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Snfﬁ bdgMmbgamalis 396, baws dngmn msgabn s63nba-
g0 gmadMgdoa bamimganagds babgadm dmbsnimmo
395dmbobgmqgds — mdfﬁmb mbdy bomdmhgbomn &3qbdg
doamdo Agomgmn ©dFMmobdBmdgmn Bmagatsbagmmby-
0o mfbag dbofgb. dstmomns, @sdMab «mbsMdsbat bog-
M3gdn od draboozob BoMamdn bazdeme d3nfgs (120 82),
doaM3d 030 533530 63GMBMAL nbGgtingtda — addmbobuy-
@020 db0dzbgmmaabgdnm, dmbanzmmn 3964900b 3bab-
3°Mgd0m, ggMmo gadmMhgmmn gmgMapmdaon — (mMds
d9jo-Mxo, brgabegmn-363569, mdamma mamaboggmn,
Mdm ©d 39@Ebmn), ©sdmmmb, 0d bamogha dqbdam,
Mmdgmog mongmb bg3nesd aspdmeab (bgm. 2). sdo-
Gm3d3 9 dmda03dL @odMnb dnMem dmbadmmmdada
300b3390Mg0mma Mmmo 436g39036989. agmomab dmbe-

1 gofoxmab bmggds, §. |, 0., 1965, a3. 329.
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Gelati Monastery is one of the most significant monu-
ments in the history of medieval Georgian culture. King Davit
Aghmashenebeli (David the Builder) determined the extraordi-
nary role of the monastery established by himself in the politi-
cal, spiritual and creative life of the country. Throughout the
centuries, Gelati was the focus of attention and subject of care
of Georgian kings and rulers, as well as the country’s ecclesi-
astic authorities. Piety towards Gelati was an inherent part of
every Georgian heart.

The location of Gelati Monastery is “at a place brilliant and
without vice”'. The harmonious unity of its architectural en-
semble and variety of surviving wall paintings of past epochs,
create a profound impression to the viewer. The inner space
of the magnificent and lavishly lighted main building of the
monastery, the Church of the Nativity, and particularly the bril-
liance of the mosaic adorning the conch of the apse are strik-
ingly impressive (ill. 1).

Upon entering the church from the west, the viewer’s glance
is directed fo the sanctuary, which is adored with a fesfive
mosaic featuring a standing Virgin and Child, flanked by the
Archangels on both sides against a golden background, shin-
ing with unearthly radiance. Although the area (120 m? en-
closed by this mosaic is very small in comparison to the vast
space of the church, it clearly dominates the interior due fo
the significance of its images, brilliance of mosaic cubes, dis-

finguished colour brightness (deep dark blue, marine-green,

warm lilac, gold and silver) and certainly its spiritual force,
which seems to be a gift from heaven (ill. 2). This makes the
mosaic a vital part of the rich adornment of the church.

The emotional response of the mosaic must have been even
stronger during liturgical services. Ritvals were no doubt
.enhanced and enriched by it - paired with the magnificent
Khakhuli triptych housed in this church (ill. 4). Remarkable for
its magnificence and effusing an enigmatic hmnkhng r: i
mosaic “competed” with the rich glittering gold *
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1 Kortlis Tskhovreba (Georgian Chronicles), vol.1, Toilisi, 1929, P- 9<:



030b gdmonmn smgds, YogmE, jogs YRM™ dmogMn
0gm @odMnb abBgmngMdn dndwnbamy bamdmmabdbabmmm
0@ 7mab Mmb. 53 bagzmgbom (39693mbasemb LEmM 9
qb dmB3n3s @, Nbws B3Mdmanmanbma g dbzbgdumn
700 ynbzamabn babmmal 396900 adbbaznmmgdam bnd-
ML 3 bomadsdgb 335893 (L. 4). Enwgdmo
0fMbynbzamgdnm asdmmhigmman dmdan3d, Mmdgmng mdzn-
Lo o@9damgdom dmEmmo dmzad3ndy bsmgdom mnmdmb
2JR00M98" babmemab bysgab mgMmbs ©d 3nbsbgFmumo
bormgds396nb donEMm YeogMaEmosb, 3Mgbigdn, x3sM-
bo@gd0 s bLbgs dgnfggebo bagmgdo, dmgogmdbobydas
doaMn 39badmbgmn — y3gmangmn RsdnMmmemo «933Mmagn
bngdmn babaomal (300380, Mabag 9dsBgds bomzatn
dmogombdnsbn bagsmmmdmgdn — 4dbab bymagfn sdsmeng-
00bd 5 dmdoxMgbab adddsaMgdum 5GdmbagMmmb. Gyno-
O 3M 84MAg3000 60 BbGNgmgdl sbgmn ad@s3gd0c dm-
0030, 84995 bo939969900b JoMornm §odFMgddn ndz00ma
04 39639300 AbdB36mMAnb 53 babgmdsb s nbnz dgdmbs-
bymb 3M33d5b@mer s dbmmmu agmomnb dmbon 3ol
393b dgMhgbomo mdgwadnfggmo bobol donsbmds. ngo
~ 0d0od3 5M0b addmMAgmn, MM3 ddmamo doddzMemmo
__m0ofbgdgdomss smdggonmo.
ey
dvbgdMngnd, agmomab dmbon3dd oo bsbns dong;zns
033939005 yateregds. x9M ogy bogmmody gmbes-
3m33d> @M dob Lomsbspm sanmo mdgab gMzge
b33Mmadn, bas(s 93@mMn gbgds Agnmagon mdMamnbddmo-
@b 03mbmgMagamo §n3gdnb 3mabngnzsEnsb.? 9o mad
gm0l dmbsngab dg3bogHemo Fgbbagmes JoMmmzgmads
b3g3namab@gods omdggb. domgs 8d0Mobodznmo ©g@o-
@M@ gobabnmagh 53 dmbonsb, asdmaymal dab dofMo-
oo bEomobdam ©d n3mbmamsganm 6036g93b, Bscam
Bg30b903b 5dmaal 3ob. b0 goMbamady 30 agmsmnal
36b53dmabawdn dndmgboem a363>bmysgdgm bsdMmmddo,
36300590b @5 8ob doge dMg3q addmagdm dmbsbAg-
090b, ndmgad 3 dmDangab NBMM mo3mbym wabobosog-
sl d6nd369mmgsbn 043963000 ©d (39e3gmmo Sbogmo
©533063909%000.° MMn3g d33mgzafn ghor db3365dwg

2 H.N. Koxnaxos, UkoHorpadius Boromarepw, Il, Metporpaa. 1915, a3. 143, 144,
A :

3 W A Amupadawsunn, VCTOpUA rpy3NHCKON MOHYMEHTANLHON HMBONMCH,

|, Tonnucw, 1957, ag. 115-125, 129-133; 9. sdomsbadgnemo, dofaorgemo
bgemmaBadob abdmos, cdnmmobo, 1961, a3. 272-274; W. 5. Awwpa:

Halwe1ny, YIcTopua rpyaukcroro uckyccea, Mockea, 1963, a3. 217, 218; o.

et Gebng, Bog: gyon. ot dobng,
atqb3900. m0., 1982, a3. 9-11, 19-21; T. B. Bupcanaaae. ®paruerte! apesHei

dhpeckoBoit pocnc rnaeHoro Menatckoro xpama ,Jofornmo bgemmabads',
5, ., 1959, a3. 165, 202, 203; T. Bupcananze, OcHosHbie 3Tankl pasenThs

PY3HHCKO/ CpEAHeBeroBON Ausonick, Il MexayHapoaHsIit CHMNOSiyM No rpy-
3MHCKOMY HCKYCCTBY, mb 19?? a3. l6-17.

enamel of the Khmkhuh Icon, along with the frescoes; crosses;:
icons and ofher valuable items, including the chatoyant af-
tire of the priests — these all diverged in the flickering light
of candles. These visuals, when added to the amazing poly-
phonic hymns performed in the mass, created an atmosphere
of spiritual ascension. The Byzantines had a reason fo choose
mosaics as their favourite mode of expression. The number of
mosaics adorning medieval Georgian churches is very lim-
ited and those which have survived are in fragments. It is only
the mosaic at Gelati which has preserved its original integrity.
Another feature that makes this parficular mosaic so unique,
is its high artistic value.

It should not be surprising that Gelati became the subject-
matter of scholarly attention long ago. Nikodim Kondakov
regarded it significantly in his extensive research concerning
the classification of the iconographic types of the Virgin with
Child?, yet it was Georgian specialists who initiafed the schol-
arly study of the Gelati mosaic.

Shalva Amiranashvili conducted a deiu%!a:ﬂ study, i which he
identified maijor stylistic and iconographic
high opinion of the mosaic. In her genernl resemrcn decucmeu

to Gelati Monastery, Tinatin Virsaladze, deve
expressed by herself earlier, described ihe MOSaiC more lnc::rm
cally, by emphasizing certain aspects and previdins aw obser-

vations®. Both scholars considered the bwr. mosaic a masfer-
piece of the first half of the 12" century and 1 Gl prin-
ciples are related fo Byzantine art; however, ihey also e

some of the stylistic features of the mosaic suggest its aftinity with
the Georgian painting school. A briet description is provided in
my research concerning mosaics preserved i J
the issues related to the restoration of this particular piece of
art are addressed in the reports made by Karlo Bakuradze and

2 N. P Kondakov, lkonografiya Bogomateri (lconogrepiiy or ginj, |,
Petrograd, 1915, pp. 143, 144, pl. 64.

3 Sh. Amiranashvili, Istoriya gruzinskoi monumentainoi zhimp:sr (History of
Georgian Monumental Painting), |, Thilisi, 1957, pp.115-125, 129-133;
Sh. Amiranashvili, Kortuli khelovnebis istoriya (History of Gec:rgrnn Arts)
Thilisi, 1961, pp. 272-274; Sh. Amiranashvili, Istoriya gr.zi -
va (History of Georgion Ars), Moscow, 1963, p. 217 2|=E$, I. Virsaladze,
Mosaics in: Gelafi. Architechtura. Mozaica. Preskebi (Gelati. Architecture.
Mosoaic. Frescoes),Tb., 1982, pp. 9-11, 19-21; T. B. Virsaladze, Fragmenty
drevnei freskovoi rospisi glovnogo Gelotskogo khrama (Fragments of Old
Frescoes of the Main Church of Gelati), Ars Georgica, 5, Tb., 1959, pp.
165,202, 203; T. Virsaladze, Osnovnye etapy rozvitia gruzinskoi sredneve-
kovoi zhivopisi (Main Stages in the Development of the Medieval Georgion
Painting), 2 infernational symposium on Georgian arls, Tb., 1977, pp.16-
17.

4 |. Khouskivadzé, les mosaiques anfiques et médiévaux de lo Géorgie,
AAMITHAQN, vol.1, AeHNA, 2003, pp. 426-429, fig. 5. K. Bakuradze, L.
Khuskivadze, Gelatis mozaikis restavratsia (Geloti Mosaic Restoration), Sci-
enlific Series of the G. Chubinashvili Institute of Georgian Art History of the
Georgian Academy of Sciences, work plan and theses, Tb., 1993, pp.26-27.
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3@By0b35mgd00 3a8m@Rgmmo 8303, mIgenn(3 930"
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bamgda3980b donMnm JmgMormosb, @mgbzgdo, R 3507-
boggdn o bbgs dgofasbo bagmgoo, dm3gmdbabados
Bon@dMn Bgbadmbgmo — yggmeggfn RadoMgemo 190M530
3bngdaemn bobarmab (309330, M3bdg 9do@gds bamzato
dtsgombdnsbo bogammdmgdn — gdbab bgenogMn sdoeemy-
3abs s 5dogMgbab gaddogmgdunm s@dmbggmmb. Gyqo-
a0 56 8BR300 30 DBGgmgdb sbgmn 3o@ (39800 dm-
Bongs. 395 bamzb993nlb Jomarnm @odMgddo ndgnsmow
o Agbaegdn0 dbG3Mmdab 93 babgmdsl @ abn(z 3gdmbe-
byl 36103996 mmom o dbmemE ggmamal dmBdan3db
293b Bgehgbomn msgwadatggmo babal dmmosbmds. ngo
00003 oMb adsdmMAgmmo, Mmd dsmsmo dbs@gmeo
ﬂgﬁbgb{]&nmab S0OJFNMO.
6169660309, ggmomnl dmdsangsd Eowo bobod doogznd
d33mg3o6me gaharmgds. RgM 30093 bogmeady gmbee-
30305 dadm dob bomsbsm dwanma magal gMgm
658Mm3ddn, bas( d3@mMn 98903 fignmgoo mdmmnld dmd-
mab 03mbmaMdg0mo Gndgdab 3mabngn3snsl.? doamad
agmacmnb dmdangab dgbogamo dgbbsgms Jofaggemds
L3gEnomabBgdds nmdggb. doemgs ddnfobsdgomo ©g@e-
s 3obnbamagh 53 3mbongsb, godm3ymal dab dofo-
0@ bEomabEam ©d 03mbmaMoganm 6036gdb, dsmsm
dgxobgdsls 3dmaals 3sb. 0063006 gofbamady 30 ggemsmob
36b53dmabsdn dndmgbom as635bmgegdgm bodMmddo,
3B30m5690b G ol dng SMg39 308magdmem dmbobg-
6900, 0dmg3s 33 3mDangab MatIm oMb obsbosmg-

d3b 9b0Bzbgmm3dbn og(396@9300 ©d (3om3gM@a OO
(0333003989000.° mfngg d33mg3afin 9o ©ob33bdwg

2 H. Konnaros, kororpadpua Borowarepy, Il. fleTporpan, 1915, a3. 143, 144,

L. b4.
3 U A Amwpanawennn, VCTOpWA rpy3vHCKOR MOHYMEHTanbHOW HWBOnucH,

|, Tounuew, 1957, a3. 116-125, 129-133; 9. SdnMsbadgnmmn, Foromemo
bmmabdob cbdmens, odomabo, 1961, 3. 272-274; LWL 5. Avmpa-
Hawenw, VIcTopua rpy3urckoro mckycctea, Mociea, 1963, ag. 217, 218; o,
30fbomady, dmbongs, B0pbBdn: agmacn. Sdo@gddmms. dmbsngs.
- gfb3900. 0., 1982, a3. 9-11, 19-21; T. 5. Bupcananae. dparmenTsl apestel
(pPecKoBO poCAMCH [NaBHOrO Menatckoro xpama ,Jstomo bammabads',

S, 1959, 33. 165, 202, 203; T. Bupcananse, Ocrosbie aTans| passuThs
IPy3uHCrOW CpeaHeseroBon xmsonme, || MerayHapoaHbIi CUMnNoanym no rpy-
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enamel of the Khakhuli Icon, along with the trescoes, crngé';,
icons and other valuable items, including the chatayant-qt-

tire of the priests — these all diverged in the flickéﬁﬁg'hgﬁf :
of candles. These visuals, when added to the amazing poly-
phonic hymns pertormed in the mass, created an atmosphere
of spiritual ascension. The Byzantines had a reason to choose
mosaics as their favourite mode of expression. The number of
mosaics adorning medieval Georgian churches is very |im-
ited and those which have survived are in fragments. It is only
the mosaic at Gelati which has preserved its original infegrity.
Another feature that makes this particular mosaic so unique,
is its high artistic value.

It should not be surprising that Gelati became the subiject-
matter of scholarly attention long ago. Nikodim Kondakov
regarded it significantly in his extensive research concerning
the classification of the iconographic #1225 of the Virgin with
Child?, yet it was Georgian specialists whe i - the schol-
arly study of the Gelati mosaic.
Shalva Amiranashvili conducted -
identified maijor stylistic and icono:i s and i<
high opinion of the mosaic. In her general research dedicaied
to Gelati Monastery, Tinatin Virsaluczc, wevcioping the o
expressed by herset earlier, described the mosaic more laconi-
cally, by emphasizii; co?
vations®. Both scholars considered irie Gelati mosaic a master-
piece of the first half of the 27 .« #:~ and that its generai piiis
ciples are related 1o Byzantine art; however, they also rc <
some of the stylistic features of the mosaic suggest its affinity with
the Georgian painting schoc!. A brief drscription is provided in
my research concerning MOSAICs | Lseorgia’, wiid
the issues related to the restoration of this particular piece of
art are addressed in the reports made by Karlo Bakuradze and
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2 N. P Kondakov, lkonografiya Bogoma:
Petrograd, 1915, pp. 143, 144, pl. 64.

3 Sh. Amiranashvili, Istoriya gruzinskoi monumentalnoi zhivopisi (History of
Georgion Monumental Painting), |, Thilisi, 1957, pp.115-125, 129-133;
Sh. Amiranashvili, Kartuli khelovnebis istoriya (History of Georgion Arts),
Thilisi, 1961, pp. 272-274; Sh. Amiranashvili, Istoriva aruzine Goe iskussi-

va (History of Georgian Ars), Moscow, 1963, p. £1/,£18; L. Virsaladze,
Mosaics in: Gelati. Archifechtura. Mozaica. Preskebi (Gelofi. Architecture.
Mosaic. Frescoes),Tb., 1982, pp. 9-11, 19-21; T. B. Virsaladze, Fragmenty
drevnei freskovoi rospisi glavnogo Gelatskogo khroma (Fragments of Old
Frescoes of the Main Church of Gelati), Ars Georgica, Tb., 1959, pp.
165, 202, 203; T. Virsaladze, Osnovnye etopy rozvifia gruzinskoi sredneve-
kovoi zhivopisi (Main Stages in the Development of the Medieval Georgion
Painting), 2* international symposium on Georgion arls, Tb., 1977, pp.106-
17.

4 L Khouskivadzé, Les mosaiques anliques et médiévaux de lo Géorgie,
AAMIHAON, vol.1, AGHNA, 2003, pp. 426-429, fig. 5. K. Bokuradze, L.
Khuskivadze, Gelatis mozaikis restavrotsia (Gelati Mosaic Restoration), Sci-
entific Series of the G. Chubinashvili Insfitute of Georgian Art History of the
Georgian Academy of Sciences, work plan and theses, Tb., 1993, pp.26-27.
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ﬂn(gnbfagc;?amnb dmBongs Xl bagzmb6ab doMmzggmo babgs-
cob 8mBaba3g dgamnd, Gmdgmoi dmasmn 3MnbEadgdom
30Dsb6B 0 bemmzgbdab 1303806939, brmm dageo Mo~
a0 bgomab@ Mo bndboon — Jomorge dboB3mdab. -
200l dm3030b dmgmg @ababoomgdss dm(39dvnemo hgdb

658mm3dn, (mdgendng dndmboememns bdgsfmggemmb @g-
Godm@nsDg gdmmhgboemn 3mbonggdn; bmem o3 6Bo-

dmgdalb MybBogMsEnab boznmbgdl 3ofenm do3mMadgd o
39 (39m39 dmbbgbgdo dngymdemggboon.

agaoonb dmboognmo dboGzmmads Ebma d3zmgaamas
6336m3338n(355 dmbbgbagdmemn (3. mdDdoMg30, M. ©9dY-
bo, ©. 396030, 9. @ogmMbBgb-mdmbo, @. ggmdsblo, y.

mRgho).’
ddm3d 5dnMbdz0mnbs @O Mmnbomnb gofMbomadab 33emg-

398L ggmomnl dmDdangab dgbobgd moogmb ggz ggMe-
5396b 3Abgdaob 3935893 35(30. 35333 33 ImBonab dm-
mm bbb Rogomgdumds Mgb@ozmaEnsd 33ma3 assm3ngs
SbemgdaMo ©3bobmmn  gsdmbobmemagdal  dbo@zMums
350DM780b 3, o1 abgdagm, gobi3nb byMgaemo. gb nym
dndgn agemdmnb dmban 3ol sbsemn dmbmaMognmemo asbbogm-
30bsmgab. batgb®sgmszam badedsmgdolb habo@oMmgomam
33909mads bamahmgdds JoMmmggen d33mg3afa dmbangnl
Sbemm dmboemgalb dgbodmgdmmds dabzs. gbss badwgomo
LabBanmo! ngn gogsmgdl Monma §ggbozab goMEgm-
Bgmo mbGogmdom, ggMsEmzsbo magab J09MIEMO0D,
Bgdmogmbgdvyemn babggdab boMdnmom ©d bozbmzggmoa.
4390m@b gL addmbabmmgdgdn dg3Mo NRM™ d333M0
habb. badsgngmme ggsb dg@om dgngMdbmds dmmnsbo
3033m dn(300b dmbdgbGmMmds, BoanMsms jgmne dmdo-
@960 E0EIE7mIdd ©d dm(3nd(30dg, Mmoagmb » 09304690
39400 dmazgbormn addmbsbmmgdgdol gobigmogmgdamo,
&3bb39600968uM0 babosomo.

— a9momnb dmbonzab 30Mgsbmgmo bsboo segdsb po©sE
3996 4m bgemo dobds 43063b369mmds Mgb@ogmsnsd. (s
dmban3ab bz nma dormnsbmds BmMo dsbdnemogsb do-
gm9dmabmgal oMz 45306 gmagnms MMz Mo, MHmEg-

4 L. Khouskivadze, Les mosaiques antiques et medievaux de la Géorgie.
AAMITHAQN, 8.1, AGHNA, 2003, a3. 426-429, byg. 9; 3. b33Mady,
m. bybgogedy, agmocab dmdongeb Fgbdog@aes, bygsMangemmb
B tanbocm sg5x0gant 3. FrydobaBgomol bb. oo bgregbdoly
ob@mmnab aBgndmdob XXIX badgsbogam bgbos, ddsmdab agads

03 3mbbgbgdsc cgbnlsgdn, ., 1993, a3. 26-27.
5 B, H. Nlazapes. Victopua eu3aHTuiickon xueonuck, |, M. 1947, as. 134 B. H

' MNazapes. VICTOpUA BU3aHTHiCKOA xvBonuck, M., 1986. 33. 106 O. Demus, The

Mosaics of Norman Sicily. London, 1949, as. 391 D. Mouriki. The Formative
Role of Byzantine art on the Aristic Style of the Cullural Neighbor of Byzantium.
~ Reflexions of Conslantinopolitan Styles in Georgian Monumental Painting. Aklen

der XVI Internationalen Byzanlinislen Kongress, I. 2, Wien, 1981, g3. 737, 738
J. Lafontaine-Dosogne, Histoire de I'art byzantin et chrétien d'Orient. Louvain-

la-Neuve, 1987. ag3. 157 T. Velmans, A. Alpago Novello, Miroir de l'nvisible.
Peinlures murales el archilecture de la Georgie (VI*-XV's), Milano, 1996, a3.
. 90 @. 1314 J. Lowden Early Chistian and Byzanline Art, Phaidon, 2001,
S, - 23 3%4A Alibegasvili, V. Beridze, A. Voiskaja, L. Xuskivadze, | Tesori della
S Georgia, Milano. 1984, 33. 8.

/ .,.-":

myself. The Gelati mosaic paintings are also mEHimnﬂd in t[ﬂ/
works of foreign researchers (V. Lazarev, O. Demus, D. Mouriki -
J. Lafontaine-Dosogne, T. Velmans, J. Lowden)>.

It is difficult to provide any additions to the studies carried
out by Shalva Amiranashvili and Tinatin Virsaladze regarding
the Gelati mosaic. Nevertheless, the recent restoration of the
mosaic has revived inferest in the artistic freatment and per-
ception of the images, now viewed in a new light - it has even
stimulated a new monograph on this theme.

The scaffolding erected for restoration allowed Georgian
scholars to take a closer look at the mosaic images and what
they saw was truly miraculous. The images enchant an ordi-
nary observer with their virtuous use of advanced techniques,
the brightness of colourful patches, along with the softness
and vividness of the inspired faces. When viewed from the
floor the images appear quite austere, however, the monu-
mental character of the entire composition - ihe noble dignity
of the figures, the spmtuul trnnscendenml chmrcx er of the

glimmering images (as if en[]” ved with heavenly light), are
much better perceived trom up clo
The recent restoration has rendered an enhanced ~otential of

appreciating the original images, even though the mosaic had
not lacked arfistic uni®y when viewed from a distance, considering
the poor quality of ied out before. The 16™ cen-
tury restoration inclue:
of the lower part of the figu:

nlastering ihe loosened mosaic cubes
“am above, imitating the fresco

technique. In the 19" century, the leii cheekbone of e Virgin's
face was covered with oil paint fo prc::-iect it from rainwater +ich
drained from the damaged vault ahave. Traces of paint were also
visible on the right cheek, throat ciis 2 of St Mary. Al

these portions have now been cleuned and re-arranged.

The continuous blasts at the Motsameta quarry located near
Gelati, which began in the late 1970's, have seriously endan-
gered the entire monastery, including its mosaic’. The general
public reaction and of specialists in parficular, yielded a posi-
tive result and the blasts were suspended. Nevertheless, the

5 V. N. Lazarev, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painting],
|, M., 1947, p. 134; V. N. Lozarey, Istoriya vizantiiskoi zhivopisi (History of
Byzantine Painting), M., 1986, p. 106; O. Demus, The Mosaics of Norman
Sicily, London, 1949, p. 391; D. Mouriki, The Formative Role of Byzantine
Art on the Adistic Style of the Cultural Neighbor of Byzantium. Reflexions of
Constantinopolitan Styles in Georgion Monumental Painting; Akten der XVI
Internationalen Byzantinisten Kongress, |, 2, Wien, 1981, pp. 737,738; J.
Lofontaine-Dosogne, Histoire de I‘art byzantin et chrétien d'Orient, Lou-
vain-lo-Neuve, 1987, p. 157; T. Velmans, A. Alpago Novello, Miroir de
Iinvisible. Peintures murales et architecture de lo Géorgie (VI*-XV* s), Mi-
lano, 1996, p. 90, pls. 13-14; J. Lowden, Early Christian and Byzanfine
Art, Phaidon, 2001, p. 354; G. Alibegasvili, V. Beridze. A. Volskaja, L.
Xuskivadze, | Tesori dello Georgia, Milano, 1984, p.81.

6 Sh. Amiranashvili, Istoriya gruzinskoi monumentalnoi zhivopisi (Hisfory of
Georgion Monumental Painting), pp. 117, 118; Gelati. Architectura. Mo-
zaica. Preskebi (Gelati. Architecture. Mosaic. Frescoes), p. 13.

7 N. Ghvinepadze, ... Aghashena Aghmoshenebelman! (...Built by the Build-
er), the newspaper Komunisti, January 1, 1988.
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By, B ‘mr‘lr‘:‘nu 39dmnf1 339, EIMM394Em0 Ymanms 8-
wmy dmmob 393d0Mag,° dmog-smaa Addm(zzabamo
Ho031M0 396d980. dmDdan3s ©NYM3bgdmng dmom-
br': ©d Wdagmg&ab ©5 5304bofMgdsL. 1984 Bgmb dgdomdob
“drmcgaa 3006 b3gEoamnbGm XATBO oMM dd37Ms-
1969mmdom, Mmdmab 6930960 ny3696 3MOE0-
7 baagbady, gromady aomeigady, byfam amiatiady,
d9bm aﬂgﬂancgn domgd Mgb3nadzoma, bmemm dmem
98937 — dbamaddMes dbaBzaMn Babs dgaMgmnadznemo.
baemmgbgdab ab@mmnzmbob 9398 9Mnbg dMngammaal abo-
(30980300 093mbrmd30003b bd 3MbLeymEd3omME© dmb 39mm
0g6s 83 bagdab 36mdnemn bdgnamab@n dommmMag dgonho.
dob odab@amo agmomab dmbanzalb a3dagMgdab d4(3n-
™mgOmmAd ©d dbndbs, Mmd dbasgbn gomaMgds ymanems
1539690 Lob-gadamgbs s Mmgbammbazab 6. gomManl 3o-
EDQQHH, LOEI(3 Hm%anda domndba hadmbbbgb 39mnwsb
©5 399093 333 35dd3Mgb Md30b Sgnmab.
39Mmm 65399M3d9d dndsms dmDdanzab godbsgnalb me-

63d90Mm39, FMOME  333MEImgdgm  dgomeb, 9.b.

6 WA Avupadawsnnu, VCTopua rpyanHcKon MOHYMEHTanNbHON JKMBONKMCH, a3
117, 118; agmomo. 31908998160, dmdon 39 gMgb3gdo. as. 10,20.

7 6. @gbggsedy, .--00003965 500d589693qmB6!” asbgon ,3mdmbaba’, |
0363560, 1988.

8 mwmb dmba0geb sbarmn biyma BonvdgMagb”, gdd. ,boma badoar
33@[*1 Neid, 30 Emgﬂ?.aaﬁ)n 1990.

y
mosaic had already been in a critical stafe. SR
A restorer of the highest category, Karlo Bakuradze, of the
Central Department of Protection of Georgia’s Historic and
Cultural Monuments, raised alert. He promptly noted the
danger facing this brilliant mosaic; “Eighty-five percent of the
mosaic was nearly detached from the wall. Furthermore, it
appeared that the bonding between the plastering layers was
damaged”é. Mosaic cubes had fallen off in several places;
the entire mosaic was in severe need of reinforcement and
conservation. A team of specialists, led by Karlo Bakuradze,
with Vladimer Gurgenadze, Vladimer Giorgadze, Sergo
Gotsiridze, Beso Gulashvili, Shalva Rekhviashvili, and later
ioined by the artist Zaza Megrelishvili, undertook the work in
1984. On the initiative of art historian Ekaterine Privalova,
Milorad Medici, a renowned expert in this field, was invited
from Yugoslavia to provide consultation. Having confirmed
the need for reinforcement, he referred to Ravenna’s San
Vitale and Thessalonica’s St George Chapel, where the same
problem had been resolved by removing the mosaic and re-
attaching it to its original location.

Karlo Bakuradze applied a widely used contemporary method
of clamping’ (ill. 3). A clamp proposed by him is a medium-
size brass axis terminating in a cross-shaped copper plate,
with the axis being 6-7cm long, and the copper plate 2mm
thick. Milorad Medici, who had restored a large number of
ancient valuable mosaics, highly appreciated this method
used by the Georgian restorer and even noted the advan-
tage of clamps due to their small size. A clomp detail, fixed to
the mosaic through a screw, is coloured and matched to the
mosaic surface to make it less discernible against the general
background. It was only at the full lap of the Virgin's dress and
part of her halo, in addition to places were the plastering was
fragmented (dead and dried lime), that the restorers applied
another method, which entailed piece by piece removal of the
mosaic and its re-attachment to the original location.
The restoration involved three types of work: i) mosaic fixation;
i) filling in lacunas and correcting certain segments; iii) clean-
ing the dirty surtace. Conservation included repairing large
surfaces (where the mosaic ground layers were detached from
the wall) and separate cubes which had fallen-off. Filling in la-
cunas and correction were performed only at those segments
which are easier to work on (e.g. plain backgrounds, halos or
separate rows of feathers of the Angels' wings). A detail, such
as the left cheekbone of the Virgin, which was to be executed

8 Gelotis mozaikas akhali suli shtaberes (Gelati Mosaic Given a New Life),
the newspaper Akhali Sakartvelo, N¢15, November 30, 1990.

9 | recollect Mr. Karlo Bakuradze with deep gratitude. His comments and
observations, which have helped me greatly in conducting my study, have
found reflection in the present research. K. Bakuradze, L. Khuskivadze, Ge-
latis mosaicis restavratsia (Gelati Mosaic Restoration), pp. 26-27. 4




" W
e - A, "\-..'-"
e 5 T
A R
-

3 LR 3, ST
i Pl L et o P s
.|lrl:- :‘-r..- -I'-|' ."I, 1 "?: '.: '.:11:,'.}25
e -'..:I-,_ s R S e

y i
mer A T N A
sy '-jﬁ__. a,:-f?': g

.
S

Sy i et "a._ 3
" R, «-‘%ﬁ A T -
b 3MBINISN{ 11265 m“n]f:-uauﬁmm-"% | A,

SATC43125.1330]. GENERAL VIEW %4, % S, S L
o A R s IO el L e e L=

o R Ty e i Ly i =
: F.L‘*‘Jl‘:!u Y e g g W pe e o




23modg6gdab” 33dmynbgdnm (by. 3).° 3ob dngth dgdm-
mo30Dgd7n 3madgMn Bomdmooanbl mnmdmnb mgmdu,
Fmdgemn(g EOAMEMIOYE0 ®36mmn gm@dob b3ngmgbdal
B0fhRGNN, ©d MOENY by ©nEns — dobo @gfdab bog-
(dg wfab 6-7 bd, brener bdoengbdob ogzn@b bobdg
2 83. doermfoe 8g00hds, Mmdgebs dggero dmboogal
dogamn 3sdmmRgamo bodndn svEaghos, dsmso dy-
33bg35 Bobgd Jotmggmmo MbGagM@mMab dgomeb ©d
agmoonb  dmBangabsogab  aodmygbgdnee  3eadgMgonl
m30mo@gbmdas 3o sxbndbs dsmn BgaMgdom oMy Bm-
8930b 393m. dmDsngob DgdmEsh bfsbbno adsamMgdero
33560l g@ormn dggzgMnmns s abgd doboswsggdeo
dmBangnb dgwadnMb, Mmd dbmmEaba3 3o oM aoboMhgso
bagMom gmbabagsb. ©d dbmemme gMo dgdmbggzodn, Lo-
©53 03600b3d8mdmab 3580b dargmo 39mms ©d bbommd-
603 dobn doMd30bw@0 dm(30mgovmo 0ym 3gegemb, brgmm
Jgmgbommds s3maeo (300 3330560 s 3o%3b309M0%-
ma), BgbBzMIGMMgdds dndomangl 3mblgMgoznal bbgs
dgomeb — dsar Rsdmblbgl bobom-bsbom gb dmbo3ggmgon
©> 39993 nbgg m330b Sanm by ddMYbL.
9bGd3M3300b doMomawn dnbbgdo bado Mogab bdndamb
Ro@omgdal dmnambmgma: 1. dmBangab ggogboosh, 2. moza-
6900l F93bg3sb s (33mzggen 63Bamgdob dgbbmmgds,
3. godnbdamgdamn Bgsdnmob a06dgbdb. gogbazns
03930 MmamM3 oo dgrsdafgdab (ag30 dmbdoo-
30b 368 0b 896930 3gmgmb agm dmdmMgdama), sbggg
(33m3gmo 3dmggbaemo 396¢9d0b ©doaMgdL. m3-
Bgdab 393935 o 3mMgg@atigds dbmemme 0d 6aBnemgdl
B99bm, MMBmgdn( b33emgodE Margmns dgbsbMgmgdemom
(853., Lsd g3mbgdab, BoMogsbrgdal b dbagmmdmd
gfmgd0l dddnmgdnb (3drmggam Moab). 93539 @MML,
obgon gBOmgd0, MAmamMn3ss 3MHc0L8dmdenalb dst-
(3bgbo y3Mndoemo, BonfggMoen gggdab Mommo babsdoo
25dmbsy3ebo, bgmabmgdgmo @smhs, Bganb bawgdsgoo
30b @Amby Bg3bgdum-aobmgamgdgmo. JMMYIEed
Bg9bm g33mbabumagdab dofk3gbo dborgl, babgenmoM, nd
8mb33900b3(3, HmBgm3 3ddM0ge d0d35M3bagmmbb Bo-
(153060b> 3 dob Bgdmm, gmbab bbb dmn(3o3b. XIX
Lox36980 gb SEpomo EIPBSMg: Bdgonb bdmgdegno
Bgbrgmgdama Imbangob bogdome Gmobdo ndndsizaco,
o903 3593905610, bogal, gobsnsh sedmfibes, Mmd
~ Lomgdogab d3g8 Imbongd @dndashydgmo ymgams. o0
 dmbsgzgmnb seaghs nobmaed B90 3960l BMmbomao
"fﬂmhbﬁbb ©5 dmbd030b 3968900b 396d9bwnb ddndy badwyds-
b Ragorgdsb — 3ogagy0sbydamo dgwadarigdob B3gbees
}ﬂam dmmdagggoen, bsbamdmagn s g3dobo bogdge;

1

o

X

1

50335980 @ 330330000 Lo @IS gemanlily o, by
309, bs0rboME d0bdby Bobsdgday 63BMmdd, 3 dogn@ady, .

i) Y] 1,;. Jy

s efaamTa L i \ (s
LN a_:.""_"" -ri_'

Pyt e

e
L™ e
e,

by means of multi-coloured cubes forming a complex-draw- <
ing, remained untouched. This part had previously been filled” "
and retouched with oil paint. The corrections concerned the
right side of the representation, particularly the segment cov-
ering the halo of the Archangel Gabriel and part of the above
background. In the 19™ century, this portion was covered with

a rough imitation executed in oil paint. The reason this was
done remains unclear as the mosaic under the paint layer did
not seem to have been endangered. The restoration on this
part required accurately removing the upper layer and clean-
ing the cubes. Removing the dirt from each surtace (every
cube is aftached to) is time-consuming and difficult o handle,

L. 3. BIS0INL AMBININL JEOFU [
ILL. 3. A CLAMP FROM GELATI MOS#

but when finished, the mosaic acquires renewed brilliance.
The selection of materials is of particular importance tor mo-
saic restoration. The fallen cubes, as well as ready-made im-
ported tesserae, were used for filling in lacunas.

The restoration of the Gelafi mosaic was completed in 1990.
Preservation of this magnificent piece of ari, created by our
ancestors, was the highest reward for those restorers who per-
formed such a massive amount of work.

The mosaic is located in the sanctuary conch while ihe rest of
the church is covered with frescoes. Scholars agree that the
mosaic, as well as the original paintings, date back to the first
half of the 12" century (between 1125 and 1130), fo the peri-
od of the church construction. Tinatin Virsaladze suggested fhat
the mosaic may have been completed, or at least conceived
and begun, during the reign of King Davit Aghmashenebeli,
while the frescoes, covering the whole church, were probably
painted under King Demetre |, during the period of the church

consecration'’. The original paining layer, contemporary wifn

10 T. B. Virsoladze, Fragmenty drevnei freskovoi rocpisi glavnogo Gelatskogo
gfargmu (Fragments of Old Georgian Fresco Painting ot Gelati Church), p.

12
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fragments dating from the same period can be seen under the
layer of the 13" century damaged paintings, located in the east-
ern part of the south chapel. According to Sh. Amiranashvili;
the church sanctuary'" should have been adorned with a fresco
confemporary with the mosaic. The assumption suggested by
the scholar is not without arguments, although the paintings
surviving below the mosaic are atfributed o a later period (16"
century, and repainted later). Nothing of the recent restoration
has revealed traces of earlier paintings.

According to the observation of Karlo Bakuradze, the sanctu-
ary had originally been prepared for painting, which should
have been executed in secco technique. With this aim, it was
fully covered with a thin, hard lime plaostering, which was later
incised accurately and again plastered for mosaics. The wall,
being made of incised stone, is rough, which is favourable for
bonding mortar'2. Thus, the mosaic was incorporated into the
original painting adornment of the church, which mainly con-
sisted of frescoes. The combination of mosaics and frescoes is
very rare in purely Byzantine churches of the 11%-12" centuries.
In this respect, Kiev's St Sophia Cathedral is nmewurihy_, as the
mosaic decoration freely merges with the frescoes adomning the
cruciform interior and possibly, the gallery. This is aftributed to
the period between 1043 and 1046'°. The presence of such
practice is evident at @ much earlier period in Georgia, the ex-
ample of which is a painting adorning Tsromi sanctuary, dating
from the 7™ century (more details are given below). Thus, the
original decoration of Gelati appears among the few works of
art characterised by organic merge of mosaics and frescoes.
The Gelati mosaic features the Virgin with the Child, flanked
by the Archangels on both sides against a gold background,
a composition well-known in Christian iconography (ill. 2).
The background of the mosaic is made up of horizontal rows
of mixed cubes, some of which are large, others are small,
semi-translucent and opaque, rectangular, square, irregular,
triangular and occasionally rhomboid; the maphorion of the
Virgin is embellished with crucitorm stars patterned in plate-
type gold circles. The cubes are mostly made of both dark
and light gold'*; white stones, light-green and silver cubes,

11 Sh. Amiranashvili, Istoriya gruzinskoi monumentalnoi zhivopisi (History of
Georgian Monumental Painting), p. 117.

12 P Fischer, Das Mosaik, Wien und Minchen, 1969, p. 141.

13 V. N. Lozarev, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painting),
p. 78. Sophia Kievskayo, Gosudarsivennyi arkhitekturno-istoricheski zo-

povednik (State Architectural-Historical Reserve), (author of the aricle and
compiler G. N. Logvin), Kiev, 1971, p. 13. _
Gold, semi-gold and semi-coloured cubes are technically produced as fol-
lows: a glass layer, sometimes coloured, is topped with gold, and then
again with a glass layer; the lower layer being be firmer than the one
above. This ri-coloured item is cut into pieces - the edges form semi-gold
and semi-coloured cubes and the middle parts - gold cubes (the cubesat
Geloti were produced with this very technique, which was cmﬁnned by 5"_‘
Milorad Medici); See also. P. Fischer, Das Mosaik, p. 145.

0l dgbodd30390mar. laaaaafﬁaqg, dmDo03d 030009639
oye hotmonmo ggmamob @odmab mogpodomggm dmbogg- 14

10 T.b. Bupcananae, ®parmeHTsl ApesHen (ppeckoson pocnucy rnaeHoro lenar-
cxoro xpama. 3. 203.

11 L. A Amiparawsinu, VicTopus rpy3uHCKOI MOHYMEHTaNLHOM skusonvicy, ag. I7.

~ 12 P, Fischer, Das Mosaik, Wien und Minchen. 1969, a3. 141.

i
ki e

iy p Y

e e

i RSt s g = 3

[, i :_' P A &

¥ o PR P T

' N el n ..ll_l - o

: A r PR o2
’ i 1

4 # : : E . i Tl

’ » - .f - I3

’
e



= h
[

s, "'";"‘\. L ko bl ks \\."I,J "l||_“ .-\-\.,-\.,

S L B (A L Wt

b L] = ) W

i B ™, ] ..-\.'\--.1:"- 5 {.':-\- LI -'-\'."'."""' :_ "'_i' -\.u.-q,"

; - My - - N
BaE ba remATAT. (Onamem masassm Bamn o
X ol b T - { K LTS I LEE ALy
e T e Y . 3~ - A i
e e Tt L N e N s o =il Pl 1y e

BeEeTeaemane, Mihmb 20 59Mngqda-gambnengds bdse-
xS, Sute ;:,':"::3:1:' Do o '."-;5;::'..-.". i l-jfll"'-,:-"“"l‘i
Bribol 305danl 39dngob Bibatmn, j9bdqtol L*a oalibga
boendion B e bogomobban yqobom --*-“:u"u:-n d6nb gyembiol
- w - ar - - W
Senein, doraandy, comdmbes Ababods” Yyoade oy
R T T Tl T
6ok, 88 qifenfin dshacmaly, 3noan 30 mjfmb %dh‘.m._nrﬁh

e . Mmamery qod@mea o bafngn

el

e b B b b ooy Higgrorblsoh,

i e

Bacemn — oo 30 o0, ory) oby dndgmnde no-

ek L
e B R R o ;
g, S2on Sades. Sib gngo i-,jlm Mypmbs o

= S AT ST AT FERAE. . TH: Coram r".'l o

e T R BT T e ""'n""‘"r.-'.-" LSRR TARIOD CTarbe o

urmrsecn. [ H Noreed. s, 1571, 25 T,

% edfrin, Sdnef .-".-"“-"r'ra.rr e BT R e

A "E" s "-'"-?':.-"_,.‘i-'--ff i Thommeda Bkl ofen -r;‘{'..l; R %ﬁ

'-"':‘“,:’,"'"‘l'"""a -l:'.'-"'_l".-f'rf'. -"',""'"1-. '..-:J-'i'-'.r_".-..". Ny wrkds m.mqﬂ

soes ws Ypety ol Sgfeey s ayh. A bdgofegh

..I.-ll"l'".l""'l"..rJ.- .._,ﬂ-'.u"‘,r'_...ﬂ-'ﬁ 'I#a' W - .d'.rr_.r.r.l'_..'. L};I{?,}Eﬂ,fm

- *-"'-"""""f-""'.u#"'ﬁ. -""'""-"' .i-"r'.l-. L r e ":I"- = ru-_’r""'-cm-ch i

(& wrfftrns Tl fmpeiompes, e irs, ,rm-m.l E-ﬂa.nr.-m. gy ¥ s

::T .;:"ﬂﬂ"' SN h 3 sy P. Fechi, s o . AL 4. KHAKHLR TRFTYCH (11251158
i

v
|.-'-|

14 15



Bgmmme 30Mgdmdo 30003y93L, 93dogtigdl 03mbyMn
bagab ;gacgaﬁnﬁnbaaﬁ ﬂmﬁggg@ab".'ﬁ 3bgd E;{]C?ﬁmﬂﬂ{j- &o-
dotadn Bgboymb wdoemgg abndmmagh gb Bgogfo bgghm,
baa Bgnemgeo 3Mmnbddmdennb Boa g™, 439800 dmdg-
o 3mEnnddy dogmdo, md30bo Lbo3o@0m d339emgdab”
— 8o (bgemdorixgbog) @ gedfoge (byemdortibog)
dna356bagmmbgoab mdbbemgdoa Bomdmeands fggb Bo-

6533 dogmn mgabn DgndgMmdno. oMMd0S, {39 N
g0gnb bodseeng dnabermgdao Gmemns = @dnnbddmd-
mabs s 6d. dodgemabs — 9, 80 0 (935b 9ds@gds dgbods-
dnba Bomagobrong — 26 bd o 23 bJ), 63. addMngemabs
30 — 5, 85 8 (Bomsgoben — 20 b3d), ddbgoen donb(y 3md-
3mbognab 84936s 33dmbobmgdsdy deonb, Mabog bgmb
aBymab 530agdab MFmagMczsgdnfn ©d ddon bbgs-
abbss LodMBygdy avbmoagds: 'BHmbEmaMsw dwamdo
@dMonbddmbgmn sx3bnwab boemt3dgdns, bmeam 339560l
3omagddg godmbabem dmogamabagmmdgdl dagmMgdgmo
bgogl dbdnd Mo3m@bdn s ghiggbgds BBMHM 33390
dm@Foomgdamo s dbMomo " MdManbddmdmnbsgb.
do60030b  a5dmbabmgds 3339mMoE 33dmM0339mgds M-
b gmbDg dobo dsgmMnnBabs s bFmeab ygmm dygo
©5 3336030 BgMab 3edm. dmsgoMbagmmd;d ba3mbgdo
m0d Gmbsemmdab sMnb. doggenob d@mdnb@obggmo-dbge-
b9 badmbon gegMapmdamss gedmmhigmmo, bmmm 3edMmog-
mobd — 390 sbenabagM-momabagmo, dg@o bobsdomss sx-
B0 dbmo. 06300k g0Mbarmadab dstmgdgmo dgbndzboo,
20nd-ma@e bddmbdo gedmbymdomo  @dMmabddmdgemo
doBngMo 3odmoygds, dondg5M3bggmmmdgdab Boggo-
b Bgamgdom, Mmdmgdag @0 BgMab Gbbadmabs @d
mdfmbafoon a0 ©a89353580b Bysmmdnm (mgfhmbag-
0 oo, ghongdolb dmbobaba s bbg.) 3sdgznMgsmae
©> Jsgmgbor Bamdmaznmagdnsh " d60d369mmgobo
8sb30mns vaMgm3g 3aMEBe0o 9(30330390nea JMabégh
mgfmb bsdmbgmo, %360b ggMsbemab d3maggdeo dnfo1)-
m0 EoEo mdAmb BoMagsbon, dofnsdab @sbabsdmbab 3
it gmbby drmgfgdamo. ,dsbdn magh ngfob dggob
dogma, b3 of baddmEM0 EIG3MNGS3 9L — 460b-
Bgbs © bsmmab (3698900 bmd aobmymagmos. 3mddmdo-
300b 365 g38mbabgmagdab og(396@G0MgoL 3 :bade-
(0 g3600965 93mab bgmb, odi3 00bsmnb gaMbaemadal
(053306139000, ,39m3010b MbGoGo aobmgnm Fedmymal
34 adgboe @dMmnbddmdmab Gognmsl (dob g3Gdgdm
dbrmemme bigb@o BoM33960900 0486939), M33gbawd(3 30~
0gmob 208mbabmmadab s 336bszmamgdnm dab ;mogh”.™
38 8orsgamolizgmmbal Jotobsbiob 3o30b3Mm3Bads 336~

’_:r.:nabnm ©> 30093 bsmgmo, mdomn Bmbgdaam, MOMMQ,

15 B.H.Jlasapes VicTopA BusaHTHitCKoR sugonvicu a3, b6.
16 ggmoon. A3gadddam. ndsags. azndo. 53,10, 20,
17 ggmon. Sigodgiban. Inbsog. ghgbypdo. a3 10, 20.
18 gmoon. dodidia . dndseg. gfighapbo. 3. 10, 20.

=i L,
o u
o e L R
P .I._:' :r' ._'l,. .r e
L= el e = f iy

it
which are dark at edges and light in the middle, are’inserfed "
in several places. e
The glowing gamma of mostly gold mosaic cubes (designed
for daylight or artificial lighting), thickening and thinning of
gold in tesserae, their holes and veins, in addition fo paler
limestone pebbles, and other pebbles set af various depths
and different corners, all make for a flickering background - a
kind of “breathing” surtace.
The glow of gold, which is a light-casting material, makes
the surface a source of light. Viktor Lazarev noted while ana-
lysing medieval mosaics: “...this light seems mystical rather
than real. It transfers the figure in the meta-space and meta-
time sphere, and reinforces the separation of the iconic image
from the earth”’®. The same is true of Gelati. The beholder
is impressed by the heavenly environment upon entering the
church, particularly where the figuie o qin with the
Child is represented, flanked by the “honorary guards” - the
Archangels Michael (to the right) and Gabriel (to the o7, 1

their festivity, standing on o picituim cecorated with siﬁnea,
Although the figures are almosi o i saimie height - 1 r
and St Michael being 5.80cm /~liis the halo - 26 cm and 23

cm respectively), and St Gabriel, 5.85 cm (the halo - ZC
emphasis is made on the middle representation of the com-
position, which is reinforce lation of the fiaures
and their arrangement on different planes: the frontally stana-
ing Virgin is shown in the depii of >, while “the fig

of the Archangels are depicted on the slopes of the vault ¢ic
seem fo be more turned and inclined fowards the Virgin™ .
The image of St Mary creates a sharz '+ against the gold
background, owing fo the darker colour in which the mapho-
rion and robe are depicted. The sakkoses of the Archangels
are painted in lighter tones. The emerald green offire of
Michael is notable for its brightness while that of Gabriel,
depicted in silver-lilac, is marked with more delicateness.
Tinatin Virsaladze justly noted that “the Virgin, wrapped up in
dark-blue clothing, looks more material than the bodies of the
Archangels who — because of their paler garments abundantly
furnished with gold (gold lores, outlines of the wings, and so
on) are perceived as more “transparent” and “airy”'”. The
golden affire of Christ with its silver glance, and the large gold
halo adorned with the silver arms of the cross, is enlivened
against the dark-blue background of St Mary’s clothing. It
combines the force of light, which bears a symbolic meaning
— the concepts of Christ and light are inseparable. The ac-
centuation of the middle figure is neither disturbed by uniform
light, although according to Tinatin Virsaladze's observation,

15 V. N. Lozarey, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painfing), p. 66
16 Gelati. Architectura. Mozaico. Preskebi (Gelati. Archifecture. Mosaic. Fres-
coes), p. 14. |

17 Gelofi. Architectura. Mozoica. Preskebi (Geloti. Architecture. Mosoic. Fres-
coes), p. 14. '
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19 H.M. Konparoe, Wrororpachus Boromarepw, Il, Metporpan, 1915, 33. 126, 143,
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1/
“the Gelati artist brings out not so much the figure of4tie er/u

(there is only a faint halo or radiance around it), but'that of ”‘IJ 5

Archangel Gabriel, specifically his head”'®. The highlights on
the face of the Archangel and the use of bright, warm tones
are definitely related to his mission as “the divine messenger,”
inspiring hope and light for mankind.

It should not be a mere coincidence that the figure of Gabriel is
five cenfimeters taller than the Virgin, although if one considers the
halos it is only a cenfimeter shorter. The figure of the Archangel
Michael is almost the same hejght. The sizes of the figures, as well
as their distribution through n evefi thythm of vertical features,
attaches a certain significance 1o each of them. Nevertheless, the
focus of the composition is on the middle image - the Virgin with
the Child - and seems to emerge from the depth to take on a
prominent position. Emphasis on the central figure follows the rule
typical of medieval mosaics (e.g. Daphni, Hosios-Lukas, Torcello,
Kiev's St Sophia Cathedral mosaics). According fo the same rule,
the lower extremities of the figures are elongated, which is an opti-
cal trick commonly used in medieval decorative systems to main-
tain figure proportion. The sanctuary composition is austere, bal-
anced, festive and monumental. The monumentality is reinforced
by the figures” large size and rhythmical distribution. The stand-
ing figure of the Virgin with the Child is magnificent; the flanking
Archangels, clad in the rich royal attire, look festive and calm.
The festivity of the Gelati mosaic is also defined by its icono-
graphic scheme. The Virgin of Gelati is related to the Nikopoia-
type, which is of Syrian-Egyptian origin and acquired the dis-
tinction of war palladium at the court of Byzantine Emperor
Maurice (6™ century)”. It represents a symbol of victory and
intercession. This type of Virgin is usually depicted in a strictly
frontal pose, with the Child on the shield at her breast, in the
depth of the aureole, or in her arms. The location of hands
is also determined: regardless of the position of Christ, the
Virgin is usually shown with her right hand placed on the right
shoulder of the Child or touching his breast, and with her left
hand touching his left knee.

A traditional, strictly frontal image of the Nikopoia-type Virgin
can be seen in Byzantine and Georgian monuments, such
as: Nicaea (10" century); the south gallery of St Sophia,
Constantinople (1118-1122); Zeno Chapel at S. Marco

18 Geloti. Archifectura. Mozaica. Preskebi (Gelati. Architecture. Mosaic. Fres-
coes), p. 14.

19 N. P Kondakov, lkonographiya Bogomateri (lconography of the Virgin), I,
Petrograd, 1915, pp. 126, 143, pl. 64. Sh. Amiranashvili, Istoria gruzinskoi
monumentalnoi zhivopisi (History of Georgian Monumental Painting), pp.
125-128; Sh. Amiranashvili, Kartuli khelovnebis istoriya (History of Geor
gian Arts), p. 272; tor the overview of the genesis of the Nikopoia type and
the vast scholarly literature related 1o it, see N. Simonishvili, Nikopeas fipis
ghvtismshoblis gamosakhulebisa da kiitorta jgufuri portretis urfiermimartebis
sokitkhistvis ofenis sionis mokhatulobashi (To the Interrelation of the Figure
of the Nikopoia-type Virgin and a Group Portrait of Donors ot Ateni Sioni),

Collection of Works, Study of A, 5, Tb., 2003, pp. 189-211.
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J n
Jofaababys — H.N. Koraaros, Yroworpadms borowatepw, Il aa. 140, b
62 (3. 141). &

Church, Venice (13" century)®; Gecig.
and lprari (1096) (ill. 5, 6, 7, 8).

The Gelati mosaic does not show a close adherence |
above-described iconographic scheme (! f
not strictly frontal; the position ot the hands ot St Mary is also
distinguished. The Virgin supports the immortal Child with the
arms from underneath, as if enthroned in front of her chest,
and presents Him to mankind as a symbol of anfecedence of
victory and intercession. This idea must have played o deci
sive role in the formation of the iconographic scheme, espe-
cially if the mosaic was conceived in relation to King Davit
Aghmashenebeli, who was famed for his military achieve-
ments. The guardian of his future victories would effectively be
the Nikopoia-type icon®".

Like the position of the hands of the Virgin, “the posture of her
figure changed accordingly — it is depicted in slight contrap-
posto, with the weight put on the right foot. The confrapposto
is emphasised by the position of the arms (the right hand is
lower than the leff), as well as by the folds of her robe (espe-

cially by the slanting lines of the edge ot her maphorion, which

T =1l a ~
. I.l\,_|||| |"_'I

20 The image of the Virgin of this chapel wos repainted according to the lote-
Byzantine scheme, the face of the Child is also repainted. P Kondakov, lko-
nographiya Bogomateri (lconography of the Virgin), Il, p. 140, fig. 62 (p. 141).

21 Connection of Davit Aghmashenebeli with Nikopoia was atfempted by
Nino Simonishvili, although fo a different monument, namely, the Ateni

paintings. Is the identification of the donor of Ateni rightful in this case? N.
Simonishvili, idem, p. 208.
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slant down across the Virgin's: breast and arms). As o’ resulf,

Al

1l o— TR
the mural acquires an unusual dynamism and ||ghtness”%

The dynamism of the Gelati Virgin was considered by Sh.
Amiranashvili as a “completely new artistic tool... which char-
acterised Georgian monumental painting under the reign of
King Davit Aghmashenebeli and his son, King Demetre |, and
which found further development under Queen Tamar“%.

In the Gelati mosaic, like in the Georgian samples nofed
above, Christ is represented as an adolescent and not a child,
without a shield and an aureole, although the gold border
of the slope of the maphorion lying over the Virgin's hands
and elliptically inscribing the feet of Christ is perceived as'a
reference to them.The position of the right hand of Christ is
also noteworthy — being extended, it weakens the strict seclu-
sion of the silhouette and lends more freedom and openness
to it, while the analogous representations of the Nicaea mo-
saic, along with the Ateni and Iprari frescoes, present Christ
with a blessing right hand located at His breast (ill. .6, 7, 8).
Corresponding compositions are at the Zeno Chapel and the
south gallery of Hagia Sophia at Constantinople, executed
approximately in the same period as Gelati (ill. 5). The com-
position at Constantinople depicts Christ with His hands ex-
tended, making a sign of cross with one hand and holding
a scroll in another, which makes the figure look balanced.
Both the gesture of the right hand of the Gelati Christ and the
direction in which He holds a scroll in the other, are inclined
towards the left, which is emphasised by the shift of the lower
part of the figure, especially the right knee (ill. 2). This move-
ment is retarded by the frontal representation of Christ's upper
body, giving an air of festivity to the representation, though it
retains a certain element of dynamism. At Ateni, for example,
the silhouette ot Christ is closed (ill. 7). lis strictly stafic and
balanced character is further reinforced as the Virgin touches
Christ's shoulder while supporting Him from beneath with the
other hand. To this is added a carefully drawn circle of Christ's
perceived aureole or of a shield evenly surrounding Him. At
Gelati, the circle is replaced by an ellipse (an ellipse can also
be seen at Zeno Chapel), and the line marking it is shifted
more to the right side (ill. 2). The direction is further emphu—
sised by the position of the Virgin's right hand.

The entire image of the Nikopoia-type Virgin is slightly shifted
to the right, which lends dynamism and softens the rigidity
ot the central axis. According to Viktor Lazarev's observation,
freedom in building compositions is typical of the Byzantine

mosaics of the Renaissance: it is reflected in the shift of images
from the central axis, different positioning of figures, versatile

22 Geloti. Architectura. Mozaica. Preskebi (Gelati. Architecture. Mosaic. Fres-

coes), p.17.

23 3h. Amiranashvili, Istoriya gruzinskoi monumentalnoi zhivopisi {History of

Georgian Monumential Painting), p. 131, Sh. Amiranashvili, Kortuli khel-

ovnebis istoriya (History of Georgian Arts), p. 273.
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Moo, 3ddmymanmo bogsdnm, BoMdgdn dgpamgdnm
390090, (363060 MoOGmb 39b08b603M, ds39 hsdab 3baemo,
mEbog fisdmbgamn dmmmgdom. adbbogmomgdom asdmd-
babggmos Mdomo, mnogmb Bymnsba mzamgdo. 33306
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030 95309, §399m0 30 — §omdabggMN-363969; 3ol AoMrs,

24 B.H.Nasapes. @dbob. 653M., a3. 66
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treatment of silhouettes; all of which add a pictorial effectto” ~

the figures, inhibiting them of “dryness” and a rigorous draw-
ing of lines” evidently represented in the mosaics of Sicily?*.
In this regard, the Gelati mosaic composition follows the rule
accepted in Byzantine painting of that time, though it stands
out for the dynamism of the figure of the Virgin located in the

middle of the apse.

L3A. 6. CIAMNLABMBIN-,604MITS", VIHI-1X Lk, B0IINL BadmNL MBI
ILL. 4. THE NIKOPOIA-TYPE VIRGIN (8.9 CENTURY). NICAEA CHURCH MO5AIC

The Gelati composition is monumental, like Byzan

ics of that period. However, the monumentality and powertul-
ness of the artistic image can be better described as emo-
tional rather than austere. The comparison of the images of
the Virgin at the south gallery of St Sophia at Constaniinople
and ot Gelafi seems to be interesting. At Constantinople, the
image appears stricter and tenser (ill. 5). The silhouette is
closed, and the facial features are marked less rigorously: the
thin facial oval is carefully outlined, the elongated nose is ac-
centuated fo form a vertical, the tense, arched eyebrows are
connected, and the lip is drawn with a straight line.

The Gelati image of the Virgin is different (ill. 9). The shape of
her large tace with a marked chin appears slightly “weighty.”
The eyebrows are wider, the nose is hooked, the full lips have
slightly lowered corners. Soft, seemingly watery eyes are par-
ticularly expressive. An impression is certainly created by the

24 V. N. Lozarev. idem., p. 66.
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treatment of features: the line outlining the eyes is depicted i
more than one colour - the upper part is black while the lower

is dark olive or green. The whites of the eyes are formed with
mosaics, through which the yellowish-red ground, coloured

with paints (at its comers and the nose base), can be seen;

the dark olive iris is inscribed with a grass-green outline and

the black pupil in the middle is slightly turned up. The eyes are

LI, 7. QAAMNLIAMSIT0-,B08MITS". S&IBNL IIZTILNNL BRI
ILL. 7. THE NIKOPOIA-TYPE VIRGIN (second half of the 117 century). FRESCO FROM ATENI CHURCH

softened by a warm, light brown tone of the sockets. All these -
features lend a certain expression to the face and saturate it

with a feeling of sorrow. With its mood, the Gelati image ech-

oes the composition of the Nikopoia-type Virgin at Ateni and

lprari®. lts refined emotion more resembles the Ateni images,

but also difters from them in many ways. Though, it is most es-

sential that the lack of rigid dogmatism, and more emotional

treatment of artistic image, characteristic of Georgian ar, is
evident in both cases.

The affinity between the Ateni and Gelati images is revealed in
some of the tacial features, such as a softly drawn elongated
eye shape, the form of the arched eyebrows and a “heavy”

25 T. Virsaladze, Afenis Sionis mokhatuloba (Ateni Sioni Wall Paintings), To.,
1984, p. 9, pls. 19-24; N. A. Aladashvili, Rospis tserkvi arkhongelov v
Iprari (Wall Painting ot the Church of Archangels at lpran), in: N. A. Alg-
dashvili. G. V. Alibegashvili, A. |. Volskaya, Zhivopisnaya shkofa Svaneti
(Painting School in Svaneti), Tb), 1983, p. 55, pl. 26.
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outline of the face. In her description of the Ateni Archangels;
Tinatin Virsaladze pointed out the “refined features of a young
face, almond-like eyes characteristic of Georgian art and a
somewhat heavy line of a “classical” oval”? (ill. 10). This line
appears even stronger in the Gelati images, the faces of which
are inferpreted more “realistically” as compared fo the refined
and relatively more abstracted images at Ateni.

The mosaic figures definitely show a certain differentiation be-
tween the Virgin and the Archangels, as well as between the
Angels. To achieve this, the Gelafi artist introduced certain
details in the system of artistic freatment of figures charac-
teristic of Byzantine mosaics of the mentioned period. Thus,
the same manner of “writing” produces a different effect in
the Gelati mosaic. Faces are modelled in the same colours
and through the same means: light brown, beige an:
tones and their soft gradations, grass- green anc lighi-green
shades, white touches and highlights, black ::md contours;
wavy lines marking a form and a soft outline of | =
tern descending from the cheekbone to the cheek are ihe
same. The same is frue of the affire; lly g heavy
folds, etc. The outlines of the figures (except thm {:ri Chnst}
and of the Greek explanatory inscriptions*’, : all b
los with rows of gold cubes (used, as a rule, for the hmhmn mf
drawing in Byzantine representations), are also identical. The
refined drawing of hands, such as the contour ot a thin hand
and long fingers, is executed in black and red Their carna
tion is in light, greyish-beige and pink colours. The hmnds are

MG )

vertic ~line
L

marked with white bands and ovals. Against this background
the differentiation of figures is achieved through the variation
of colour matching, of drawings and certain defails which can

be traced through their individual observation.

The Virgin is the central figure of the Gelati mosaic (ill. 9). The
original outline of her face, according to the observation of
Karlo Bakuradze, does not correspond fo the conte |
outline. The blue under-drawing, visible at the torehead ot the
Virgin, allows the assumption that her tace had been smaller.
The face is modelled mainly with greyish-beige colour, and
with light brown cubes included randomly. The rounded lines
and the pear-like contour of the cheek follow the shape and
together with the colour assist in forming the volume. Three
rows of pink bands inserted in greyish-beige, lend tenderness
to the face. The face and the neck of the Virgin are inscribed in
a black contour and softened by grass-green and light-green
shades. On the left side, the rows of the two tones are marked
with a light brown band, terminating af the chin. A light red
supple line and three rows of pink cubes mark off the dou-
ble chin. From both sides the nose is marked with thick, light

@

26 T. Virsaladze, Atenis Sionis mokhatuloba (Ateni Sioni Wall Paintings), p. 10
27 The inscripfions ot each figure are composed of black glowing cubes in two
rows. The height of letfers ranges from 23 cm to 30 cm.
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green shades which in turn form the shadows of the eyebrows. i/ ‘

From one side, it is marked by a light red colour, the hook is
outlined with a white band and a fear-like highlight at its end.
The right side of the face is modelled more fenderly, as the
light-green shade is marked more delicately.
The ground of the Virgin's face is reddish-yellow, which is vis-
ible at the temple, facial oval and ears, and fogether with the
colour it lends warmth to the facial modelling. White cubes
gently mark the highlights on the forehead, chin, and throat,
as well as below the eyes. Meanwhile, on the left nostril and
upper lip, a thick white band sharply outlines the shape and
infrudes with several short light lines into the greyish-beige
tonality of the cheek. This is the most visible highlight in the
gently modelled tace ot St Mary.
Filled with dignity and glory, the face of the Virgin, in particular
her eyes which disclose sorrowful warmth, is very attractive
when viewed at a close distance.
The Virgin's attire, consisting of dark blue maphorion and
greyish-blue stola, is depicted in one colour finged with vari-
ous shades. Marked with a black contour, the robe is dot-
ted with stars (at the shoulder and forehead) and has a gold
border along a wavy line which terminates in fringes at the
left arm. Such adornment lends richness and festivity fo the
garments, while the undulation of the borders accentuated by
gold, adds dynamism to the figure. The folds of the cloth-
ing are depicted in blue infermediate tones, tending fowards
black. The treatment of the Virgin's attire is the same as the
Archangels’. However, in contrast with the modelling of the
Archangels’ attire, tones of which stand in sharp relief against
the main colour, the tones of the Virgin's clothing merge with -
the austere, deep blueness. The folds of St Mary's maphorion
form different drawings, such as an oval (by the right shoul-
der), a slant along the breast, “bell-like” (by the left arm),
and falling vertically - similar to the “sculptural folds” of the -
Archangels’ sakkoses. The Virgin's garment is made of thick
cubes, beneath which the white ‘ground of clothing: can be
discerned; the gold borders are set on a reddish-yellow tone.
The figure of the Child, illuminated with gold and silver, is

highlighted against the background of the Virgin's dark blue "

maphorion. His serious, diverted gaze, atypical of a child, and
deep line on the forehead are demonstrative of His thoughts.

The face of Christ is executed in the same colouring as that of

the Virgin. It is modelled in light brown, beige and pink tones
tinged with grass-green and light-green shades. The only dit-
ference lies in the predominant use of light brown and an
abundance of white, which through thin bands forms either an
ornamental pattern or a unitied patch. The white highlights,
covering the face of Christ, infroduce a certain sharpness info
its overall brownish tonality. His forehead is marked with a

large, light brownish and greyish beige oval along the rmdd|e |

semicircle of the hair. The hght br@wn eyebmws, EYe
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and lines atf eye corners are marked with a white outline. White', -

s used fo depict: a hook, the highlights which gleam at the
fip of the nose, the chin, ear lobes shown “realistically,” in ad-
dition to the bright highlights on the throat. White rays infrude
ike “wedges”onto the pinkish cheeks: a white, slightly spiral
vertical line follows the contour on the left cheek descend-
ing from the nostril to the edge of the tace, which creates a
contrast with the undulating, rounding rhythm of lines used for
facial modelling. The hair, marked with a black contour, cre-
ates the impression of being combed from behind. The main
colour is light brown, treafed with dark olive lines.

The small, full face of Christ, including the ears, is enclosed
with a brick-red contour. The same red tonality is used to de-
pict the ear auricles and the contours of the right side of the
nose, hands and toes. The carnation of the face and hon
darker than that of other figures.

The contour of Christ’s face is provided with a r:
green and dark olive cubes. The band f :
and light brown. The white haiches directed tﬂwmd*: the I|p5
on the lower part of the left cheek seem ic > light
brown rows. The eyes are depicted D!mmsf in the same way as
in the Virgin's, the only difference being ihe v

dered with reddish-yellow paint. Christ’s tace is treated more
graphically, and the hatches and highlights ~n i relafively
darker main tone appear sharper. This explains fhe siriciness
of the countenance.

The rich attire of Christ is highlighted with gold and 5||~.rer
marked on the reddish-yellow ground. The tunic is dominafe
by gold colour; its contour, as well as that o

the himation is mostly silver, with brown contours. The con-
tours are mainly marked with grass-green bands. The drapery
is rendered with undulating, rounded and at some places,
straight or broken lines, the lafter adding a certain shﬁness
to the image. For example, oval folds at the sto

the rhythm of successive silver, gold and grass-green bunds
followed by the folds of Christ's himation falling in broken
triangles. The triangles inserted in each other at the breast and
sleeves are marked with straight and broken lines; there are
branching folds on the left arm. The part of the himation lying
over the shoulder has broad, vertical folds. Thick folds at the
right leg form bands opening in different directions. The right
sleeve of the attire is adormed with a dark blue clavus, which
is in perfect harmony with the colour of the Virgin's mapho-
rion. The artist successfully renders a succession of stripes of

of light-

ollowin

-l
| 'l,_l||-

various widths, in which malachite, light brown, light yellow,
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light and dark green and brown cubes are inserted. Some of
them are transparent, striking in the silver row and blinking in
the gold one. Large silver circles create special emphasis. Al
these cubes of various shapes enliven the attire and form ifs
blinking, brightened surface. '

The two counterbalancing white accents are marked off
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against the background of the Virgin and Christ’s dﬂfh

_.I' _ul'_"

namely: the scroll, which is inscribed by a lapis-lazuli-sky-blue
border held by Christ in his left hand, and the white handker-
chief, with a dark grey contour and three golden bands, held
by the Virgin in her right hand.

With the use of gold in the aftire of Christ and the Virgin (though
in less quantity in the latter), the Gelati mosaicist followed the
Byzantine rule of mosaic execution, according fo which, gold,
besides forming a background, should be applied where a
master intends to accentuate the main characters; “this mate-
rial acquires a certain brightness thanks to the special lighting
regime and thus, becomes the source of light“%.

Gold is also used, though in less amount, in the figures of
the Gelati Archangels to depict the background of wide loros
and wings. It is devoid of the light with which the gold of the
Virgin with the Child figures are characterised. In this case,
this material assumes a different value.

The Child’s attire is corresponded with a fairly large halo. Its
size is almost the same as those of other halos. The golden
halo is adorned with wide silver arms of the cross and is in-
scribed with a brick-red contour. Colourless tesserae are insert- -
ed randomly in the rows of golden cubes. Yellow (fransparent),
vellowish-brown, light green and watery-green (semi-brown)
cubes of various sizes and forms (octagonal, rectangular) can
be seen dispersed in silver rows of the cross-arms, adding an
extraordinary ray to the glow around the halo.

Since the glittering of the Christ’s halo creates a sharp high-
light against the background of the dark blue attire of the
Virgin, the large halos of St Mary and the Archangels, shown
against the golden background, must have appeared shad-
owed. However, the artist managed to mark them from the
background formed of horizontal rows by a circular arrange-
ment of thick cubes and their brick-coloured border (to which
a black band of the Virgin is added). These halos with their
light yellow tonality are clearly discernible against the back-
ground saturated and warmed with the brown colour. |
The Archangels have much in common, though there are ap-
preciable differences in their depiction (ill. 2). Shown in the
same pose, they can be attributed to the same iconographic
type. They resemble each other in the facial features and the
style of their rendering, and differ only in few details (such as
a slightly marked difference in depicting the facial oval and
the eyes).

The faces of the Archangels are similarly enr.::rcled by curly red
hair, in which a thin ribbon is plaited with a triangular jewel

inserted in the middle, flanked with flying white and blue ends.
Their freely falling sakkoses are adorned with golden brown-

28 V. N. Lozarey, Isforiya vizantiiskoi zhivopisi (History of Byzantine Painting),
pp. 66,67. V. Lazarev brings examples of similar use of gold in the monu-
ments dating from the 11" -12" cenluries, such as Kiev's St Sophia, Nea

Moni and Daphni church mosaics.
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ish loros furnished with a “pearl” and geometrical ornaments - =

(blue, lapis-lazuli rectangles and rhomboids). For marking the
brick-colour at ends of the loros lying over the arms, the artist
used pieces of slip-pottery (bluish-green slip-pottery is visible)
and arranged them in rough rows. The practice of applying
this material in mosaic art was known back in the time of
Antiquity. The earliest examples of the use of this material in
Georgia are the fragment of the secular mosaic at Bitchvinta,
dating from the 3 century, and the early-Christian mosaic af
Shukhuti, dating from the 4™ century?’.

The Archangels hold almost similar labara and globes. The
board terminating the labara is provided with an inscription
in three lines: ATIOC. This board is adorned with green,
brick-red and bluish-sky-blue gems hanging on a “pearl.” The
globes slightly vary in colour and are furnished with crosses
Each globe is bicoloured - that of St Gabriel is i ;L.Ld in
white and bluish-sky-blue with a sharp dark blue contour, and
that of St Michael, with white and light-green, surrc |
dark olive, which is in harmony with the emerald green tone
ot his sakkos. '
The face ot St Michael is depicted in brown-beige tones, with-
out contrasting shadows and highlights (ill. T1}. The Bk o
line of his face (to the lefi), softened with beige and light-green
shades, turns info a red contour at the right, and is succeeded
by a delicate light green band. The face is inscr'm:u by one
more light brown row, bordering a sharp line s had
The right, more lightened cheek of the Archunge! s cmuered
with greyish-beige rounded and gradating hatches. Becarr
of this, the pinkish-lilac hue of the cheek ool

hatches are marked off by means ot white and greyish-beige
inclusions which underline their somewhat dry and graphical
character. White highlights on the forehead, chin and throat
do not create a sharp contrast against the mmn tones mf the
carnation. The dark tone of the face of the Ar M

and its linearity may also have been determined by the loca-
tion of the image on the north wall of the conch.

The Archangel Gabriel is represented in a different mode {ill
12). His face is brightened. The left, “highlighted” part creates
a contrast with the “shadowed” side, which is achieved by o
large light spot of light beige colour with random hatches,
beneath which a delicate lilac-pinkish tone of the cheek can
be discerned. These hatches, opening like a fan in different
directions or marking a pear shape, create different patterns.
However, owing fo very soft gradations, everything unifes and
merges in one whole, and the rounded lines follow the shape.

29 A. Tchkonia, Bitchvintis saero mozaikis pragmentebi, aghmochenili 1962
* fsels (Fragments of Bifchvinto Secular Mosaics, Discovered in 1962), Didi
Pitiunti, lll, Tb., p. 199; M. J. Odisheli, Pozdneantichnye i rannekhristionskie
mozaiki Gruzii (Lote-Byzantine and Early-Christian Mosaics of Georgio),
(the abstract of the dissertation submitted to obtain the candidate’s degree

in art history), Tb., 1988, p. 18.
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e highlighted part of St Gabriel is provided with three !f;_e_s,_ |
of dark olive and light-green shades, the medium “barid"of -
which represents a sequence of cubes of the same colour®
and prepares the gradation of one tone into another. Another
oart of the face is depicted more infensively - in brownish-
beige colour, and is intersected by two long, vertical, reddish-
brown lines, one of which finishes at the chin and becomes
hidden in the left lower part of the light-brown, softly modelled
part. The light brown eye sockets of the Archangels Gabriel
and Michael, in contrast with those of the Virgin, are also
marked with grass-green and light-green shades. The shades
on the face of St Gabriel are short and soft, but they cre ¢
highlighted on the face of the other saint; thus both comply
with the respective manner of the depiction of the whole tace.
The highlights on the forehead and chin, being more marked
than the ones on the face of St Michael, are seen as sharp
accents. The tip of the nose, marked with white stone, is also
sharply distinguished. The lips of St Gabriel seem “brighter”
because of a more ample use of red foned fesseraue, whi
shape of the mouth is depicted in a brown-red, light tonal-
ity. Conversely, light red is very modestly used in ihe case o
the Archangel Michael, where the outline is pink and paler
than the Archangel Gabriel's. Thus, this detail also fits vir
the overall tonality of the face of the Archangel Michael. Ot
note is the shape of the lips, characterised by

ners in one case (Archangel Michael) and non-lowered, even
slightly raised corners, in the other (St Gabriel). Such render-
ing of facial features determine the moods of the Archangels:

T

I IS

the Archangel Gabriel seems calm and brightenec
Michael bears the marks of melancholy. In conliast wiih S
Michael, the Archangel Gabriel is represented with his head

slightly bowed down. According to the observation of Karlo
Bakuradze, this is a result of a lafer alteration aimed at adding
delicateness and mood to the image. The difference in the
depiction of the Archangels is also manitesied in i inosaic
arrangement of the faces: the face of St Gabriel is modelled
with thin cubes fitted to each other, while that of the Archangel
Michael is composed with thicker tesserae.

The Archangels’ red hair, depicted in semicircle curls, is in-
scribed with black contours. There are green bands insertec
in the curls. The hair of St Gabriel is light brown, bright anc
warm, and the number of green hatches is limited. The rec
ground is more visible here. The hair of the Archangel Michae
on the other hand, is darker, brick-red; the bands are dark

. 30 Such shades can be seen af Byzantine mosaic images, e.g. of the face of

30

the Virgin from the Daphni mosaic (early 12" century) or the Archangel
Gabriel in the opse of the Church of Panagia Angelokiista at Cyprus (7*
century) - see P Lazarides, The Monastery of Daphni, Athens, pl. 20; V. N.
Lozarev, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painting), pl. 46;
pls. 279-280.
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olive, and outnumber those on the image of St Gabrief. The " =
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triangular jewel of the ribbon is the same colour as the hair,
which is marked only with a thick white band. Apart from this,
the halo of the Archangel Gabriel is larger, giving more light
to his brightened tace.

The figure of the Archangel Gabriel is in the south portion
of the conch (ill. 2). At a place where daylight reached very
randomly, the lack of light should have been compensated by
colour. This is the case here; however, the Gelati master did-
not find this sufficient and, as mentioned above, used light fo
mark it strongly. According to Tinafin Virsaladze, the Geldi
mosaicist, having used a technique widely applied by the
Byzantine masters, treated the ground surface so as to con-
centrate light on the figure of the Archangel Gabriel, primarily
his head®'. Perhaps it is owing to this that this figure, remark-
able for ifs brightness, appears most noficeable.

Keeping fo fradition, the Archangels are enclothed in gur—
ments of distinct colours — St Michael is shown in emerald
green, and St Gabriel in a sakkos of greyish-lilac tone, a reg-
visite for imperial attire. The Archangels are clad in contrast-
ing colours. The analogous images at Afeni are represented
in similar colour sakkoses, but their clothes bear silver-grey
tint, which defines their unitormity in terms of fonality. Neither
of the Cefald Archangels, represented in the apse mosaic
(1148) is noted for the substantial differentiation of the aftire.
Their sakkoses appear rather monotonous.

The apparels of the Gelati Archangels are adorned with orna-
mental patterns, some of which are drawn thickly while others,
less intensively. The ample, parallel tolds of the sleeves and the
lower sections of the sakkoses, as it borrowed from sculptures,
display a gradation of colours. The depth of the folds depends
on the number of tessera rows. For example, the ornamental
“branch” (on the left side) or rounded stripes (on the right
hand) of the folds of the Archangel Michael contain several
tones marking a deep shade in both cases. These are black,
dark olive tending towards blackness, and light green eventu-
ally turning into marine which is a dominant tone. The master
avoids the use of black to decrease the depth of the folds af
several places, but instead achieves this with two tones, such
as dark and light green. At some places a branching of light
green bands is applied lightly to lend flexibility to the drapery.
Apart from the heavily falling folds, the attire of St Gabriel also
contains more graphically depicted ones, the dark and light
thin bands of which are understood as “wedges.” The same
refers to the sleeves - these triangular and rounded tolds, with
an oval pattern, are marked with both narrow and thick dark
lilac stripes. The ground of St Gabriel’s attire is reddish-yel-

low, which softens the main tone. The sakkos of St Michael

31 Geloti. Architectura. Mozaica. Preskebi (Gelati. Architecture. Mosaic. Fres-
coes), p. 14.
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ILL 11, THE ARCHANGEL MICHAEL. GELATI MOSAIC
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is based on cold white, which highlights the cold tnnqﬂlf?y_ c'aff_

bright emerald green.

The way in which the Archangels’ wings are treated is also of
note. Their drawing reflects the true composition ot a wing.
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ILL. 13. EMPRESS IRENE, HAGIA SOPHIA AT CONSTANTINOPLE, SOUTH GALLERY. MOSAIC

With a careful selection of tessera tones - warm brown (dark
and light), brick-colour, pink, and gold - the master achieves
a gradation of colours, while the white, silverish “outbreaks”
dispersed randomly and a row of gold feathers, serve to high-
light the wing, thus lending lightness to it and creating an im-
pression of soaring in the air

The wings of the Archangel Gabriel are sharply marked with
a black outline. The contour of the wings of St Michael is
grey, with blackish, yellowish and dark olive cubes inserted
randomly. Thin feather colours are also characterised by dit-
ferent tonalities — the wings of St Michael abound in white and
brown, while those of St Gabriel, in pink and brick. The wings
of the Archangel Michael are arranged differently — the left
one is tighter and the right is more shallow, under which a red
under-drawing and reddish-yellow ground can be seen. This
reddish-yellow tone glittering through the mosaic cubes lends
a particular glow and radiance to the wing. As for the other
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ILL. 14 ALEXIUS COMNENOS (1122). HAGIA SOPHIA AT CONSTANTINOPLE.
SOUTH GALLERY, MOSAIC
wing of St Michael, depicted on a yellow ground and lacking
the brightness of the red hue, appears paler with only a few
dispersed gold and silver-like highlights.
The details introduced in the artistic freatment of the Gelati
Archangels emphasise the functional difference between the
Archangels - St Michael is “the avenging angel”, while the
Archangel Gabriel is the “herald of boon32. An observer, and
especially a pious one, perceives the difference and recognises
“the divine messenger” in the brightened face of St Gabriel.
Such difterentiation of the Archangels was not characteristic
of Byzantine artists (e.g. mosaic images from the church of
Panagia Angeloktista of Cyprus dating from the 7 century,
Cefal and Monréal from the middle and the later halt of

32 Sh. Amiranashwili, Istoriya gruzinskoi monumentalnoi zhivopisi (History of
Georgion Monumental Painting), |, p.137; Sh. Amiranashvili, Kartuli khel-
ovnebis istoriya (History of Georgian Arts), pp. 273-274; Gelati. Architec:
tura. Mozaica. Preskebi (Gelati. Architecture, Mosaic. Frescoes), p. 14.
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the 12 century). The Ateni Archangels are not an exceplion..
either: being severe and refined, they follow the Byzantine”-
scheme and represent a homogenous iconographic fype.

The Gelati images, characterised by rich, refined colouring,
were created by a sure hand. The effect of deep blue balanced
with lilac, and a bright emerald tone harmoniously combining
with them, along with the use of a gold background, is very
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ILL 15. CHRIST BETWEEN EMPEROR CONSTANTINE MONOMACHOS AND EMPRESS ZOE (FIRST HALF OF THE 11= CENTURY). HAGIA SOPHIA AT CONSTANTINOPLE, SOUTH GALLERY. MOGAIC
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33m0@d . Y3(0d5mms 394 353900b bgmds B9bds, -

35 B.H flasapes, VICTODHA BUZBHTHACKOM uBonucy, 33. 79, @0, 141-144.

36

impressive. The artistic and technical level of these images
aftests fo the high professionalism of the artist.

With its general artistic principles, the Gelati mosaic conforms
to Byzantine mosaic art standards. It is based on the rules of
a decorative system worked out by monumental painting of
the middle Byzantine period. According to Tinatin Virsaladze,
there is a certain dualism in the depiction of each of the Gelati
images®. Facial modelling through infensive colourful shades

33 Gelati. Architectura. Mozaica. Preskebi (Gelati. Architecture. Mosaic. Fres-
coes), p. 17. T. Virsaladze, Osnovnye etapy rozvitiya gruzinskoi sredneve-
kovoi zhivopisi (Main Stages in the Development of the Medieval Georgian
Painting), p. 16.
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and the gradation of additional delicate colours reveals the

aftempt of the Gelati arfist to create a pictorial effect. At the

same time, there are features that indicate the linear model-

ling — ornamental drawing in the treatment of the face, thin

hatches in depicting the rouge cheek and a “graphical” na-
ture of shades. Thus, the Gelati mosaic style combines pictur-
esqueness, derived from Byzantine tradition, with a strongly
pronounced linear-graphical aspect related to oriental influ-
ence, which first appeared in Byzantine monumental paintings
of the late 11" century and tound a wider application in the
monuments of first half of the 12" century.

From this point of view, the Gelati mosaic can be paral-
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6&3::-, 3dd ) nd (3¢ 390 @mﬁnb RN bnafﬁ::a(f:f].ﬂ
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396ab dgmg dgmabgronb dnbabBnumMa dgamqdnl nd Bmgb-

leled with the mosaic panels in the south gallery éi*Hagia!

Sophia at Constantinople — the composition of 1118 with
the portraits ot the Comnenos (Emperor John and his wite
Irene), and the tigure of Alexius Comnenos (1122) (ill. 13,
14). Their taces are treated “in a light graphical manner,
which seems to transform their volumes into a plane”*,

&

These figures show a certain affinity with the Gelati Chrisf

bIA. 17. 23A0NLIBMBITN TNIIAIEBITMHIBL BMGNL (1148). RIBIZIL GddMNL 3MBINIS
ILL. 17. THE VIRGIN FLANKED BY THE ARCHANGELS {1148). CEFALU CHURCH MOSAIC

@b, bdEdE 3ddmMN339md bdDdM3b-aMagn3ma babynbab
33dmngfgds, asbbbzaggdom dgmmg, ddsdn ggMbgMumo
dngdgdnm smdgdmnemo b3 300bsadh, Mmdmab ;mgsmboho-
ben dogdmomb 3mbbGbENbm3mmal 6d. bmagnsl badbmgoo
33mgMg0b ,390M980b" dmDangs Bomdmawagbl (XII bay ;.

36 B. H. Nlazapes. VicTopua enzantwitcroi smaonich. 33. 106.

37 mgm, 39350, oo, ﬂgdn 0 meﬁag«’ﬁnbcmﬁn; Hc-an— bAmmod
0530, Br'lﬁ-)uf'f)nbgﬁ'raaan; yo30bezgmn — dado ©d @y yagabazgmn,
dmy30m9emr-4530b%39(M0, dmbnmdmm-y330begfn; Bnmgmn — 3583585
Booygemn, g fnbaggmn, goMgnbeyg@n, 3mh@/m-ﬁoﬁ{gnhgmﬁn;
bealsobo — o ©d 3530 bmbsbo; 363369 — domdabazgfn, Samsbnbiogyfn,
bamdmobgggn, dmdo 963069, ddoemago@nbaygin, dmaynfin boboym-
%3569 (brogobeygan), Bymobegio; mafign — m@@sdsdabo,
draba3nbogmm-crmtgo, af-rﬁoﬁfnrbﬂﬁﬂ—unbwm g0 bobggm-
oz

owing 1o a network of thin white lines. But they are perceived
separately as sharp haiches against the pink colour of the
cheeks of Irene and Alexius. At Gelati, these lines intervene
with each other thus merging into a unitied pear-like shape,
which reinforces the impression of unity of the form mod-
elled through colour. That is why despite the fragmentation
of the colour patch, this form retains unity and bulkiness.
Such treatment at Gelati is reminiscent of the Nikopoia-type
Virgin at Constantinople, where lines tend to mark round
shapes. The mode of representing the redness of the cheek
and the cheekbone is related to the general rules which orig-
inated from the early mosaics of the south gallery of Hagia

34 V. N. Lazarey, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painting), p-
94, pl. 290, 293.
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Sophia at Constantinople — the composition featuresifie’ e

and Empress Zoé (1034-1042) (ill. 15). The cheekbones of

these faces, depicted with a linear stylization, are executed
with curvilinear lines, allowing the mosaicist to “project a
minimum amount of roundness to the face which he could
not avoid”®. Such a rule of cheekbone treatment is found on
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bajﬁg 0bYd, Mmd %i‘[]%‘jﬁﬂb Hm%mdaﬁan ba%maaﬁabnha

mfb3d9b@ gmmdalb dmgamdgdal Bgmgase %mMdnb dgn
@3moMgbommds dmogab, 334353988 Mtim ddMdmny,
3030M980 30 M3dEYbsdg YRMm dMEYgmo. ggmommm
35dmbobmgogomsb dgmamgdom MaMm EIddmID ©s
dgomgomd hsblb doggm s 39dMngm dmdgamabagmmbos
dmbg30(3. 390 dn 03039 39dmbsbmmadgdn, I330md© @3
©0EJSYIE 63MIMAgbmba, d9§owm dmbdgbdmmbo sfo-
36 (bey. 2). (5(3 d99bgds babl, 37 030 “8Mm Mdnemn, ©g-
6300 3 dmgbomas, ©s bam(zamn gddmababggmmdabos. bo-

38 B. H fNasapes, Vctopus snsantwiickon xusonucw, ag. 94, 95, §dd. 294-
297.

39 0. Demus, The Mosaics of Norman Sicily, London, 1949, a3. 391} ab. sagm3g
B. H. NNazapes, McTopun BU3aHTIICKON XUBONMCH. a3- 99, §9d. 298-301.
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ILL. 18, EMPERORS' PORTRAITS. HAGIA SOPHIA AT CONSTANTINOPLE, SOUTH GALLERY. MOSAIC

the Gelati images, the supple ornamental patterns of which
serve fo model torms. But unlike the Constantinople artist,
the Gelati mosaicist applied a multiple direction of lines and
such distribution of mosaic rows which serves fo mark the
shape and “enliven” the image at the same time. According
to V. Lazarey, the Gelati master was “familiar with the tech-
niques of linear stylization, applied by the Metropolitan art-
ists in the second quarter of the 12" century, but he went

further by fragmenting the carnation with thin lines, which

resemble weird ornamental patterns”*,

The rich colour palette of the Gelati composition, as well
as the abundance of separate tones, is also reminiscent of

35 V.. Lazarey, Isforiya vizantiiskoi zhivopisi (History of Byzantine Painfing), o. 108,

36 Ibid, p. 75, pls. 141-144.
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Byzantine monuments ) 1413 57
Thus, the affinity of Gelati o the circle of Byzanting momy:iisJ-
ments of the second quarter of the 12" century dominated
by linear-graphical modelling is indisputable. This cannot
be said about another group of Byzantine monuments char-
acterised by more candid painting aspirations, the most
important example of which is the mosaic representation of
the Deesis (second half of the 12" century) in the south gal-
lery of Hagia Sophia at Constantinople® (ill. 16). The ar-
tistic images, notable tor their softness and expressiveness,
are executed in a picturesque manner, with colour being
the main tocus. The Gelati mosaic is characterised by em
phasis on line. According to Otto Demus, “it is more linear
than Cetal("” (ill. 17). This might be quite true. But the fact
is that at Cetaly, the dominance of linearity and ornamen-
tal freatment result in the mannered torm: the treatment is
drier, and the figures are relatively flatter. Compared fo the
Gelati images, the postures of the Archangels M | and
Gabriel seem to be more strained and reserved. The same
images at Gelati, represented calmly and maiestically, ap-
pear more monumental (ill. 2); the line is more delicate,
undulating and supple, and of exiraordinary expressive-
ness. This type of line reveals one of the main features o
medieval Georgian painting and finds affinity exclusively to
the samples of Georgian art (it would be suiiice o iecall
the expressiveness ot the line at Ateni images). The lineor-
graphical modelling revealed in the Gelati mosaic images,
generally related to the trend of the Byzantine art, allows
certain peculiarities reminiscent of Georgion -
to be pointed out.

The colour gamut of the Gelati mosaic is also remarkable. J.
Lafontaine-Dosogne presupposed the presence of the local
fraditions and even identified certain differences in relation to
the Byzantine samples*. This is reminiscent of the colourity of
medieval Georgian cloisonné enamel characierised oy bright,
intense colours which had earlier been noted as different from

- the Byzantine samples by Nikodim Kondakov*'. This, along

37 Gold, silver, white; dark and light grey; black - completely black, greyish-
black; brown — dark and light brown, yellowish-brown, reddish-brown; red
- bright red, brick-red, pink, lilac-pink; lilac — dark and light lilac; green
- dark olive, grass-green, light green, dark green, malachite, lapis-lozuli-
greenish (marine), aquatic colour; blue - uliromarine, greyish-blue, grey-
ish- light blue, lapis-lozuli - sky-blue.

38 V. N. Lazarev, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painting),
pp. 94, 95, pl. 294-297.

39 O. Demus, The Mosaics of Norman Sicily, London, 1949, p. 391; see also
VIN. Lozarev, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painting), p.
95, pls. 298-301.

40 J. Lofontaine-Dosogne, Histoire de I‘art byzantin et chrétien d'Orient. Lou-

vain-lo-Neuve, 1987, p. 157.

N. P Kondakov, Istoriya i pamyatniki vizantiiskoi emali (History and Pieces

of Byzantine Enamel), St Petersburg, 1982, pp. 147-148. For more details

concerning the difference, see L. Z. Khuskivadze, Gruzinskie emali (Geor-

gion Enomels), Tb., 1981, pp. 177, 178.
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53701359003, 0119(3 d9droama sl asbiem. 100 Bmacr scofngdab (ob.
A. Grabar, Byzance. Larl byzantin du Moyen Age (du VIlI* au XV siécle), Paris,
1963, a3 . 113; P.Lazarides. The Monastery of Daphni. a3, 14 R. Cormack.
Byzantine Art. Oxford University Press, 2000, aa. 170.

44 WA, Amnpadawsmnni, VCTOPUA rpy3nHCKON MOHYMEHTANBHON HUBONUCH. a3:
132; B.H.Nasapes, VcTopus BU3aHTHICKON KUBONUCH. a3. 106.
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with other features, is indicated by the following dei{ﬁJ =
the bicoloured (light-blue and blue, in this case) attire Iypicul
of cloisonné enamel images, the Georgian artist used light
blue tinged with lapis-lazuli, while the colour applied by the
Byzantine artist is paler, with greyish fints. This is redolent of the
differences in the attire of the images of the Archangel Gabriel
depicted by the Gelati and Byzantine artists (emerald-green
and greyish-green), discussed above. The resemblance of the
Gelati mosaic with cloisonné enamel works should not be sur-
orising considering that both make use of the same material,
which contributes to the brilliance of colours. It is noteworthy
that the mosaic shows an affinity just with Georgian cloisonné
enamel. With the brightness of its colours, the Gelati mosaic
reflects some Georgian paintings* (e.g. the 13" century paint-
ings adorning Kintsvisi Church), particularly how the infensive
light-blue background is in perfect harmony with light-green,
blue, golden, red and other tones.

The relationship of the Gelati mosaic with Georgian monu-
mental paintings is reflected in a specific monumentality.
The difference between Georgian and Byzantine monu-
ments is evident in this regard as well. The Daphni mo-
saic ensemble, namely the figures of the composition in
the apse, one of the magnificent examples of Byzantine
art (beginning of the 12" century)*®, although being strictly
representative and separated from each other for added
emphasis, fail fo create an impression of the monumental-
ity (possibly due to their refinement) typical of the Gelafi
mosaic. The previously-mentioned composition at Hagia
Sophia in Constantinople (with the portrait of Comnenos)
and the one at Cefaly also fail to compete with Gelati
in terms of monumentality (ill. 2, 5, 17). It is also to be
considered that the scene in Gelati is located in the conch,
while the images of Constantinople and Cefal’ adorn the
south gallery and the apse walls respectively (ill. 18). But
the difference is more substantial and is likely a result of
a different approach. The figures in the Byzantine com-
position are more refined - their attire is treated with light
folds, the loros are more detailed. The Gelati images are
“weightier,” the shapes are broader, the folds (mostly verti-
cally falling creases concentrated on one side) are more
ample, and the loros are wider and adorned with thick
gems. While considering the possible analogy between

42 When addressing the colourity of medieval Georgian paintings, the ob-
servations related fo the cleaned frescoes should be given highest impor-
tance.

43 V. N. Lazarey, Isforia vizantiiskoi zhivopisi (History of Byzantine Painting), 0p.
92,93; pl. 273-283. V. Lazarev ascribed the Daphni mosaics to the second
half of the 11* century, though later the mosaics were approximately dated
to the year 1100 (see A. Grabar, Byzance. L'art byzantin du Moyen Age
(du VIl ou XV* siécle). Paris, 1963, p. 113; P Lazarides, The Manastery of

Daphni, p. 14; R. Cormack, Byzantine Ar. OrFordUnwem‘tmess.m
p. 170.
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ILL. 20. HEADS OF THE BISHOPS FROM THE COUNCIL OF CHALCEDON COMPOSITION, GELATI NARTHEX
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bsdo agBnbogob 393905 3. Fodyhnb jdnor, Maggbols bsb-30@aemgh
Bmbongsdn mobo ggbd3 3o nb — PFischer, Das Mosaik, Wien und
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these and Byzantine samples, we should iiisi ¢i Gii note ihe
earlier composition of Constantine Monomachos and Zoé
at Hagia Sophia.

t is also noteworthy that the monumentality of the Gelati fig-
ures combines power and emotion. This trait relates them to
the Georgian monuments dating from the 11" crid 1 £
turies, and the Ateni paintings in particular.

The image of the Virgin* - not fully complying with the Greek
type - with its elongated, heavy facial oval, large chin, al-
mond-shaped eyes, slightly hooked nose, and certain lyricism
so characteristic of Georgian images, is of special nofe (ill. 9).
Compared fo it, the Virgin of Constantinople (the mosaic pan-
el in the south gallery of Hagia Sophia, dated 1118) seems
to be more austere and classical (ill. 5). As for the Gelat
Archangels, they are notable not for the type, but rather for
their artistic expressiveness.

The next question to be addressed concerns the technical

-
e M

44 Sh. Amiranashvili, Isforiya gruzinskoi monumentalnoi zhivopisi (Hisfory of
Georgian Monumental Painting), p.132; V. N. Lazarev, Istoriya vizantiiskoi
zhivopisi (History of Byzantine Painting), p. 106.
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means applied in the execution of the Gelati mosaic®. M;J feq
Medici noted that unlike Byzantine mosaics, the Gelatt miosaic
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47 B.H.Jlasapes. Peuenans Ha kuury; P.A. Underwood, The Kariye Djami, vol. 1-3.

New York, 1966. B kHure: BuzanTiiickoe 1 apesHepyccroe uckycerso, M., 1978,

a3 42.

48 Codua Kuescran, a3. 17, A.B. Burep, csbob. 653, a3. 73.
49 AB. Bunriep, dbob. 639M., a3- 60.

50 A.B.BuhHep, @abob. 636, a3. 86.

51 W.A. AmupaHawsinm, VcTopus rpy3uHCKON MOHYMEHTANBHOM KMBONMCH, a3

123-124; oo, sgdodadd e, dnbongd. gighindn, aa. 10, 20.
52 P. Fischer, @abob. 633, a3. 142.

does not contain a plastering layer usually applied for smooth-
ing walls, since the walls had already been smooth. This
also must have defined the thickness of the mosaic ground.
In Gelati, the ground is attached to the stone surface of the
sanctuary apse conch, which is covered with deep incisions for
better adherence. A preliminary red drawing can be seen on
the bare wall. The mosaic ground in Gelai is triple-layered®.
According to Karlo Bakuradze, its first layer, being ten millim-
efer thick, is made of chaff mixed in lime and bonding sand-
stone; the second layer, being eight to ten millimeters thick, is
composed of lime and bonding sand; the third layer is only
two to three millimeters thick and is made of lime. .
As noted by V. Lazarey, the thickness of Byzantine ground layers
is four to five centimeters*”. This is confirmed by the thickness
of the grounds of the mosaics at Kiev's St Sophia Cathedral
and the south gallery of Constantinople’s Hagia Sophia (with
the portraits of Constantine and Justinian): the first layers are
twenty-five millimeters thick, and the second and third ones,
fifteen millimeters®®. The ground at Gelati is markedly thinner.
The preliminary drawing of the Gelati mosaic, executed in red
and white paints, is traditionally placed on the top of the mid-
dle layer of the ground, while the upper layer, which used to
be assembled piece by piece, is covered with reddish-ochre,
brick and white fones. Mosaic cubes were embedded in this
top layer. The Gelati masters applied a fechnique of mosaic
painting that consists of inserting cubes into the ground at dif-
ferent depths, and the inclination of cubes and their rows with
a small corner towards the plane*, which adds an exiraordi-
nary eftect to the mosaic surtace; the use of pictorial effects
to achieve a vividness allowing the ground colour to gleam
through the tesserae creates a strong impression. A. Vinner
was of a high opinion of Georgian mosaicists, including those
who worked for Gelati, not only due to their artistic solutions,
but also the “high technical level of craftsmanship®.

The Gelati masters used a so-called “direct” method, which
encompasses the sefting of cubes in correspondence to the
under-drawing directly on the wall and the plastering in par-

45 When considering the issues related to the use of materials and techniques
in mosaic art, apart from scholarly literature and my own observations, | re-
lied on the opinions expressed by the specialist-restorers Karlo Bakuradze
and Milorad Medici. :

46 A. Vinner noted that old Georgian mosaics were executed on a two-layer
ground - A. V. Vinner, Materialy i tekhnika mozaichnoi zhivopisi (Materials
and Technique of Mosaic Painting), M., 1953, p. 86. As it appeared, the
Gelati ground consists of three layers. According to P. Fischer, San-Vitale
mosaic at Ravenna contains four layers - P. Fischer, Das Mosoik, Wien und
Minchen, 1969, p. 141.

47 V. N. Lozarev, Vizantiiskoe i drevnerusskoe iskussivo (Byzantine ond Old
Russian Art), 1978, p. 42.

48 JSophia Kievskaya, p. 17; A. V. Vinner, idem, p. 73.

49 A.V. Vinner, idem, p. 60.

50 A.V.Vinner, idem, p. 86.
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Shalva Amiranashvili and Tinafin Virsaladze believe: the-Geleifi - -
mosaic was assembled in separate fragments and then trans-
ferred to the preliminarily prepared sefing bed: each figure
is assembled separately, and the background is made up of
squares®'. The seams Sh. Amiranashvili reterred to in order fo re-
inforce his opinions, were actually a result of piecemeal damping
of the upper layer, to enable setting of cubes betore drying®?.

At present, there is a widespread opinion that the mosaics in
the Middle Ages were executed through the “direct” method.
According to C. Harding: “until the late 1950s, it was thought
that the mosaics were created using the “indirect” method,
in which tesserae were attached to a cartoon in the studio
and then transterred to the wall... a survey of the unfinished
mosaics of the Fethie Camii in Istanbul led B, antine scho!
ars to revise their opinion in favor of !l

in which the artist painted the preliminary dr
tesserae directly on the wall. It is now generc |
both Byzantine and Western medievai miosuics were produced
in this manner”**, The Gelati mosnic once again confirms the
accuracy of this opinion — the process of restoration works
revealed that the mosaic was peric=- -
by taking into account the concave surface of the conch.

The setting of the Gelati mosaic through the “direct” method
is one of the arguments supporting the opiiiui
performed locally and could not have been imported from
Byzantium. However, there was an opinion that claimed the
mosaic had been presented by the Byzantine Emperor Alexius
| Comnenos (1081-1118) to King Davii Agnmasnenebeli as o
“royal gift.” This phrase, incidentally expressed by the Georgiay
scholar Platon loseliani in the 19" century, and later reiicraiea
by Dimitri Bakradze™, should be considered as a figurative
formulation bereft of arguments and aimed at increasing the
prestige of the monument. It was because of this that neither
Shalva Amiranashvili nor Tinatin Virsaladze responded to this
suggestion. The only reason we decided to dwell on this issue
was to disperse the opinions expressed in recently emerged
(infentionally or unintentionally) biased publications claiming
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Sh. Amiranashvili, Istoriya gruzinskoi monumentalnoi zhivopisi (History of
Georgian Monumental Painting), pp.123-124; Geloti. Architectura. Mo-
zaica. Preskebi (Geloti. Architecture. Mosaic. Frescoes), p. 13.

P Fischer, idem, p. 142.
C. Harding, The Production of Medieval Mosoics, the Orvieto Evidence,

Dumbarion Qaks Papers, vol. 43, Washington, 1989, p. 81. A. Vinner
had also noted that “Byzantine mosaic arfists only opplied the method  of
“direct” arrangement” - see A. V. Vinner, ibid, p. 61. As an example of the
use of this method, he provides the sancluary mosaics of Minor Holy Cross
Church ot Miskheta — ibid, p. 89.

P loseliani, Genatskii monastyr (Genali Monastery), Kavkazskii Kalendar
na 1853, published by the governor of the Caucasus, Tiflis, 1852, par
IV, p. 402; D. Z. Bakradze, Kavkaz v drevnikh pamyatnikakh khristionstva
(The Caucasus in Old Monuments of Christianity), Akly arkheologicheskoi
komisii [Acts of the Archaeological Commission), V, Tiflis, 1873, p. 1017.
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forward argument against these opinions is the arfisfic and
technical mode of execution of the Gelati mosaic, the gen-
eral rule implying the use of the “direct” method of medieval
mosaic creafion. The only contribution the Byzantines could
have made was in materials — tesserae - for mosaics. It may
appear that the point John, Bishop of Ruisi, made concern-
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L. 21. NIATLITNL BT, BOBEIVAN3NL G3dAL AMBIGTTMY (1147).
ILL. 21. ENTRY INTO JERUSALEM. WALL-PAINTING AT MATSKHVARISHI CHURCH {1143}

ing the arrangement of the Gelati mosaic with the tesserae of
“Hagia-Sophio” supporis the version of the Byzantine origin,
but in this case “Sophio’s pebble,” being used in a broader
sense, means mosaic in general: “this art in Greek is called
mosaic; while Georgians called it Sophio’s pebble, since they
first applied this in their country from a large church of Hagia-
Sophio at Constantinople... “Hagia-Sophio pebble” - | have
seen the remains of this art in Georgia, in the arch of the

55 T. Papamastorakis, Re-Deconstructing the Khakhuli Triptych, AEATON THE
XPIETIANIKHE APXAIOAOTIKHE ETAITIEIAY AOHN, 2002, p. 226; N
Beruchashwili, |. Bichikashvili, Novaiya atributsia kresta Kvirike Khakhulsk:
ogo skladnya (New Attribution of the Cross of Quiricus of Khakhuli Triptych),
Vizantiiskii Viemennik, Ne61, 2002, p 176. For the response to this publi-

cation see L. Z. Khuskivadze, O nekotorikh “spornykh” voprosakh, kassayu-
chikhsya gruzinskoi emali (Concerning Several Controversial Issues Related
to Georgian Enamel), Academia, historical-philological magazine, vol. 4,
Tb., 2002, pp. 92-98 (on Gelati Mosaics - pp. 96, 95).

56 0mbs Mabab dodim3memndn, dadmbmems dbw dabogMmds ombd
fmnbob En@,ﬁmamgn@nm, ongoemobn, 1892, aa. 143 (396033, 9), 144.
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sanctuary”*® / |
The urguments in favour of the import of materials-fram: -

Byzantium are quite conceivable. Miloraa Medici supported
this opinion with great assurance, while A. Vinner directly indi-

cated the local origin of the mﬂieriﬂls ~ “this equally refers to
natural stones, glass and tesserae”’. The tact that the natural
stones were extracted in Georgia and in the vicinity of Gelafi
is, according to Karlo Bakuradze, without a doubt. These are
white, red, black (dyed) limestone, pink sandstone, light green,
slightly greyish stone, black amber. The local provenance of
tesserae, at least part of it, is also possible. The evidence to
this is a glass workshop, ovens and most importantly, gold,

black, green and blue tesserae®®, as well as multiple medieval
cloisonné enamel items uncovered Thrmuml* ﬁrchmpmio gical
excavations. Apart from stones and tesserae, ine Gelaii mo-
saic also contains brick.

The involvement of the master and one or mor= secondary
artists in sefting the Gelati mosaics is probab's

master artist was respﬂnsible or fuif;a and nands and possi-
bly, figures and attire. The b nd_inscriptions, halos and
wings were executed by S':‘CDHOIUI‘}’ artists or apprentices.

The high craftsmanship of the mosaics is =
careful fitting of cubes and the ﬁlling ﬂf seams (ill. 2). As for
the spaces between the cubes and their rows, they must have
served for reinforcing the pictorial effeci. Uliiere:
cubes and the variety of their arrangement also serve arfistic
aims. For depicting the mosaic background and taces, the
Gelati master used thin cubes Elc}seiy fmed to ench other. The
tesserae of halos, inscriptions and aff |

set less densely. The cubes’ surfm:es are fradiiionaily smooth,
flattened, glossy and polished; the lateral facets are also pol-
ished for perfect fitting. However, some of the cubes have un-
even surfaces; these are white and grey stones adorning fhe
loros, which look shadowed next fo the glowing cubes and are
aimed at creating a specific colouring effect.

The creation of the Gelati mosaic in the epoch of King Davit
Aghmashenebeli seems appropriate. This was the period
which marked the political, economic and cultural revival
of Georgia. It was at that time that the country was strong
enough to compete with the advanced Byzantine civiliza-

~al iz} .=:..|n,-l i 4}

' I\.I. 1
pu ] I W [ W

56 lono Metropolitan of Ruisi, Mimosula anu mgzavroba fona Ruisis Mitropolitisa
(Voyage of lona Metropoliton of Ruisi), Tbilisi, 1852. pp. 143 (nofe 91), 144.

57 A. V. Vinner, idem, pp.86, 88.

58 N. Ugrelidze, Mina dzvel sakartveloshi (Gloss in Old Georgia), Tb., 1961,
p. 8, 10; idem, Natbeuris minis sotsarmo, mosalebi sakorivelos da kavko-
siis argeologiisatvis, (Notbeuri Gloss Work, Materials for Georgian and
Coucasian Archaeology), vol. 3, Tb., 1963, pp. 61, 67; idem, Adreul sh-
vasaukuneta qartishi minis fsarmoebis istoriisatvis (To the History of Glass
Production in Early Medieval Korili), Tb., 1967, pp. 4, 89-90. Addressing
one of the glass workshops, namely thot of Orbeti dafing from the 8 cen-
tury, N. Ugrelidze noted thot they “produced not only widely used crockery
and jewelry... but ware painted with enamel painfs, expensive at that fime,

os well os mosaic fesserae... efc” (p. 90).
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99 T. b. Bupcananse. ®parmenTs! apesrei (peckosoit POCHCH FMABHOMO renar-
ckoro xpava, 3. 203, 93M3039, W.A Anpasawsini, VICTOpHA rpy3uHCKoi

MOHyNEHTNeHON sonici. a3. 133; agmaon. sfdodmddnme. dmbongd.
3M9b3930, ag- 10, 20; BH.Nasapes. WcTopus BuaanTiicKoR KuBONMCH a3
106; D.Mouriki. ©3bob. 6adm. a3 738.

T'b. Bupcananae, Oparenrsl ApesHen (HPecKoBOI POCNNCH FNABHOro renatc-
koro xpama. a3. 202.
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tion. According to accurate comments by Tinatin Virsalad
“the idea itself of creating an expensive mosaic figure of the
Virgin in Gelati, which should have rivaled the well-known
mosaics of Constantinople, responded to the tendencies
and approaches of King Davit Agmashenebeli’s epoch...”
and it was executed by “... a Georgian master profoundly
cognizant in Byzantine-Metropolitan craftsmanship?. Thus,
it can be ascertained that the Gelati mosaic was produced
in Georgia, on the initiative and through the contribution of
a Georgian donor and by a Georgian master. Unfortunately,
no other Georgian mosaic of the same period has been pre-
served to our day. However, there are brilliant fresco paint-
ings in the narthex of Gelati, which are similar fo the mosaic,
comprising a part of the original adornment (ill. 19). The
issue of similarities and differences between the mosaic and
the frescoes was briefly touched upon by Tinatin Virsaladze
who stated that despite certain stylistic similarities, these two
types of adornment differ substantially®®. The monumental
compositions of the Gelati conch mosaic and narthex fresco
can be related in terms of the general linearity and feeling of
the line, which is characteristic of the artistic approach of the
Georgian master. Owing to this, the graphical manner re-
vealed in the mosaic differs from the contemporary Byzantine
samples of this frend (e.g. the Constantinople mosaic com-
position dating from 1118).
However, the mosaic at Gelati differs even from the narthex
murals. In the frescoes the lines are thinner and lighter, while
in case of the mosaic they are sharper and the drawing
formed by them fends towards ornamentalism (ill. 20). The
narthex paintings display only the first signs of this trend (in
the form of white highlights on the faces). But the character
ot these light, transparent, “melted white highlights” seems
to counteract this attempt. Clearly reflected ornamentalism at
Gelati is reminiscent of the paintings adorning Matskhvarishi
Church dating from the same period (1140) which, in contrast
with the fresco in the narthex of Gelati, shall be related to a
different trend (ill. 21). It is probably the tendency fowards
ornamentalism that Tinatin Virsaladze meant when referring to
the affinity between the Gelati mosaic and Matskhvarishi wall
paintings®'. The frescoes at Matskhvarishi are characterised
by reintorced linearism, ornamentalism and decorativeness.

59 T. B. Virsaladze, Fragmenty drevnei freskovoi rospisi glavnogo gelatskogo
khrama (Fragments of Old Frescoes ot Main Church of Gelati), p. 203;
also, Sh. Amiranashvili, Istoriya gruzinskoi monumentalnoi zhivopisi (History
of Georgian Monumental Painting), p. 133; Gelati. Architectura. Mozaice.
Preskebi (Gelati. Architecture. Mosaic. Frescoes), p. 13; ViN. Lozarey, Isfori-
ya vizantiiskoi zhivopisi (History of Byzantine Painting), p- 106; D. Mouriki,
idem, p. 738.

T. B. Virsaladze, Fragmenty drevnei freskovoi rospisi glavnogo GeWmo
khrama (Fragments of Old Frescoes af the Main Church of Gelofil, p. 202.
TB. Virsaladze, Freskovaya rospis khudozhnika Mikeela Maghiakeli v
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shi), Ars Georgica, 4. Tb., 1955, p. 212.

Matskhvarishi (Frescoes by the Master Michoel M@W “"“"w"““;
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61 T.b. Bupcanagse. @pecxoean pocnics XxyaowHuka Mukaena Marnakend B
Mawxsapuum, goarnmo bammabads, 4, . 1955, a3. 212.
62 T.b. Bipcananae, OparmeHTs! apesHeit (HPeckoBoi POCMMCH FMABHOMC renar-
 cxoro xpama. a3 193. - '
63 T.b. Bupcanagse, GparmenTel ApesHen dpeckopoi POCNMCH rMAaBHOro. renar-
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Ornamental treatment at Gelati is much more delicate, as itis
based on the gradation of lines and patterns info each other:

Even sharper lines (e.g- those on the face of the Archangel - g
Michael and especially, on the face of Christ) are based'on' ==
the rhythm of rounded lines. The parallel folds of the lower ==

parts of the clothing of the figures in both monuments are'

similr only externally, according to their general scheme. In- o
Matskhvarishi they are conducted through plane-graphical =~ =
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ILL, 22, SCENE WITH THE IMAGES OF DIONYSUS AND ARIADNE. DZALIN MOSAIC (IR0 CENTURY)

manner, with the shadows and highlights depicting the torm in
thin bands, and the contour of folds are marked with a black
line. The folds of the mosaic figures’ garments are modelled
through the gradation of the tints of the main fone, while the
shades are graphical.

The Gelati mosaic, largely inspired by Byzantine-Metropolitan
traditions, is fotally different from the Matskhvarishi wall paint;
ings which are closely related to the “traditions of vemacular
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S, 0y byl oo, 3, 273,
H E.I'I l‘!wuamaa Pocnic, Tutotecybanm. 16.. 1980, a3. 249, 396ads. b!.

| Z
art and Georgian relief sculpture, in particular”®?. It is impors- =

tant to note that the mosaic displays no offinity eithier with'””--

other samples of Georgian monumental painting. It can nei-
ther be related to the fresco preserved in the narthex of Gelati
itself. The difference does not lie in the technique only. Unlike
Gelati, among the wall paintings adorning Kiev's St Sophia
Cathedral, which make use of both techniques, “certain fres-
coes... display more atfinity with the church mosaic in terms
of the manner of depiction”®.

The solution of the mosaic and fresco (in the narthex) figures
at Gelati is defined by different artistic aims (ill. 20). The fresco
faces are modelled with light olive shades melted to the shad-
owed paris of the tace, while the highlighted pari is freated with
light, whitened ochre strokes. These shadows und h]ghlmhﬁ
are transparent and are hard to discern even from '
tance; they only create an impression of slight sal

Unlike the particularly refined figures adorning ‘he narihex,
the mosaic images seem more “powerful” anc ~ =ir monu-
mentality appears more striking due | |
dogmatic composition in the conch. In modelling the fio:

the mosaicist reveals “picturesquene:

tradition of Byzantine art. The volume sié revealed,

while it appears fo diasmive in lightly melted “modelling” and
the generalized transparent drawing of the frescmes The re-

fined folds of the ﬂgures attires, their reserved modeling anc
expressiveness of light lines create a contrast mth the drapery,
which is treated with deep, sharp shadows and characterised
by vertically falling, heavy “monumentality.”
The colour treatment applied by "

In this regard, the Gelati mosaic is in pereotarmony wit
contemporary Byzantine samples — increased tragmeniaiion
of colour patches, sharp highlights, shades of varying dark-
ness providing for tonal gradation, in addition to a wide range
of colour palette. The scale of the Gelati frescoes is made
up of a small amount of tones, and the colour patch is less
fragmented. |
Apart from the arfistic merits of the Gelati mosaic, Shalva
Amiranashvili and Tinatin Virsalodze pointed out ifs progressive-
ness. lts “artist provided creative solutions fo artistic tasks which
are characteristic of paintings of a later period”®®. Various tea-
tures, revealed in the second half of the 12" century and the
beginning of the 13" century in Georgian monumental arf, do
remind one of the Gelafi mosaic. This primarily refers fo the

15O ditierent.

62 T B. Virsolodze. Fragmenly drevnei rospisi glovnogo gelatskogo khrama
(Fragments of Old Frescoes at Main Church of Geloti), p. 193.

63 T. B. Virsaladze, Fragmenty drevnei freskovoi rocpisi glavnogo gelatskogo
khrama (Fragments of Old Frescoes at Main Church of Gelati), p. 202.

64 ibid, p. 190

65 Gelati. Architectura. Mozaica. Preskebi (Gelati. Architecture. Mosaic. Fres-
coes), p. 17; Sh. Amironashvili, [storiya gruzinskoi monumentalnoi zhivopi-
si (History of Georgian Monumental Painting), p. 131; Sh. Amiranashvili,
Kortuli khelovnebis istoriya (History of Georgian Arts), p. 273.
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MEHTanbHoM eonkcy, aa. 17.

68 dormabob dmdonzgdols Bgbobgd ob.: . dmbmBadg, 6abdszabo, haﬁdnﬁg,
doemnba, g7Mb. ,dgamab dgamdomn”, Ned3, md., 1973; dnbogg, asobég-
d0 d@dnsbbd ©d dsemabdn, 0., 1981, as. 93; dobogg, bobabemg, baagdmds
33b0Eqd00 :@:: Ly3MOM dbo, ,dgamab dgamdstin’, Ned, od., 1987,
33- 20-31; d. dnbbdM0, omboligh ;gds 60 3mMa 0dgMnals bgemaby-

6300 (boabyM@anm 6336madn), 3., 1988, ag. 21-58; M.r Muzanpapy
[MOHNCUACK3A TEMa B UCKyCCTRe HHTI:‘I'L&HI:}H visepuu [aBmpquepar auccepra-

UMM HA COMCKaHME Y4eHOM CTeneHn kamavaata uckyccreosenenus), T6..1988,
33- 3-27; 3. exEndgemn, bagsmamggmmdn sedmhigbagmn a303636@03mM0
@ 3eMhabosbmo dmbanggdn (bsaby@dgom 633Gmaa), od.,

1988, a3 19-64; M [ix. Onuwenw, MoaHeaHTHuHbIE 1 paHHEXPHCTHAHCKVE
Mo3aukn ['pyaun (asTopedpepar avccepraumm Ha CoucKaHve YYEHON CTeneHu

kaHanaara uckyccreosenenus). T6., 1988, a. {0-16; M. Odiseli, Spatantike
und friinchristiche Mosaike in Georgien, Wien, 1995, 3. 11-26, 63, . I+
21. 30g306@ab 111 by 6ol L3gAM BB 30l 'ﬂﬂhabab 0b.: 3. gymony,
80g30b@ab bogmm Elr':‘i:-an b 3533968930, sedmfigboma 1962 Bgemb,

©oo dodaab@n, I, ;. ‘H?B 33: 217, M. [ix. Onuwenn, 338mMgaq-
580, a3. 23-24; M. Odlﬁeh. abob. 633M., a3, 99, 56, b4.
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picturesque manner, typical of the monuments of the “tshkhani-1 0

Kintsvisi” trend and revealed in the linearity, along with the

“Georgian” feeling of line characterised by undulating forms

and plasticity, the dynamism of figures, and a certain emotion-

ality. Monumentality is also expressed in the folds of the aftire,

which, according to Ekaterine Privalova “though only slightly
revealed in Vardzia, is present in Kintsvisi and Timotesubani“®

There is one more important issue to be noted. The trend of
Georgian monumental painting towards the adoption of a
new decorative system had been prepared by a pertectly ap-
propriate evolution of the entire painfing. The painings of
the referred period mark the second phase of the develop-
mental process and “are not related to any abrupt transition.
Unnoticeable moves towards increased decorativeness and
dynamism of the composition and drawing appeared fo be
more and more clearly reflected”®”. What we see in brilliant
painting images at Vardzia, Qintsvisi and Timotesubani is a
continuation of the artistic tendencies related to the wall paint-
ings adorning the narthex of Gelafi. The Gelati mosaic seems
to stand in certain isolation.

The Gelati mosaic is related to the variety of monumental
paintings which, unlike frescoes, had not found wide-spread
development in Georgia. Only a small number of mosaic
samples have survived, though it is assumed that there had
been more than have been preserved.

Among the mosaics uncovered as a result of archaeological
excavations, the earliest are the mosaic fragments adorning
the secular buildings at Dzalisi and Bitchvinta, which are dated
to the 3 century® (ill. 22). These mosaics reflect the processes

66 E. L. Privalova, Rospis Timotesubani (Timotesubani Wall Paintings), Tb.,
1980, p. 249, note 61.

67 T. Virsaladze, Osnovnye elopy razvitiya gruzinskoi srednevekovoi monu-
mentalnoi zhivopisi (Main Stages in the Development of the Medieval
Georgian Monumental Painting), p. 17. _ ;

68 On Dzaliso, see: A. Bokhochadze, Nastakisi, Sarkine, Dxm':sr, magazine

Dzeglis Megobari, N:33, Tb., 1973, idem, Gatkhrebi Aghaiansa da Dza-
lisashi (Excavations in Aghaiani and Dzalisa), Tb., 1981, p. 93; idem, Sa-
sakhle, nageboba apsidebit da satsurao avzit (Paloce, Structure with Apses
ond Swimming Pool), Dzeglis Megobari, Ne4, Tb., 1987, pp. 25-31; M.
Mizandari, Dionises tema antikuri iberiis khelovnebashi (The Theme of Dio-
nysus in the Art of Iberig in the Antiquity), (disseriation), Tb., 1988, pp. 21-
58. M. G. Mizandari, Dionisiiskaya ftema v isskusive antichnoi Iverii (The
Theme of Dionysus in the Art of Iberia in the Antiquily), (the abstract of the
dissertafion submitted to obtain the candidate's degree in art history), Tb.,"
1988, pp. 3-27; M. Odisheli, sakariveloshi aghmochenili gvianantikuri da
adrekristianuli mozaikebi (Late Antique and Early Christian Mosaics Dis-
covered in Georgio) (dissertation), Tb., 1988, pp. 15-64; M. J. Odisheli,
Pozdneantichnie i rannekhristianskie mozaiki Gruzii (Lote Antique and Early
Christian Mosaics of Georgia), (the abstract of the dissertation submitted to-
obtain the candidate’s degree in art history), Tb., 1988, pp. 10-16; M. Di.
Oditeli, Spatantike und frihchristliche Mosaike in Georgien, \Wien, 1995,
pp.11-26, 63, figs. 1-21. For the 3’dcen1urrs&cu|nrmusmtsulﬂildwd0. -
see: A. Tchkonia, Bitchvintis saero mozaikis fragmentebi, .
1962 tsels (Fragments of Bitchvinta Secular Mosaic, Discovered i in M
Didi Pitunti, I, Tb., 1978, p. 217; M. Odisheli, {the obstact of the dis-
sertation), pp. 23-24. M. Odieli, Spatantike und Hﬂrﬁﬁtﬁemm
Georgien, pp. 55, 56, 64. R
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taking place in the mosaic art in period of late Anfiquity, which
prepared grounds for the deviation irc L Hel

illusionistic trend. It was the first sample which weakly, though
clearly, revealed the trend towards linear, conventional forms.
This feature, reflected in Dzalisi and Bitchvinta mosaics, reveals
a general trend of the eastern regions of Hellenistic-Roman
culture rather than Georgian. Though, it is noteworthy that
the Georgian arfist’s aspiration towards the plane-graphical
perception of forms easily matched with this trend. It is also
to be noted that the Antiochian samples used in the Dzalisi
mosaic were creatively redeveloped rather than mechanically
transposed®’. The materials used are also local. Scholars con-
clude that these mosaics were executed by a Georgian artist
who had mastered his skill in Antioch, or by a foreigner living

in Georgia”.

69 M. Odisheli, idem, (disseration), p. 162; M. Mizandari, idem, pp. 55, 5;
70 M. Mizondori, (the abstract of the dissertation), p. 14; M. Odisheli, idem,
(dissertation), p. 163; M. Odisheli, (the abslract of the dissertation), p. 15.
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ILL 23. GEOMETRICAL ORNAMENT. SHUKHUTI BATHHOUSE MOSAIC (4* CENTURY)

The reintorcement of linear tendencies is strongly telf in an-
other fragment of secular mosaic at Bitchvinta, dated to the 5
century. This is easy to ascertain by comparing the figure ot an
elephant from this mosaic with a 3 century image of a triton,
also discovered in Bitchvinta. Although each of the mosaics dis-
plays the dominance of a single tone - the triton being depicted
in brownish-red and the elephant in dark grey, and none of
them is marked with a contour, the manner of execution is dit-
ferent. The fragment dafing from a later period is characterised
by graphical treatment reflected in parallel, light blue bands on
the elephant, which reinforce the planarity. M. Odisheli consid-
ered that a wooden toy like stiff image of an elephant, as well
as other figures of the composition, finds close affinity within the
mosaics belonging fo the Antiochian and Kilikian circle™.

Another secular mosaic showing affinity with Antiochian art
adorns the Shukhuti bathhouse floor; dating from the fas!

71 M. ). Odisheli, (the abstract of the dissertation), pp: g-l-?g {¥1- ?diieji;
Spatantike und frihchristliche Mosaike in Georgien, pp.56,37,04, 1. 39,
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sdgmam bgrmabads’, Ne5, and., 1985, a3. 79-80' M. Odiseli. @obb.
Bs0M., 33. 64. - |

77 9. mp0dgen, ©dbsb. 6336, a3. 161; LA Aumpaawennu, VICTOPUS rpy3iH-
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quarter of the 4™ century’ (ill. 23). The abstract genmeiric:@i -
ornaments dominating the mosaic follow an important princi-...
ole of eastern Christian art during the first four centuries. This!>--
is characterised by new vivid geometricism, which took its roots
in vernacular art and gradually replaced the refined geometri-
cism of the metropolitan centres”. The abstract character and
carpet-like arrangement of the Shukhuti mosaic defines the
olanarity of the mosaic figure, which is further reintorced by
the use of cubes of equal size and shape. In contrast with the
Dzalisi mosaic, it mechanically repeats an ornamental pattern
developed in one of the workshops in Asia Minor’.

The Bitchvinta Basilica has preserved early Christian church
mosaics. The apse and the baptistery mosaics (5" century)”
are in relatively good shape. The plots of the mosaic floors of
Bitchvinta Church feature several symbolic compositions thot
are concentrated in the most prominent areas, such «
sanctuary, baptistery and the central nave. Their symbolism
is related to Baptism and Eucharist’. With their n

style, the ecclesiastical and secular mosaic: Jinia are,
according to Sh. Amiranashvili and M. Odi related 10 the
Syrian and Palestinian schools: “Their ori! defermined

by synergies between the Syrian picicriciness anc
picturesqueness on one side, and the Palestinian austere sym-
bolism on the other,” <i=~tively redeveloped on local soil”.

The mosaics dating fror ] before i
second quarter of the 12" ce 0
the Gelati mosaic) have preserved in fragments, which inci-

alaaaln |"l||l":|l'l|";""r"‘: """-'{

72 P P Zakarayo, V. A. Lekvinadze, Shukhuiskuyo oury, Bath), the
Department of Social Sciences of the Georgian Academy of Sciences, Mat-
sne, |, Tb., 1966, pp. 120-135, pl. VI; M. Odisheli, idem, (disserfalion), p
73: M. Odisheli, (the abstract of the dissertation), pp. 16-18. P Zakaraya,
V Lekvinadze, Afkheg,fggmhesf(ge raskopki v Shukhuti [.ﬂ.rCI=1EIEDII{]ngGII Ex-
cavations in Shukhuti), Vizantiiski vremennik, 26, 1968, pp.225-232; M.
Odigeli, Spatontike und frihchristliche /1
figs. 22-24.

73 V. N. Lozarev, Istorya vizantiiskoi zhivopisi (History of Byzantine Painting), p. 23.

74 PP Zakoraya, V. A. lekvinadze, Shukhutskaya bonya (Shukhuti Bath), p.
128; M. Odisheli, idem (dissertation), p. 73; p. 18 (the abstract of the dis-
seriation), M. Odiseli, Spétantike und fruhchristliche Mosaike in Georgien,
pp. 29, 63.

75 M. Odisheli, idem, (dissertation), pp. 74-161; Sh. Amiranashvili, Istoriyo
gruzinskogo iskusstva (History of Georgion Ars), p. 114, For Bitchvinto
mosaics, see: V. A. Lekvinadze, O drevneishei bozilike Pitiunta i ee mozai-
kakh (Concerning Old Pitiunti Basilica and its Mosaic), VDI, Ne2. 1970, pp.
174-193; L. A. Matsulevich, Mozaica Bifchvinta - velikogo Pitiunta (Mosaic
of Bitchvinta - Great Pitiunti), Didi Pitiunti, Ill, Tb., 1978, pp. 100-168; L.
A. Shervashidze, Pitsundskaya mozaika (Pitsunda Mosaic), Didi Pitiunti, Ill,
Tb., 1978, pp. 169-193; T. Velmans, Quelques versions rares du theme
de la fontaine de vie dans l'ort paléochrétien, Cahiers archéologiques. Fin
de l'ontiquité et moyen age, XIX, Paris, 1969, pp. 29-43; A. Votchinina,
Mosdiques gréco-romaines frouvée en Union Sovietique. Lo mosdique ro-
maine, Paris, 1965, p. 315-324. M. QOdiseli, Spatantike und frohchristliche
Mosaike in Georgien, pp. 32-55, 63-64, figs. 25-42.

76 M. Odisheli, Bitchvintis bazilikis mozaikebis simbolika (Symbols of Bitchvinta
Basilica Mosaic), mogazine Sabtchota khelovneba, Ne5, Th., 1985, pp. 79-
80, M,F}diieii, Spétantike und frihchristliche Mosaike in Georgien, p.64.

7 :ﬂgﬂzﬁiﬁenﬂ. (dis,.s?riu?iun], p. 16'1;5"n. Amiranashvili, Istoriya gruzinskoi

i znhivopisi (History of Georgian Monumental Painfing), p. 23.
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80 G.Tschubinaschwili. I. Smirnov. Die Kirche in Zronmu und ihr Mosaik, Georgische
Baukunst. Il Tifis, 1934, aa. 100; A.1. Crampros, [gal:.:-b. badm., a3 21, bab.
b; WA Anumpanawsunu, VICTOPHA TPYINHCKON MOHYMEHTANLHON JUBOMHCH
A3 27 T Bupcananze. OcHoBHBIE 3TaNb! PAIBMTHA [PY3WHCKOW CPeaHeBero:

BOIt MOHYMEHTaNLHOM KUBONKCH. 34, 2.
81 [. M. lopoees Kparkuin otver o komanauposkax 8 Kaxuio u Mopuiciun yesn
netom 1917r.. Masectun Kaeraacroro oraeneHus Mockoackoro Apxeonoru-

yeckoro Obwectea, V. 1919, as. 32; B H. Nasapes. WUcTopus Bu3aHTHACKOR
KNBONKCH. A3, 50; Z. Cxirtladze, A propos du décor absidal de C'romi. Revue
des eludes georgiennes el caucasiennes. N6-7. Paris. 1990-1991, a3. 167.

82 6Mmdol dmbsn jobadn dndmgbogm asdmnd394693gm 653 MdBn S3@meMn
dofno dgnenl ,dxagdob” ngmbmaaganl agBybobab bagnatgdl
10dmab — T b. Bupcananae. Lipomcran mo3anka B kH.: Mpy3uHckas cpente-
BEKOBas MoHyMeHTanbHan meonick (bgrmbabga). ag. 249-298; 257;

83 T.b. Bupcanaaae. Lpomcran mosana a3 294,

84 £ Cxitladze, dbob. bsdm., as. 168, 6sb. 1, 3, 4, 7. gxmogdmd,
@dMobddmdgem-mabE b g %tbn dnbodbgds bod agmb ndoby, Mmd
030 0b§3tngMadn BoMdmmagbomn o, dgLademms,  asdmbodogugh
05339 dmnginman b 30M3gma magab 0d Jabgb, bowsz Bmabimda-
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Sgbsbgd. obdgtingtin gmembgbacny @ @3fiom asdmgimos bsb
90093 @ ©gbyfinb bafzmaan Ggmagerdy, dog™ad bbsd by3gbada
= T. 6. Bupcanane. Lipowicras Mosanva, ob. a3. 256, 286.
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dentally does not permit a restoration to their Dﬁ’giﬂﬂ!fﬂpmﬂ;ﬁélﬁf%
pearance. The remains of mosaics from the Minor Holy Cross
Church at Mtskheta (6™ century) and the conch of the Tsromi
Church sanctuary (7™ century), the lunette at the entrance of
Martvili Church (7" century?), Shoreti Church, the triumphal
arch, south and north walls of which have survived traces of
mosaic, and the south pilaster of which most probably rep-
resents the fragment of a Prophet, the mosaic fesserae from
Shoreti, Mokvi and Orbeti (presently kept at the State Museum
of Fine Arts of Georgia), in addition to notes about the mo-
saic at Bagrat's Cathedral (early 11* century)’®, demonstrate
the presence of interest in mosaic adornment throughout that
period, but tell nothing of the artistic manner of execution.
Nevertheless, this is all important evidence aftesting fo the ex-
istence of mosaics in Georgia trom the 6™ century. Among
all the samples noted above it is only the Tsromi mosaic that
allows us fo make certain assumptions and this is thanks fo the
research carried out by Jacob Smirnov, who provided substan-
tial evidence concerning the paintings (it is obvious that af that
time the mosaic had been in a better state of preservation)™.
At present, only the fragments of the attire of Christ, the scroll
with inscriptions, the gold background, the acanthus leaves
and of the ornamental motif, as well as the Angel’s foot have
survived (they were long ago transferred to the Stafe Museum
of Fine Aris ot Georgia) (ill. 25).

The mosaic composition used to be located in the conch of the
apse (ill. 26). lts iconographic scheme has induced a variety
of opinions. Some scholars believe that it represents “Iraditio
Legis” (Christ Giving the Law to Peter and Paul) with the central
figure of the Saviour flanked by the Apostles Peter and Paul®.
D. Gordeey, consider the figures facing Christ fo be Angels
(or Archangels), having deciphered the traces of their wings in
the outline. Based on the opinions expressed by D. Gordeey,
V. Lazarev identified this scene with an abridged version of

the Ascension®'. On the other hand, Zaza Skhirtladze viewed

78 lona Metropolitan of Ruisi, Mimosulo anu mgzavroba iona ruisis mitropoli-
tisa (Voyage of lona Metropolitan of Ruisi), Tk, 1852, p. 144; V. Beridze,
Dzveli kartuli khelovneba (Old Georgian Ard), Tb., 1974, pp. 52, 133. The
notes on the mosaic of Shoreti Church were provided by the art historian
Annie Kldiashvili.

79 J. Smirov, Tsromskaya mosaika (Tsromi Mosaic), Tiflis, 1935.

80 G. Tschubinaschvili, J. Smirnov, Die Kirche in Zromi und ihr Mosaik, Geor-
gische Baukunst, I, Tiflis, 1934, p. 100; J. Smirmoy, idem, p. 21, fig. 6; Sh.
Amirnashvili, Istoriya gruzinskoi monumentalnoi zhivopisi (History of Geor-
gian Monumental Painting), p. 27; T. Virsaladze, Osnovnye etopy rozvitiya
gruzinskoi srednevekovoi monumentalnoi zhivopisi (Main Stages in the De-
velopment of Medieval Georgian Monumental Painting), p- 2.

81 D. P Gordeev, Kratki oichet o komandirovkakh v Kakheti i Goriiski vezd
letom 1917 godo (Brief Account of Trips to Kokheti and Gori province in
Summer 1917), lzvestiyo Kavkazskogo otdeleniya moskovskogo orkhee-

logicheskogo obschesiva  (Proceedings of the Caucasian Deparin ﬂf v

vizantiiskoi zhivopisi (History of Byzantine Pointing), p- wirlodze, 2]
A propos du décor absidal de C'romi. Revue des efuges Geon B~

coucasiennes, Ne6-7, Paris, 1990-1991,p.162.
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2e. Uporran mo3auka, 33. 202, 282, 283; Z. Cxirtladze. wsbab. 633 aa.
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the mosaic in organic unity with the fresco below it;and:de: "
scribed it as a theophanic representation of the Glory of the
God, executed in a form of the Ascension. It is the Ascension
scene that Tinatin Virsaladze linked the iconography of the
Tsromi mosaic with. She considerea that “Traditio Legis” had

¥y

ILL. 24, THE DEER AT THE FOUNTAIN. BITCHVINTA MOSAIC (5 CENTU

originally been conceived as the Ascension — Second Loming,
and that this festive plot had often been used for representing
eschatological theophany?®. This interpretation is close fo the
opinions expressed by the researchers identifying the Tsromi
mosaic scene with the Ascension. The only difference lies in the
iconographic scheme — it represents the apostles (according
to Tinatin Virsaladze, the starting point of Chapter One of The
Acts “®) in one case and the Angels in another (in my opinion,
the final fact of the chapter). We regard the image on the low-
er register at Tsromi, identified by Zoza Skhirtladze, represent-
ing the Virgin-Oranta in the centre “against the background

82 In his unpublished research dedicated to the Tsromi mosaic, the author
focuses on the issues reloted to the genesis of the “Ascension” iconography
— T. B. Virsolodze, Tsromskaya mozoika (Tsromi Mosaic), in: Gruzinskayo
srednevekovaya zhivopis (Georgion Medieval Painting) (manuscript), pp.
249,298, 257.

83 T. B. Virsaladze, Tsromkaya mozaika (Tsromi Mosaic), p. 294.
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of the cloth spread between two pillars, flanked on both sides 014
by the evangelists”®, allows us to assume that this should be

the Ascension scheme The eschatological significance of the

scene is further reinforced by the cross represented on the arch

of the window, which is a symbol of the Resurrection and the
Second Coming. Compositions similar to that of Tsromi can
be traced outside Georgia as well: the fresco adorning the
apse of Arudch Church (Armenia, 7™ century); Ravenna’s San
Michele in Africisco conch mosaics (6™ century) contain one
of the redactions of the Ascension, i.e. Christ Defeating Death,
as well as the emphasis on the Second Coming®, can also be
considered related.

t is noteworthy that each of the mentioned samples is char-
acterised by a three-figure scheme, including the Savior and
Angels, a ground “stripe”®, and a decorative belt marking the
scene. The Tsromi mosaic, congruent with the concept of the
Glory of Christ, is echoed by one more conch mosaic featur-
ing the composition of the Glory of the Virgin - the church of
Panagia Angeloktista at Cyprus (7 century)®’. Apart from hav-
ing a common scheme, these two painfings are characterised
by more similarities, such as a rich podium fixed in an orna-
mental band (also seen at the Arudch fresco), an advancing
pace of the Angels, white chitons, eye shapes®, and shylistic
features.

The surviving fragments of the Tsromi mosaic allows certain
assumptions to be made. They provide evidence supporting
the conclusions made by J. Smirnov on the siyle and date

84 Z. Sxirtladze, idem, p. 168, drawings 1,3,4,7. To my mind, this background
of Virgin-Oranta must indicate that it is depicted in the interior and repre-
sents the passage from Chapler 1 of The Acis relafing about the return of
the Apostles to the house of St Mary. The interior with its columns and cur-
tain is shown against the background of St Guillem le desert sarcophagus
relief, but in a different scene - see T. B. Virsaladze, Tsromskaya mozaika
(Isromi Mosaic), pp. 236, 286.

The conch of the Arudch Church apse contained a composition similar
to that of the Tsromi mosaic, the six apostles have preserved below (on
the north wall) - L. A. Durnovo, Kratkayo istoriya drevnearmyanskoi zhi-
vopisi (Brief History of Old Armenian Painting), Yerevan, 1957, p. 11; N.
G. Kotadjan, Tsvet v rannesrednevekovoi zhivopisi Armenii (Colour in Early
Medieval Paintings of Armenia), Yerevan 1978, pls. 19-22; V. N. Lozarey,
Istoriya vizantiiskoi zhivopisi (History of Byzantine Painting), pp. S0, 46; T.
B. Virsaladze, Tsromskaya mozaika (Tsromi Mosaic), pp. 252, 282, 283; £Z.
Cxirtladze, idem, p. 167, note 18; Jean-Michel Thierry, Patrick Donabe-
dian, Les arts Arméniens, Paris, 1987, pp. 80, 496, fig. 35. P Donabedian
refers to the scene of Arudch conch as “Traditio Legis”. In the Ravenna
mosaics, the Apostles, depicted symbolically in the fﬂrm of twelve doves,
are inscribed in the belt marking the scene.

The ground stripe at Tsromi and Arudch is plain (at Tsmml it hos a dirty
greyish tinge, while at Arudch it is light green). In Ravenna mosaics, the
soil is covered with lilies-of-the-valley (symbol of innocent souls} and red
flowers (blood shed for Christ), indicative of the Paradise - see V. N. Laza-

85

86

rev, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painting), p. 4&; 1. 8.

Virsaladze, Tsromskaya mozaika (Tsromi Mosaic), p. 274.
87
41, pls. 45, 46. _
The eyes of the Tsromi Saviour were marked by J. Srmn'm! X

12, drawings 24, 17.
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V. N. Lazarey, Istoriya vizantiiskoi zhivopisi (History of B)rz-:mhm thllﬂ il. |

rlminanydroving - L Smimo,Tromskoya mosolt (B m&ﬁ,:
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3Mmb@mMo ©d 5.9.% 3303Mmbob dmbanzednE BogMMgon
babaobdnmamss gadmymanmn mgfmb gmbobagsb gfomo-
360 «by3980 YBOM @0s mghmbaggMo 3MbE Moo,
a0 e babyabob bogMdbmdn BMEs @ (3bmggmbad-
mmdob 3mgds, M3 dg&-633mgdn bymnbbno asdmdymasbos
6Amdnbas d 3303Mmbob dmben39ddn, -:-3.333 3gfMomenb JMnb-
Gn3buymn bgemmazbgdnb dorgem Mng dgamgddn dgnbndbgds. gb
30 0d 3Mm(39L90Dg donmnmgdlb, MMAmgdbss Sanmn 3dmbos
J6ab0sbmmn badgammb bbgoabbgs 31mbgdn ©d Mmdgmays,
3- Qb%aﬁgamb mababds, ',,-?JE@n 3960 gmfﬁagbnb dafMdMN-
Bagnob 0an3gmdMngn dMm3gbgdno” wbws dnbbbgdmeal.?’
bbgomd dmminb, 83539 doMdmgm«M dm3gmabgddg bandmmal
. ©1)Mbmgm3, MmEgbaE 3MbgMgBmmam 9h9 dfmgabs
©d 66mMdnb dmBn3900b 03mbma@magnmm bdqdgdb. 8. sdo-
M0bd30mol d9bndz6nm, B6HMAnlb dosbmafol 3nds@ombols
6539300 @MMdd dogmndb dbemmbos disbgmnb %30l GadMab
bogobr3930 aaﬂﬁbab-gq-gbnb, 69. LB 7%3369b badmbal bamg-
0 Ebbﬁ@m-&ﬁ.ga 5 33 39dcb3935dn(3, 030 53 SBAL 3930 d0-
dMgdm, dbadsb dMm(3gbgdmsb g35d3b bagdy — 63. bggoebql
badmbogg bmd ©sdnds398mmmns dmgem bygMabEnsbmdn domg-
daema bagMom 60dw 8930l dnbggoo. *

“Wogommggmman d40bom36m3060 3900molb dmdanzaMo

dbo@3qmdal ddda30Ma30bgdgmo bsbamdmgdn ggmomals
dmBangds. 353638 3093 SAbgdMAL Az9b8n 3539 &qdbn-
3000 d9bE9Egdnmmn ©Eddymn dbsG3Mmdab bndmdn — b3.
aomfgab dmdangamn bsgo dgdm b3sbgonwsh, . 39Mdme,
do3b35M0 306 (9379950 — bogommggmmb bgenmabgdab
babgmdbogm 3bgddn, bbb, ,b° 758) (baym. 27).% b4.
30mMa0 Eaﬁﬂmc_gagﬁn@nb 33959 damadn, dobo dstggqbo
bgen, imdgmdn(g dsb dsbznmn BgaMagh, asbbgo 3@ sbo-
@0, 36 3h9bs ML gyMEbmds. g3dmbobuymgdalb gmbo
mgmmbod, dggdmom dob 9bs(33mgds MMbadgb@oo dmmary-
@0 038030. B30 ©dDnbgdmns, 6d. dgmdmnb boby oM
3ol BgdmmBgbomn.  336by30Dg Lawdsmn  dgndmgds
dbmmme bgmgdab dabggnm — ngn godm3gdsmns bsbo
30MEabgmaby ©d 633Mabamab, 9bEs mns ysgobamabs

90 . . Cumpros. Liporickas mo3auka. a3. 6-7, 11, 13, 16.

91 B. H. flasapes, WcTopua Bi3aHTHiCKOM xmBonncH, 33. 42.

92 1.A. [lypHoBo, KpaTkas CTOPUA ApeBHEAPMAHCKOM uBonucH, 33. 12.

93 WA AumnpaHawsnnu, VICTOPHUA rPY3NHCEON MOHYMEHTANBHON KUBONUCH, 3.
28

94 [ H.“ydnHawsnnu, ApxuTerTypHbie namatHiuki Tuna Jxeapu™, T6., 1948, a3.

147.
95 [.B. Anuberaweuni, Mo3anuHas noprateHan ukoxa cs. Meopria u3 Bepxtert

CeaHeThn, 3905 VIl d., 1979, a3. 159-164; K.
Weilzmann, G.Alibegashvili. A. Volskaja, G. Babic, M Chalzidakis, M. Alpatov.

~ T. Voinescu. Le icone, Milano, 1981. a3. 109 G.Alibegasvili, V. Beridze. A.
 Volskaja. L. Xuskivadze. | Tesori della Georgia. 33. 147 0. bsygsfagmods,

3 orodgFomo, o boggdo, ad. 199, ag. 147, &0, 3; L

~ Khouskivadze, Les mosaiques antiques et médiévaux de la Géorgie. a3- 429,
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of the monument®. (132 11 01 5
The mosaic is dominated by thick cubes arranged loosely,
lacking a close fitting (ill. 25). The seams between the cubes
are not carefully filled. In this regard, the mosaic arrangement
resembles the 5™ century secular mosaic at Bitchvinta featur-
ing a figure of an elephant. Tsromi is characterised by uneven
rows of cubes, in which a succession of cubes of one colour is
provided with the inclusion of other tones, which adds softness
and picturesqueness to the image. The background of the
Tsromi mosaic is also non-homogenous. It is arranged with
dark and light gold cubes, with brown, « >, white,
green (various shades) and red tesserae dispersea randomly.
The Tsromi mosaic also contains rows composed of single-
colour cubes only, which reinforces the linearity of the draw-
ing. Such rows can be seen inserted in the background
they are mostly applied for marking fhe dray |

cession of gold or white cubes, inserted be
rows, marking the contours of the acanthu
of the Angel, rows of green'markinc

leaf). The same lines are referrad .
tions, namely the contours of the large halo o the Savior and
the arms of the cross inscribed inio i, ~f tha himation border
the contour of the hand of the figure located on the right side,
efc”’. In the Cyprus mosaic os well, the figures are sharply
highlighted against the gold backgrouna oy i unt
ken lighter gold contour.

The reinforcement of the graphical aspect and decrease of
picturesqueness reflected in the Tsromi and Cyprus mosaics
can to a certain extent be seen in othe '
period. They demonstrate the processes iuiiiiy
ous parts of the Christian world which, according to V. Lazarey,
could be explained by “similar processes of the barbariza-
tion of anfique forms™®'. The same was noted by L. Durnovo
when dealing with the iconographic schemes of the Arudch
and Tsromi mosaics’. According to the corniicii mace by
Sh. Amiranashvili, the form of the folds of the Tsromi Saviour
himation is very closely related to a pattern of folds on the
sculptured image of St Stephan’s attire af the Mtskheta Holy
Cross Church?. This permits one to assume the possibility of
the same process occurring, especially when considering that
St Stephan’s attire was treated according to the samples com-

mon for the entire Christendom”*.

WO Drown

i I y
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1 arawing of the

to in | Smirnov’s descrin
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89 L. Khouskivadze, Les mosaiques antiques et médiévaux de lo Georgie, p.
425, drawing 1, fig. 4.

90 J. |. Smirnov, Tsromskaya mozaika (Tsromi Mosoic), pp. 6-7, 11,13,15.

91 V. N, Lazarev, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painfing), p. 42.

92 L. A. Dumovo, Kratkaya istoriya drevnearmyanskoi monumentalnoi zhivo-
pisi (Brief History of Old Armenian Painting), p.12.

93 Sh. Amiranashvili, Istoriya gruzinskoi monumentalnoi zhivopisi (History of
Georgian Monumental Painting), p.28.

94 G. N. Chubinashvili. Arkhitekturnye pomyotniki fipa Djvari (Archifectural
Monuments of Holy Cross Type). Tb., 1948, p. 147.
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by, 3bgamadaslisbggas abgmn b3g30g303m60 gmadgbo, FMm-
aMM0(3 39mdgdMommo mMbadgb@om dmagema 058930l
39080350 bodMEyg, Hmdgmds(y 300bd 30 ad3-
f39mgos XH-XIV bam 3699380 33mgs, dsm Imeinbs boG 00l
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©0bm3nbys Eadsbalinsmgdgmo mgaa badabs ws 69. 30mMgnl
353336000l 3 dngdab babg™. 6. dgmdmols badmbals 0939300
babo@nbs ©d ImbangnMn 3m803930b EBYM3n0 dd(363960 daby
333mbabgemgdal 9bammad 9390 39036y dmndgasdgagml
dcn3y0gb XI1 b 34960l 808nenemabss oo XII| L9 3960b ELG-
4obnb bbb donls dmd3mm dmbanggmo bagol mdmmalddm-

96 [.B. Anuberawsnnn, Mosauynas nopratueHas wkoHa ce Feoprus, a3. 164; o
badgarﬁﬂg:ndg, 3 Smndgasd30ema, Jomomma bydqdn, ag. 147 (N3).

97 K. Benuman, M. Xanauparvc, K Mustes, Cg. Papoiyuy, Wirorst Ha Bankaxax,
Codpun-Benrpan, 1967, §so. 48, 51, 72, 75, 77; B.H. Nazapes. UcTopus
BH3AHTHIICKON kneonucu, §od. 422, 428, 430, 431 (3nbngg, Yctopus eu-
3AHTUICKOM :xmeonuck, M., 1948, @o&.??ﬂ].
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The Gelati mosaic is the most valuable medieval wail mo- -
saic in Georgia. However, there is one more sample of easel

painting created in the same technique that has survived,

namely the mosaic icon of St George from Matskhvarishi,
Zemo (Upper) Svaneti (now in the State Museum of FineArts
ot Georgia) (ill. 27). St George is represented standing
with his right hand extended holding a sword, while the
left hand bears a shield. The background is gold, and is
bordered with the ornamented floor. The icon is damaged;
the face of the St Warrior has not remained intact. The car-
nation can be judged only according to the hands depicted
in soft pink and grey, or delicate gradations of light brown
and pink. The chiton of St George is executed in a dark
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ILL 25. ACANTHUS LEAVES. TSROMI CHURCH MQSAIC {7* CENTURY)

blue tone. The thin drawing of its*black folds seems to be
‘melted” into the main colour. The light brown contour is
soft, but thick and sharp, strongly outlining the form. The
colour gamut - the matching of dark blue-and grass-green,
pink and brown with each other and gold, in addition to
white accents inscribed in the ornamental drawing, is gen-
erally modest.

The Icon of Matskhvarishi is dated to the 11"‘-1_2'*' centu-

95 T. V. Alibegashvili, Mozaichnaya portativnaya ikona sv. Georgiya iz Verkh-
nei Svaneti (Portative Mosaic Icon of St George from Upper Svaneti), Ars
Georgica, VIll, Tb., 1979, pp. 159-164; K. Weitzmann, G. Alibegasvili, A.
Volskaja, G. Babi¢, M. Chatzidakis, M. Alpatov, T. Voinescu, Le icone, Mi-
lano, 1981, p. 109; G. Alibegadvili, V. Beridze, A. Volskaja, L. Xuskivadze,
| Tesori della Georgia, pp. 147, 156; T. Sokvarelidze, G. Alibegashvili,
Kartuli khatebi (Georgian Icons), Th., 1994, p. 147, pl. 3; L. Khouskivadze,
Les mosaiques antiques et médiévaux de lo Georgie, p. 429, fig. 6.
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dgmn-menandns®e. ds3bzomndab ba@nb bbgs bGomob Mo
6036930(3 — B9MByM 0 334353930 bymgdabsd ©d Jo@mbo-
bs, ggmmagogmo geodghdgdo (3xMab agmdgémogero
babadn, gofnb, ag@Mgdobs @d 336bd 30800 03EI30L
6399680 dmMozs, J5dMab g3Bymds) mnogmb o gbabo-
>mdgagds 03339 Xl banzmbab dmgow G9bwgbzngdb, oM

es” However, cerfain features associate it fo a-lafer’pe-
iod. We should take into account the vertical plane of the
floor adorned with a geometric ornament which found' wide
use during the 13" and 14" centuries and was included
among the group of the icons featuring the St Warriors. The
borders of the icon and of the halo of St George are also

L36. 26. JENLSIL NS (b3IBY). BAHMBNL BNBIND.

6d. a0mManlb 3mbs — dobn BMHMbGOMMOd @M@ ™S &
Bols 439000 6360l mbog dstsbbog dgdmdmumbgdaam, Maby(y
35633970 ©0b33n3d 89943b G30aMadn; dobo g396g30 boGOL
homhmb gMnb; 3oMg3965 bgemn 333900 30bncmds Dgoedst-
o)m0. 35MANdMNY, 333835080l ba@nl 6. a0mMan 9d35Ma
3353mbgdb Xl b 3160l 563 Bomemme 8mBan oMo baggdal,
333500 dmbugdgb@mMn g39BMab 33dmbabgmgddbag (353,
63. ©9d9@Mgb dmbongmMn. gddmbabmmgds 309300 69. dogg-
eab g3mmgboogsb, 1108 6.%) s 406bbgsgg8s 3oy XIH-XIV
ba3969900b B3G90l 6. d9mdradal snatigdabsgst 0B,
65099 9360 dmbdgh@ o demaqdgds (XIV bawzbols a58m-
babmad980bagsH 30 030 bmmas 350%bemas), doaod gl

% I8 AnvGerawsnnm, @bob. 6536, a3. 163; Vironsi Ha Bankanax, &o0. 166.

- 99 BH.lazapes, VcTopus Bu3aHTWiCKO Xeonvcn, 0. 288.
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JLL. 26. THE GLORY OF CHi

typical of the same period”’. Even Gaine Alibegashvili re-
lated the Matskhvarishi image to a minor mosaic icon of
the Virgin-Hodegetria from Mount Sinai dating from the late
12" and the beginning of the 13" centuries in terms of the
fold pattern of the St Warrior's attire and the inlay of mosaic
cubes™. Other sthylistic characteristics of the Matskhvarishi

96 T. V. Alibegashvili, Mozaichnaya portativnayc ikona sv. Georgia (Portative
Mosaic lcon of St George), p. 164; T. Sakvarelidze, G. Alibegashvili, Kartuli

Khatebi (Georgian Icons), p. 147 (Ne3).

o7 K. Weitzmann, M. Chadzidakis, K. Miyafey, S. Radoicié, kony na Balkanakh
(Icons in the Balkans), Sophio-Belgrade, 1967, pls. 48,51,72,75,77; V. N.
Lazarev, Istoriya vizantiiskoi zhivopisi (History of Byzantine Painting), pls.
422, 428, 430,431; [idem, Istoriya vizantiiskoi zhivopisi (History of Byzan-
fine Painting), M. 1948, pl. 220].

98 G. V. Alibegashvili, idem, p. 163; Ikony na Balkanakh (Icons in the Bal-

kans), pl. 166.
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ILL. 27, MATSKHVARISHI SAINT GEORGE'S ICON (BEGINNING OF THE 13° CENTURY). STATE MUSEUM OF FINE ARTS OF GEORGIA
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M5 0gds «bd, Dgdmo dmBsbnemn dobams 39 d94dbab bo-
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dombg RM3d96@nMgdmm bodwndgddng vd39M© 033909
05 39 bgemm3bgdnb dboGzMumn dndsmaoemmas. gb dmba-
03990, gggybab domaemo 3@ Ml embab dohizgbgdgmn,

dgBy3gmgol adM33gam 3o3dnM-gMmngMamdsdy xgM
Mmddm ©d gmobabE Mo dmdmbagmgmal sMgommab,
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00b b33 “9930Mgbo 333mnE dMbaw Abb. dnbbGns 30,
dofngom, bBmMmgo MmA donpMmnma dmbangmmn 5bboddemg-
3nmdd (3bmdamn. nbgmn dbndzbgmm3sbn dogoemnmn(y 30 bos-
JoMm39mman, MmamMnEsd agmamnb dmbdangd, Mmdgmags,
doMmdmnd, M dgndmadd Bdnbd dnBabBoam badyda
dngohboma, domo M3 Jofarmo dmbydgbdmMn dbod)-
3md0b 3630000l gMmNh 3omadm@dn Rwogds. 1bes
3035M37)0Mo, 1td 3m BN S 3 Ygnmd MM dbumn oMo -
o Byemmzbgdnbamgal, nbygg Mmamis o bdngmmb dgmals
33900mMdd, Mm3gmn(3 30 babGnmMn dmabBngnb gfo-gmon
B3dy3060 babgmdss. bagstmggemmb dmdonzgdo MBMmMMogs©
bgmm3bgdal 53 dMBynbaamg @aMmanbamaal B3l gomgdss,
385 019 0d 3aed b oo doB3dabzgh cdmmaab ao-
debd@amadsd, Nom. agmomnb dmbanzal d94dbsy bmd,
dmddm, gdbargdnmo  3mbLEBEGNbMIMEmma  dmBan3gdab
339Mdn 33mEamasl, dsmmsb 35@mMmgdsb anmabbdmdws.
oM mY(3, 030 730 3503mn Embob 63B5MIMI30s, md-
eab Bgdbgmadgeb — Jooggem dbagaamb, o dgmos o3
30b36Ggmad MbBoGMIs 3 3Mmagbombamabdn s o3
ab d9dmgdgogdnmn 3b693s, (33 93 dmdan3sb gadmmAgnem
Bodedom og3g3b (L. 2). sdn@md dbgmod aggmbbdmo
o ©gdabol SBEb, anadml agmomols Gadfob sggbogal
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icon — pictorial treatment of the hands and chiton, de*:é::
tive elements (geometric design of the armour, Grnamenmln
adornment of the shield, stockings and particularly the tloor]
seem fo be congruent with the general tendencies of the
13" century. The same refers to the position of St George:
the frontality is destroyed by the slight shift of the lower part
of the body, which lends dynamism to the figure; the legs
cut the icon frame; the right hand is raised creating a sharp
corner. The Matskhvarishi St George is reminiscent of mo
saic icons, as well as images of monumental paintings of
the 12" century (e.g. mosaic image of St Demelrius from the
Kiev St Michele Church, 1108%), and is different from the
figures of St Warriors represented on the icons of the 13-
14" centuries for its monumentality (it stands aloof from the

14" century images). But this can be explained by the influ-
ence of the earlier traditions. The existence of izons marked
with such influence in the 13 century woted by
V. Lazarev'®. Thus the dating of the Ic: irishi
seems fo be quite reasonable. With its style, the icon follo s
the Byzantine principles. G. Alibegashvili states that the lc

cal origin ot the icon is hard to pr

exclude the possibility'®'.

The materials considered in this text are certainly not enough
to create a complete picture of the development of mosaic
art in Georgia. However, this sma!! ;
samples enable the artistic trend of inis uri i« \arked.
These mosaics are a foken of the high level of cultural devel-
opment in the country and reveal links with the Roman and
Hellenistic oriental area, and later with the eastern Christian
and Byzantine worlds. i is true that the mosaics described
hitherto demonstrate the master’s creative approach fo the
arfistic tasks, but yet, they are evidence to the general painting
tendencies in each given period.

Neither the medieval mosaic ensemble nc gle irc

such adornment has survived in Georgia, while byzantium
is famous for its rich mosaic ensembles. Even the Gelai
mosaic, though not being purely Byzantine, does not fully
equate with the trends of the development of Georgian
monumental painting. It is fo be presumed that the mo-
saic was not fypical of Georgian art, similar to ivory carv-
ing being one of the leading fields of Byzantine plastics.
Georgian mosaics seem to pay fribute to this wonderful
field of art and reflect the aspirations to share the achieve-
ments of various cultures. The creation of the Gelati mo-
saic should have been determined by the desire to stand
beside the famous Constantinopolitan mosaics. The arfist

99 V. N. Lozarey, Istoriya vizantiiskoi zhivopisi (History of Byzantine Pain!-
ing), pl. 288.

100 V. N. Lazarey, Istoriya vizantiiskoi zhivopisi [Hfﬂfﬂf}" of Byzantine Paint-
ing), pl. 131.

101 G. V. Alibegashvili, idem, p. 163.
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of the Gelati mosaic remarkable for its high-level IﬁﬂTﬂTﬂl" T
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of execution, lacked neither Byzanfine craftsmanship an
orofessionalism, nor the creativeness which defined the
outstanding character of the mosaic (ill. 2). It is therefore
difficult to agree with the opinion expressed by O. Demus,
who considered the Gelati apse mosaic a provincial crea-
tion, “the expression of the faces is morose and sleepy,”
and the whole ensemble “gives the impression of frozen
stiffness”'?. The Gelati images are undoubtedly ditterent
from other samples related to the same trend, particularly
Constantinople figures, which are characterised by more
rigidity and refinement tending towards dryness. But the
undulating lines of the Gelati composition, the delicateness
of the drawing and certain dynamism of the figure of the
Virgin, disagree with the rapid impression obtained by O.
Demus (solely from book photos). These figures, which can
be said to be brightened, “individualized” and emotional,
are marked with astounding expressiveness.

The affinity of the Gelati mosaic with Byzanfium has been
acknowledged by scholars. Nobody, neither foreign nor
Georgian scholars, denies the adherence of this painfing to
the general principles of Byzantine mosaic art. It completely
fits into the timeframe of this art, i.e. the first half of the 12"
century. However, it is also obvious that the mosaic bears lo-
cal features revealing the creative force of the Georgian artist
defining iis original character. Not only geographically, but
with its artistic appearance, the Gelati mosaic takes roots in
Georgian art. In terms of time, the Gelati mosaic is a monu-
ment of its epoch, yet with its artistic merits it stands above all
time limits as a magnificent sample of world mosaic art.
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