffices
as is to illustrate the diversity underpinned by progressive artistic
impetuses beyond academic painting. In light of the foregoing, Dimitri
Shevardnadze, throughout his studies in Munich in 1906-1916, must
have been more or less engaged or witnessed all these processes,
given the city’s vibrant cultural life. Below we will attempt to discuss
Dimitri Shevardnadze’s well-known works, because at this point we
are unable to work in archives.

Our review begins with the artist’s self-portrait, which may be
considered—atleastjudging by available materials—his programmatic
work. Created in 1910, it uses oil and canvas, measuring 42x35 cm,
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with the small size being due to the fact that the artist was mostly in
need throughout his life.

The work depicts the upper part of a young man’s body with
its % turned toward the viewer. In terms of coloration, the painting
abounds in yellowish and brownish used for the backdrop and the
artist’s face. The work also showcases an expressive dark brownish
tone covering the artist’s dense hair, while bluish dominates the
lower section of the composition, namely to depict the author’s
shirt with a white fragment of a t-shirt in the middle. In terms of
oil-painting modeling of form, we see greenish and reddish colors,
though ultimately a warm yellowish tone takes the lead to bolster
the work’s oil-painting and decorative expressiveness.

What is striking above all else is the free manner of drawing,
refined painting, bringing to the fore the texture and emphasizing
its meaning. Given the coloration, Shevardnadze’s approach—which
seeks to underline strokes and its explicitly expressive and intense
nature—ultimately defines the emotional expressiveness and
intensity of the artistic image.

The artistdepicts himself as a young man with a sad, preoccupied,
and seemingly anxious look on his face. This work appears to be
created through his strife for a momentary depiction in the process
of self-discovery. The model’s slightly downturned eyes look to be
illustrating the artist’s modesty and humble character, something
repeatedly pointed out in his biographic records and career. The work
betrays obvious Romantic sentiments. Even though such emphasis
on texture was not characteristic of the Romantic era, being more
of an achieving of Postimpressionism, there still is an emotional and
compositional link to Eugene Delacroix’ self-portrait from 1837—it is
known for a fact that Shevardnadze traveled across Germany copying
various works every time he had a chance. It would be interesting
to have a look at some of the artist’s works to trace the impact of
European artistic experience on them.

Above else, similarities reveal themselves in the model’s pose and
compositional concept. In both cases, this becomes clear through the
%aturn toward the viewer and the slightly downward gaze. Numerous
are portrait-based similarities as well: both vigorous young men
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flaunt mustaches and nearly identical styles of chestnut-like hairdos.
With Delacroix, the work is quite large, the backdrop is more on the
neutral side, with tranquil brownish tones peculiar to Romanticism, a
factor enabling us to focus fully on the model. Set against a backdrop
of dark brown tones, the artist’s marble-like face shines in a peculiar
manner, and the author, through active chiaroscuro modeling, creates
an expressive typified portrait of a creative person. It is interesting in
this context that, in Shevardnadze’s work, chiaroscuro is ignored, and
instead form is shaped with color and rapid, intense color strokes.
In this regard, Shevardnadze’s portrait is akin to the works by some
of the artists from the Postimpressionist community. In terms of
coloration too, it reminds one of Van Gogh’s paintings. One of his
many self-portraits, painted in 1887 (canvas, oil, 34x26), is a good
example for comparison. Firstly, the size stands out in that it is very
close to Shevardnadze’s portrait. Next is compositional order—both
portraits fill the plane almost entirely and, consequently, just a
small section is reserved for the backdrop—unlike in the portrait by
Delacroix in which the work is larger than the portrait in question,
also featuring much more space behind the model. And the same
¥a turn toward the viewer, the eyes turned slightly downward, the
bluish shirt, etc.

Needless to say, the texture is clearly visible in both cases,
though strokes are what sets them apart. In one case, we have short,
intense strokes characteristic of Van Gogh, those used to accomplish
the modeling of oil-painting form. In Shevardnadze’s case, though,
there is vigor of course, but it is moderated through a certain degree
of moderation peculiar to Georgian visual aesthetics, something
especially noticeable in the processing of the left side of the face in
the portrait in question. Interestingly, in some cases Shevardnadze
exhibits a greater deal of Modernism, while Van Gogh does the same
in others. For example, Van Gogh absolutely hypothetically depicts
a section of the bluish shirt, while Shevardnadze’s depiction of the
same exhibits attempts at greater precision and depth (considering
the fabric folds). At the same time, the ear and its depiction seems to
be a sensitive issue for Van Gogh, so it is far more convincing in his
work, also featuring colorful emphases, while Shevardnadze settles
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for a hypothetical depiction of the neck and then the ear.

Quite possibly, Shevardnadze used a mirror to paint his self-
portrait. He was known to have worked for photographic studios, so
he had easy access to relevant pictures. However, this self-portraitis
too lifelike, as though having been finished just now, a few seconds
ago, as though seizing the moment to encapsulate an image of a very
talented, agile, learned, humble and yet thoroughly artistic young
man—at the time the painting is created the artist was 25 years of
age. This work is not indicative of one’s search for the exceptionality
of his own self or one’s desire to prove something, nor is it a portrait
conveying a particular message to the public. It is instead reserved
and restrained, devoid of any notable anxiety or intensity. In his
self-portrait, Dimitri Shevardnadze seems to be creating a more
generalized image for a typical self-portrait of an artist (with concrete
signs in mind). The distinct sense of responsibility—characteristic
of the artist and exhibited by him at every stage of his career—is
clearly visible in this work as well. As mentioned earlier, the artist’s
“free manner of drawing, refined painting” are present here, indeed.
However, an observant eye also sees traces of rational reasoning
and active work before each brushstroke. The portrait bears witness
to his top-notch skill and broad artistic horizon.

The next work to be discussed here is Harlequin (oil, cardboard.
52x36). The composition features a half-length, full-face portrait of
a middle-aged man. Judging by the title, he is an Estrada performer,
and his image brings together a characteristic posture, facial
expressions, and gesticulation. The work’s expressiveness is largely
defined by the performer’s face: an intense gaze, the brows turned
upward, facial features, also the stylized form of the hand with an
unnaturally bent wrist that continues with long stiff fingers. The
man is wearing a black top hat, a black suit (tailcoat) with a white
shirt adorned with a reddish bowtie around the neck. He is holding
some object, most likely a lidded mug of beer. For the most part, the
backdrop is represented with reddish and yellowish tones over the
color blue. The artist seems to have created a magical, mirage-like
mini-universe around Harlequin—though it should also be mentioned
that, without this backdrop, this artistic image would have been quite
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expressive against a dark neutral background.

The formalist approach is noticeable here as well, especially
around the face and neck areas, that, in terms of processing, is akin
to the self-portrait discussed above. Quite interesting is the work’s
lower section, in which we discern a different technique of modeling
form with a dry brush.

Literature dedicated to art studies, namely the works by
researcher Irina Arsenishvili, argues that this work largely resembles
German Expressionism. However, the author also opines that this
similarity “is expressed in the expressiveness of formal language,
while the artistic technique largely differs, and here we see a
deformation of the model, not its negation as seen in the works
by German Expressionists.” We, too, believe that this work does
not have much in common with German Impressionism besides the
special expressiveness of form and the artist’s strive for its active
interpretation. Yes, both Shevardnadze and German Expressionists
do turn to the extreme stylization and deformation of form to this end
(such as hand gestures, wrists), but there is also a major difference,
as pointed out by I. Arsenishvili, namely the fact that the model is
not negated, consequently ensuring against defying depth, form
modeling, etc. With Expressionists, paintings are oversimplified,
seemingly reduced to the differentiation of local, contrasting spots
(contour and its role in form- and composition-building is often
significant), and others. Here we see the artist’s response to the era’s
challenges, communion with emotional and intellectual processes in
general. Thus, it is easy to find similarities with different celebrated
artists of that time in terms of a remark, or one umbrella sign or
another. Yet it is difficult to argue in favor of belonging to concrete
Western painting styles based on the examples of the two works
discussed above. And in general, unlike the professional Georgian
artists of the first and second generations who, despite numerous
attempts and examples, mostly developed the trends of Realist
painting—and this made perfect sense and was natural, with the
exception of Mose Toidze who was distinctly ahead of his elder
counterparts, in this way being at the helm of Georgian Modernism
with his “progressiveness”—the generation of artists that emerged
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in the 1910s echoes the diversity that stands for accelerating the
departure form Realism, an already mature movement, and catching
up with and taking in general European artistic trends.

In terms of studying Georgian Modernism, one may say
that Shevardnadze’s self-portrait is more of an example of
Georgian Postimpressionism. Harlequin is an example of Georgian
Expressionism, and it can be viewed in the company of the works by
other Georgian painters, such as Lado Gudiashvili’s numerous series,
Shalva Kikodze’s paintings, and other, though this is a subject for
further studies.

As scientific literature repeatedly points out, Dimitri
Shevardnadze’s works are not limited to one concrete line, direction,
instead reflecting his interest in different styles and trends and quest
for his own artistic language. His oeuvre features both academic-
style portraits (The Portrait of Mathematics Teacher Vasilyev, 128x78,
and others) and those using quite liberal techniques (The Portrait of
a Bavarian Man, 19.5x31.5, Portraits of Bavarian Women, and others).
In some cases, they remind us of the works by German Realist
painters (A Sewing Woman, 50x39, and others), while bringing to
mind French Modernism (The Portrait of a Woman, 19x10, and others)
in others. Equally noteworthy are his still life paintings. In one case,
an Impressionist perception of form is obvious, while others exhibit
signs of Postmodernism. In his paintings of female nudes, in both
cases,we are dealing with a Moderisnt perception of artistic images,
form, and texture, etc.

Inconclusion, we reiterate that,as a painter, Dimitri Shevardnadze
is undoubtedly an artist with gripping creative potential. Besides
having authored artistic examples of exceptionally high quality among
his generation, he also boasts exciting examples of trying one’s
hand at different styles and top-notch processing. The cessation
of his artistic path has been a very regrettable event in the history
of Georgian modernist painting, because, in light of the foregoing,
we have every reason to argue that Dimitri Shevardnadze’s oeuvre
would have featured many more exciting works, having been in this
way definitive for the Georgian painting of that era and pivotal for the
next generation of artists. His seeming indecisiveness in some cases
is only indicative of his search and the shaping of his artistic style.
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And, unfortunately, we will never be able to discuss the ultimate
results of this search because of his decision to immerse fully in
public life at first and then his tragic demise in 1937.
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