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The present catalogue (Catalogue Raisonné) presents the oeuvre of Georgian painter Radish Tordia,
one of the important representatives of the Georgian generation of the 1960s. The catalogue includes
311 paintings and drawings produced by the artist at different times, which creates a continuous, 65-year
history of Radish Tordia’s creative development. Articles by art historians - Nino Khundadze and Nino
Chikhladze - analysis of the painter’s work, based on comparative research, are attached to the catalogue.
Illustrations of high resolution, specially enlarged details of paintings and articles as a whole make it
possible to present Radish Tordia’s work with all its clarity and charm, to define once again its importance

and special place in the history of Georgian art.
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In the world of painting, I have been greatly inspired by the twin ideas of spring and freedom.
Looking at the paintings of Radish Tordia, it felt like I was listening to an unhurried conversation
of the painter on the visionary moments of life, in the interrelation of painting and music, ex-
hibitions, museums, and people. The aesthetic melodiousness of Radish Tordia’s paintings, its
perceptive lyrical character and the outstanding mastery of painting in his creative environment
with various materials have left a deep impression on me. You see the artist’s vision develop
over his lifetime, showing you the objects of his interest, his attitude towards them, the master-
ful manner of narration in colours, how colour is manifested and acquires a firmness which
becomes the foundation for creation on his canvas. The most interesting is the continuous, con-
stant process of artistic search, which can be traced back to the portrait created in 1957 (8) in
his student years. Allusions to art of the past centuries and decades appear involuntarily, which

are perceptible in the interrelation of classical forms and their modern interpretation, as well as

amgmbgdo dmozdy
1962. oo, dgoa
140 x 160

Gitls on the Beach
1962. Oil on canvas
140 x 160

3mgmbol dmébpdgno. 1957
(o, dgoma. 60 x 50

Portrait of Gitl. 1957. Oil
on canvas. 60 x 50
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his individual painting method - conceptualized in a totally new manner - and stylistic peculiar-
ities, which lead an experience of reality from a totally different viewpoint than what has been
seen and experienced before. This is creation with its processes and themes continuously recur
with drastically different peculiarities of perception, details, constantly interesting, unexpected
foreshortenings, defining its originality.

The first creations of Radish Tordia’s work were produced at the beginning of an interest-
ing time in the 1960s, after the “Khrushchev Thaw”, which was a turning point in the reality
of the Soviet Union.

After the death of Stalin, the government of the Soviet Union, headed by N. Khrushcheyv,
decided that the most effective way for calming a confused public was to encourage a momen-
tary cessation of the campaign launched by Stalin’s regime against the “enemies of the people”
and to grant amnesties. The press covered information regarding the developments taking
place abroad in a new and freer manner. The possibility of minimal relations with foreign coun-
tries appeared. Foreign journalists actively received accreditation for work in the Soviet Union.
Most importantly, the process of rehabilitation of persons subject to repressions in the 1930s
was a big change. By the mediation of N. Khrushchev and A. Zhdanov’s resolutions on cultural
issues (ZKaamos 1952), a decision was undertaken to relax censorship on literary and artistic
works (e.g., the publication of One Day in the Life of Ivan Denisovich, the epoch-making work
by A. Solzhenitsyn). The importance of non-conformism, disagreement, and underground
art went unappreciated thus far. Ignoring the officially accepted doctrines was perceived as a
natural peculiarity of art, which was determined by relationships of infinitely changeable char-
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acter between the human being and his surrounding world. The hope for liberation of art from
imposed dogmas and free development of artistic creation grew stronger in the public’s mind.
Obviously, the new authorities of the Soviet Union neither wished nor were able to change the
Soviet system (Moaesa 1989: 24- 26). When they understood that similar, even illusory, decisions
were beginning to turn into the foundation of an ideological change (e.g., the Belutin Studio and
the Taganka Exhibition), war was again declared against “formalism”. Nevertheless, the tempo-
rary liberalization had a clear influence on the subsequent development of art, especially in the
peripheries of the Soviet Union.

At the end of the 1950s and beginning of the 1960s, a considerable part of artists of the
generation working in Georgia consciously and consecutively became liberated from the official
dogmas and requirements. An interesting process of artistic exploration started. They discov-
ered interesting forms of expression of inner freedom and adapted themselves to a certain ex-
tent to the existing reality. The uninterrupted national artistic tradition represented an excellent
foundation for a new way of thinking. Thus, the stereotype of the “ideal hero” established by
the Soviet regime in the 1930s-50s was smoothly and covertly replaced by the calm, immediate,
natural mood of artistic speech and the “human man”.

Exactly at that time, in 1962, Tordia graduated from the Academy of Arts with his culmi-
nating project entitled Girls on the Beach (8). It is a work of monumental character, evoking a
feeling of carefree youthfulness and freedom. The interpretation of compositional structure,
together with a special interest in the possibilities of colour and light, are expressive of the aspi-
rations of that period. In due time, Tordia would become a much bolder experimenter making
use of several variations upon the theme, and in doing so, he found a more personalized voice.
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In the early stages of his work, Tordia pursued a traditional and uniquely nationalist art, as
was common at the time. He resorted to the compositional, decorative, colour, rhythmic and
linear-plastic principles characteristic of Georgian art in the Middle Ages. He also used themes
borrowed from 19th-20th centuries and folk art, where the focus was on self-expression and
individual interpretation. The focus was on creation of a metaphoric image. As he gained the-
matic and stylistic experience, it led his creative thought towards new forms of generalization.
Tordia began to create a whole collection of paintings in various genres: still-life, portraiture
and multi-figured compositions of epic character. In these we encounter a modern interpreta-
tion of an archaic form, though one that is conceptualized differently in each case.

In the paintings produced during the first half of the 1960s, Radish Tordia’s interest in the
philosophy of Post-Impressionist painting and its method is obvious. The painter perceives the
world from the viewpoint of eternity and creates its painterly embodiment. Modelling with col-
our —which is the “constructing” of form through application of colour — is the main character-

bogygédmbo. 1964. homom,
3900.60 x 53

Still Life. 1964. Oil on
canvas. 60 x 53

bomddmbho bmooboo. 1964
dgom, dgoa. 49 x 60

Still Life with Pounder. 1964
Oil on cardboard. 49 x 60
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istic of Tordia’s artistic thought. Paul Cézanne’s influence, which to a certain extent appears in his
early still lives (11), transforms within Tordia over time to become an individual stylistic feature.

The 1966 painting Portrait of Artist’s Mother (13) is especially impressive. The organic syn-
theses of various methods such as (a.) the extreme generalization of form, (b.) sharp linear
plasticity, (c.) use of colour as the best means of compositional structure and “sculpting” — i.e.
using colour itself as a metaphor — renders the painter’s emotion and attitude expertly. Monu-
mentalism is achieved by the woman’s posture: the uniform shape of the body set in a rectangle,
and the firm expression of the face, roughly modelled by the alternation of line and tone. It adds
significance to the artistic image of the mother. It reflects its infinite inner strength, associated
with the sculptures of Egyptian pharaohs intended for the Heb Sed ritual. The representation
of a solid wall built of cobblestones, which is created by the tonal alternation of colours applied
skillfully with a palette knife, makes the firmness of the woman’s character more expressive.
Moreover, this is a metaphorical image of the mother as the foundation of the universe. In the
characterization of the image, the artist goes deeper and resorts to a bold detail for that period —
the depiction of a flat, circular-shape on the wall behind the woman’s head. This represents the
halo equated with the sun, the symbol of purity, eternal rotation, and life, the embodiment of
which is the mother for the artist.

Another significant accent is the representation of the hands in the gesture of supplication.
Its direction defines the direction of the viewer’s eye. From the hands, the eye at first perceives
the clay vessels of various shapes followed by the quadrangular orange and wine-coloured patch
bordered by purple and gray. The colour treatment, defining its dynamism, evokes an associa-
tion of fermentation of white and red wine, and finally the circle is closed by means of a dark
wine-coloured flat bowl at the woman’s figure.

©goob Sobhdghoe. 1966
Howm, dgoa. 172 x 126

Portrait of Artist’s Mother
1966. Oil on canvas
172x 126





