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3LAgbnom  JnbmMyzobmMm  3mig 3ogdodgmodob Bgbobyd? by goboomgdom
9bgbymmdoLaed — domnob gmdo 30637 0 Bgdmgdb 08 30Mb30dY OEHdNMO
3obybob 3oEgdsb. 0d300m0 01 60306yYygdnm 30BMObHMMNNL dbym dofgomonb
o omdm3ohgbm, Mm3 Tob J8gbobgd M oMmoxyygMmo obgmomoe — obyo,
3030mMNMO, 0300ygdmon 30bmmysobmmnb, 3mbg dododgmodob, dgdmbigazedo.
b J9x30L9dY, EboNY, FbmmmE EOLOZMYM 3300M0MYOSL dbobogL, Moagebd od
LonbHMabm  3obmMyzzobmMOL Jobobgd JoMmoyym 96ody Modgbndy LHoDHNVY
300mg39ybgdymo.  odnhm3og, BomMAmmagbomn B0gbob Jdgdmbagzedn, Lmbm
©1n0dodg o bobm dobdozo oxzebydslb ndLobyMydgb oMo dbmmme 2017 Bymb
doo 30gMm 3ogdodgmndob gbobgd 3n0M33mo o ymamobdmdzzgmo 500 339Mnobn
B0gbob mbEHoBHYMo 37x037060LOM30L (Jomoyym 9body), oModg, oLz, dnbo
BoMm3o®hgdn;  0oMadbobomznl 0bgmobym gbody. obg3g 9603365mm3z0600
om0bndbmb modom do3nMmodolb, ggmmg Rgmodb 3oM3nb o m)y306 mmALadab
odbobyMmgde,  MMIMyddsg  ™o30b0  0bgmMobyMgbmaobn  MoMagdobydom
©o306ygdymo  3obmMgygobmmo gomorm  ogobhmMosob  goosbgb. 3dznmbigmab
B0bodgo g3odm3Egdmgdnlb Jogh dMmozomo Bmob gobdogzmmododn Hodomydymo
Loomgdnzm 33ma30L 500930, dnmMeEsbdnm dgmhgymo M3Ydgbdnmo 3obomo o
oobmmydno 300 3mbmb, 306Moxzndnb, oMmogodnmobs o M3Ydgxbhnb sbamo.
300m3390madnlb  dnagmds  Bmoddgdsgzno: nbobn oMo dbmmme  bymobmo
om3mohgbgb o3 30bmmyz0LMML, oModgE gobobomozgb dnb EbmzMydobe o
d90mJg3900900b  Jomoymo-boddmmo  3nbmMmgs0byMmobs o  3nbydodhmamoxznnb,
LHOWNBOL 93mgob 30bmbo o 1930-006 o 1950-0060 BmydoL My3Mybogdab
3mbhagLbhdo.

J3mm 3g0hnE, h396 bLoghoime 3be yomzymo Jgbgoynmads dngodgmndydy
MmgmME o306ygdnm 30bmmyz0bmmdy. 3n0bndynd gmomn (30Mzgmo) dngodgmndab
om3gon0sb  Podmoz  obmEnogoolb  dggdbob  Loddmomo/dooymo  30bmb
dmysomymmomznlb, MmdmydoE, Mo mgds 1bo, oMmagsa nEbmdgd x3nmadlb ,Hydn
09000 (1929, Lodgdmmo 3o3dnMmn) — Logdome Ybogomym Logpnmym 757b39M3760HL



00 39M0M©NEOD, Mmmegbog LodMZOMYdYG, 3mmohndmbydos o
30bmMg0bmMydoE YJRMM o YRMm oMo  JJEaMmwebad  LHOmMNbnd3nb
0oMmbBybyddn.! ,Hgdn 09000“ Tgbymoo yzgms 60gbdn Jomoymo 306mb obEHMmmOL
dgbobgd, mydEe dnbo 7obMn LbzoEOLb3Vg3eMoE oMol bmmady gobbLodmzmMymon:
oo dbmmme MmagmMi  LohoMo, oMmodg Mmgmmiz  bLohoMymo 3mIgnos,
My3mayEonmo boymmgomdInL o6 RoMbNL o 97LbEsdHMYmMn 3M3gn0b 6ndydn
— obgo 03 B0gbdn (Yddody, dobdogs 2018: 3. 66, 165, 169).

9L omdo oMmogmo 933mY30Mb ogd3L goobomndgdYMN. Pobmabo Togomomono
Lomdg EMYYMOd30mmn, MMIgmoE ™o30b0  obyMposoob gmom-ghon  ™mo380
LBOZMMAL ,JoMmoymn Fnbxo 30bmb Jgzomym 3mAMLY7LYOMYM obDMInMydLL”
(“Invisible Queerness of Georgian Silent Cinema”) o 03 093099 bodobybm nygbydL
3ModOL ,,0000MDYbN Jomymmo®. (3MmayModznman 2016: g3. 174-196). 36Mdyd0 o3
3omaddy 1930-006 o 1950-0006 BangdlL dmmob cmnmddolb o oMLYdMOL, Mogob
3omdn dobo dg93bob J93w3 oNYmM3b70moE dngMmdoms o dbmmme 20 Bamab
3900093 3n0M3gmo 0gdbo bohzgbgdn dmbimzdn, 1967 Bymb. 1977 Bgyamb, 3dobo
omagob0b 39093, 0b dmNoMxdYMN o EFbmoOnmn gobe MmamMiz JoMmoyymo
030630Mmo 306mb nd300m0 8x3mMhgbomn 6ndydo (nb. EYddsedy, dobdogs 2018:
33. 16, 42). 1929 Bymb 3om3nb 3My30gMmob v3Mdomaznb dnybyozac, Myz0bmMo
dma30069000 Lodgmmo bgymobyxmydob dogMmozg 30 0gbo smnoMydymo o 3oL
1945 Bomb bgmmzbydob odbobyMmgdymo dmm3060L LobymdBogym Bmegds
d09b0gds. oxm3ob hmeog LonbiMgbm dgbgmMgdol v30meMydL ,00Mm3Mobhnody
dbomy  LoomMoL momdOdY“ (0J39: 83. 66) B0gbdn Jdghobom moz30L 9bydn
LobyMBmMEyd0m ,nEbMo0 3MBHNbbHo — 3mpg dndodgmndy™:

,N900 09000 o oMb obLNEHbhYMo Bomdn. 3oModom, ob Fommob LobLEH)30L
dbomodgmol, omoaggblb Mo Tydomo JmoblL, MmagmMmy 0dommnzgm  domob,
Mmdgmog  Hogbosamgds  doypmmzgmohadob  3mbmMdnbhym  domoymydsb.
dgbodmmo, g30mAL Mo3000006 0930MYdnbs v3Mdomao, dndodgmadgb ob Loddmmo
Logm3zgdn Mmd oM JdMymo3LYdNbs  MmgmmE gMmazomo  bmEnomobihymMo
03003M0H03o, oMmodg BomMAmyanbs, MmamMmy gododhomabdymo  bLobhgdab
3Moh0go o 3oyymadmobmznl 3n96m dgbododnbn domMomgmagdal gogzmgdoe. [...]
dngodgmndab gdoobmo dmbgmzdn 309mEbogdymn 39mbymymo
©0MydhHn3q00Laeb godmabohgdmes 0dodn, MM3 ob LyMomdYMOE, 039330MMYMO
My0MMOY  M30:3Mnhngnb 3MbEaxEnoL, MmImbog 3Ywdn3o dmocmbm3ao
MBOE0OMYMO  0EIMMMZNs, o 390 93bmMdNgMYds, Mmd gL aym Sbmmme
©03mmdohoymn  Modo, MmIgmog, Lodyoaonbrs  dgbododnbo, ob b
300m9y9690060m, 0b PbO PanMadamaymo (0339: 33. 69-70).

1 bLoddmms bymobyRMgdOL Mmoo EEIMZNEIOYMYOS bohnMobomeb, oby3g, Bobdy MgdMgboymo
Mognmaonb 300093 9o 6adydo dgazndmos 3obommo smygbbmy 393903060L EFbmMzMadNLY
[N 0mm3069mdab 890mb39353043. obogyom Agdo dn0dmbomae:
http://www.apparatusjournal.net/index.php/apparatus/article/view/119




9L LogdomE VdoxgMadgmo o 36033069mm30b0 obLbs AobL dogdodgmodab
o3M30a01mad0by o Logdingmoby, Modol 9603365mmz060 BYZO3MYbo ngmboo
dnbo 3bmzmgdob dmmm ghodnb BmmMAnMYdOdY. by MM, sbmo, MmegboE dbgozbn
3Maobhoymo 30bmmyzobmMo (bgmobmo) smdm3ohnbym, ngomym dgdmbagzedo
A39b 33LPML BomMAmMagnEanbmm LMmo bymoocn: 30Mmzblxdal, dbophamymo
BoBoMAMyOnL o Jobo vmNomMyonb, J93mgddgadomo 3MbEIRENYONL o, obY3I,
d0bo o 3n0bo omMdgdab 9dwamadn 0gnb dgLobyd. o, 00, DLbHo 3ol 30mydm
03 dmbmagmMoxnnodn, mMmb 093Mo YRMM yHomyMa, 3000M7 30 o30L ndyn
dgndmade 33gdmbmeo. 60gbo 8gagdo Lodn BoBomMALOged — Lodn 3MbEybHMYMON
BMobogob. 3oMzgmm  Bobomn  BoMmImoagbb: yddedolb  dgbogomb, bLoog
300bomNdydmNo 30gdodgmndob dmamodngnmo 090 3590090 mMmNd Bnoogn
B0gbob 9mAy3bm, Lb3oobLbzd Lobolb bobomydobs 0y ©MINTHbHadaLM3NL;
dobdogzob dndmbomazol dngdodgmndob 3omngmol byomo 3odob dgbobgd — 3bobomodo,
Mo70bmMo o 3nbmbEgbomMabHo, Mx3Mgbogdolb ghodn o d73wamdn, Jomogmab
LOdByboMmM  gobznmoMmgds, MmgmmE ©YOMNSNL MY7obmMOLe o dbohzmob
("0Myomndydymo o oMmoMgomndgdymon dbohzoMmn", 33. 25-60); o ggMmdobymo
033m93Mob 0m3ob  HmeEgb  B73mbLYbYdYM  gbL,  Loolg  YnMoMmydo
3odob3znmgdymone yzgmodg 3603369mmz06 60019393M70dg o 30bmMyzzoLbmMAL
domoomon mydgdbe oy domby390d). 3odmzgdob b vbomobhogldymo bobomon
Lo3LYOdNOY dgndmgdmEe Yymaomaym EOAMY3NJdJmMn Bogbn o Loxydzmonobo
dgbogomo dngodgmndnl 3bmzmgdnb dgbobgd 1896 Bamnsb 1973 Bmody.

0930, 60g3bn of dbmmme nbygde. Jgmiy Bobomo — dMIH36mM, YJRMM RoMmom
3Mb3abhMymo B6My — 330030DMOL Fobomob Fmogzef Bobomb o ydHomYM o
0dmadbyMmo3 0bxymM3o3nolb 330630l yzgmo 9gamdob 8gbobgd dogdodgmodab
dmbobomgmdnm, 0ybrol dbmmme g30dmeyt Mmmdo, (0d3g: 33. 77-139) o
BoBomb, LooE dgbododobn gamdgoob 9ggMmoo vx30875000 BoMmdmggbomo.
d9000930 ™o30 dngdodgmadolb MmgmmE  3obmmyzabmmobs o  bEgboMabHL,
dgbobgd (ngd3g: 83.140-222) ool 38gbody 3mbEgbhmymo BMy o 3306300b
ahomym 0bxmm3oEnob 03 M3037 Rom3d), MmIgmog Jommnzgmdo mbhoddo
dgdomm googmm 1929 - 1952 Bangddn, doo dmmob 6oBy39MhaoL LEYbOMYdNO,
000mbByMnob, bLHOHNYONELD, ™MmBENoMmYMo J7x3oblxdgd0ODd o  LoBoMImm
©M3ndgb®adnob, o3Mgm3g, HodMo3 BMAHMIoLOMSL, 3oMadlL  goomgdnb
dm9yb000b o gbgndgdL. ab, obg3g, dMoEO3L NbyMM3oENsb 37-12 Loyzybdbab
Joogmo  93mbob  ,3903b0LEHYOMLONL”  g30dDMENL  Logyydzgmdy 1936 Bymb
3o00M7xd0nm om3nb ,Joxgmn” dgbobgd. gobbogyomgdnom bLonbhgmgbms mdgdgodn,
MmdmydoE obobozgh 03 MmMbomM3znL  30bmMbHYNgddn godomoym Hzgym
0b3nLoydL 30m39000L dgbobgd LogdoMmn3zgmmb 306mBomM3AmMyonb



bam3dm3ob6gmmdsbmoeb my3nbmdombbyddn, MmImadbog dombozow Jdgndmgdo
ogbMYMY00bom 30bMMY7oLMMOL b LEYBOMOLEHNL oMmngMo.

3006mabHmMmozmbolb m30mmobgz0m, 830930 ™Mo3n 1928-1960 Bmydob M30
oMmomMyomndYONmn 3Mmaggdhob Jgbobgd (0d39: 83. 223-302) ndz30000 Logobdymono,
MHm3dgmoE LommMInbgym 0bxymMIoEnob ndmgze oMo dbmmme 30bmmyz0LmMAL
d90mgdgadomn  dMdmmob, oMmodg, obY3y, Loddmmo  3nbmdoymmzmobhoab
odmMgybzgmn  39Jdobnd3dob  dgbobgd.  Lonbhagmabm o  nbyMmIsENymMN
dogomomono 1930 Bomb 3ogdodgmodol LobmbBomzzgmomon 3EIMMdS ONE3L
0030 Mm@y R0b7LY (,Boogmo Mmdo”, 3Mmgdhob mmognbomymn Locoymon
39M3obym gbodgo; 0d39: 33. 229-339) BoMmydohgdgmon  BoMmdmydob  godm,

0bommanyMoE oybmymydgmo 3Mmaddhob (,M3gmn) 838w093; MMN3y Bomdn
Logomonggmmadon bogymam 3603369mmdNL ynmMdbob dmbozmal smgdob gbgdmeos.

Lodydom 39adob o  bomzmomMmogb3ob  dgggbolb  J93woz  Myz0LbmMo
©oYYmM30690m03 Yo 3og330e3MmbL gosmgdnb vanmnbIgL. [...] FogMmod Logddas
0boo, Mmd yzgmodg dmogzoMmn, ML goMyds3 539R3L Tydomododn 396 AoMmogz,
3afdme, boMzmommnEbae, 37 o gmboo goomgdnl Aodmal dmmmm 3m3gb¢odw).
[...] bomzomomMmozbaob obomdo Aomhmgods Hh3gb Bybbob momgdob bobyzmody
39339300 oL B0body oa30ygbalL. [...] Mmgmm 3yboo TndgEe obbIMoOL
0330m0o0b goghdymgoody, MmEo dobo 3oMmdgdn bMymoow dgoE3zoms? [...] 3gmom
dg3dmgdn ynmdbab, MmIgmog 3330 omoM oym 3MI30L  gdoomgdob [...]
BDMgngMon o3bobogn 3mo3z30dMos yyidgbo jomomgdom dgynwo, Mm3 ngn 3900093
BoMogam 30007 hAodmdgzne, Lb3gdo  dydhoxmymn yymdbob oddOHOSL
00030DMOEbY0 o 0.0.[...] Bogmn bEgboMab 75% o870nmo oym yymdboob
BohnMody, gb 30 60 gooboMmgd maL YHMMEYOL, MoE, Me30L dbMnz, mmb ™39y
3o0B6gmade, 0y Indomododn yzgmos dgxnghbadsb go30:m30mobBnbydm. gogmbomo
BohnMob 75% Modgbndg comgdn Aoom, moboil 30dnb, MmEs 3960bdn yydgbo
omof oMmab? (0g39: 83 231, 233, 235).

306m3Mmmyghgdn yofmymaznm 0gbs, bLEgboMgda Logomm NLIYLNYONLOL oNnBYbAL,
bobgzmo 3do xyomdgdn Lb3zo IMMYaaoL ZooodoMab — yzgmo gb 3Mmaggdho
BoMm3mohgbb oMo dbmmme yuhm o yihm My3Mgboym LobAH3sL, oModyc
30b6mMmyz0LbmMOL 3dDoME  LOLMBoMIZzgNNMYdSLLE. gL obobymos dogdodgmndab
1940-0060 o 1950-0060 Bydob domgMoxgznym Aebobymaddni o dnbn 1953 Bemab
moymob 6o6y3ghaddos (0d39: 83. 315-366). dobo 30Mon odmbobyNb,
yoMymxznmo 30em3dgxdnb Mngds ob bobyzmo dnddnmoom cnmgdnb Lolzwnmodwy
000Yy30b0 0o domnobo oydamao bogmabmob MB3g6o. MydEo, Y3gmods 3o
596 300093 606 nym — abomgo mogo "My3Magbogda 1957-1959" (ndag: 83. 368-420).
LHOWNBOL  goMEEVE30MY0NL 8933 Jomoym o boddmmo bodmgomgdodn
dmbommebgmn  33mMomy0gd0Lbd O ,L,EOMOMONLY  HMogndymo  93oMn



3930L900bOL, 30gdodgMndgd godYMYOLY o dmmonimbydLb AnbbyMmo 3Modhongnmo
o 0bMHNLOdGMMS bobNoMNbL vbMBNTYMo ByMomgdn, MmamMoEos, Bogomomo, Jb:

A396 3LbY3MO EVBYLYOYMYdSTn o Yyl 393007000 Moom-hyyomgdb. oMol
moydmoo gmadhm-969ma00b Db dgbobgd 35993y bycmbamgonb dobdomdy,
3bm3mMyonl gondsmodgbgdob dgbobgd o bbzo ©3330Mn dmodMgdn. o3 Mmb 3o
A3gbn mzobgdo LNOBmMdn oMnob 0dodhmd, MmAD... o ymxyboom gmggmmegba!
LobyMABORML gmgdhmmEabo o ymxybob! 3o-30-3o! Lobogomm odd0300! ymagm
Bomnbolb 00 obygzmomn  mMImEn  Bemob  Fobdomdy dgho390m,
96060MMTgnm LOdFMMO VTNBHBYOL 90670006, 0037xM367090, MMA3 AM3o30mAn
y39moxghn o309 boymgmo gggbgdoom, dogmod bombo ombBInbos ndodn, MmA
3M3nbobhmMo 3oMBno o Loddmmo Fmozmmos oMol vgMobHgdNL, JFYmolgodab,
LobbmMEobo 333mMamMadobe o dohyyoMmadolb bMmzs o Mmd Jdomo ®Ybo
om3momns  (bobyzghn  godgo;m  ,3m3P6obEHL”  Mgodinedo  gogdozbomon
Bamomocoob, 1956, ngag: 33. 369).

LobbEL  LodoMmomalb  Logddy, ©o3nmb3gdn o 830agmd Lodn  Bmoom
0030LYRMYd0L dM339M0 O AMMTNMN B3BVZN PIHOMYMO ML dMByMNmN, Fom
dmMnb, 3gymnmob Bomydohgdgmon 33gmmos, Mm3 b B3ndNZYMow o BLoJoyMo
003000909MO©  3odmyEbogdnbom. AMmM3nmn d0bO3NED OdMYBIdNLMOLbL3)
d0gdodgmndg ooboddgb ygbmymMo xom3gd0lb YOmMOzoL MygobmMo. dgmy
BoBomob dmmm mo3dn AmEgdnmons ByMmomydo o LodmgomydMnzn godmbamydo
1948-1966 Bengdnob (0d39: 33. 421-456). 0bNbO ©x037090 oL TYdng dMdmmob
30bmbgmmzbgdodn  3n39mabn  bomobbobo o yRMm  Jgho  gIMBMARIMMMONL
dobombgzo0 (033 OmEgdym  goMydmydgddn,  3m3PbabhymMo  3gomboom
0039Mdmyonm).  gobboggomgdom gb  AobL  LEobhoodn  LobymBmegdom
»300MmM970LbmMOLY o LEYbsMOLHOL godmM3gmbydmmdnL dgbobgd” (1960 Banab
d900093): »MmamMz Bbn, Ydbam, oMogodmadgmbgdgmo Myz0bmMo, MmIgmoE 39M
3mmmobmdlb  dgdmg3gadomn  ddmMEebgdaLb  dobooMbmMOMN3  doobyzghob,
9BOMMOMO 0Bynob 93Mgom Bmeogdymo Mognmbydom, o3oModnb
bbaoobbgogzomn ByMpnmadoom dobodymomgdsb” (0d39: 83. 454). 39093 030
©oIONm  Fogomnmgde  dmnbbybngdlb  3Pm3znblL, 90®yb3HgnbLs o
3omMomdDM3L o gobogmMdmob:

3330 ©Mmo, ynMoomgodo dnzodgnmo  30mdnoddo  30bmmggobmMm-bEgboMabi)-
dbobomdNLb dg0mg39xg00n odm3gmbydMmONL  InmdYMoL vdommgdol. 9339
omoMm dgndmgds dHod3g00L obdomgdnm 30070omm, gnmombgnbo 3noMmom
LN3A30000LO o  FFoymoMgdal gdgdom. IMIYbobEHYMo blomnbgmo MYy
00710690000 dmombmzb, Mm3d 1337 ML H3900 RoM3gdn, Mo FObMAnE oM PbO
0y3bg6 0bobo goobyzghombon, gobbydb 30wa3 yuMm dghoe OMIbYMbN o
LEYMOE 30LYbmMdEBY6 03 LogoMdmmm@pm Imnbmazbydb, MmIgmmor Loddmmo
3009300hmgMmoxznnb  dgdmg3gadnm 3n8o390L 3ygbgoL Hzgbn  LOBMEOLMYdAL
3M316abhymo dmMomo (0d39: 33. 454-455).



o0mmMmb, J9Lody Bobomon, MmgmmE dgmmby 3MbEbHMYmo BMy, d30mbzymb
BoMyagbb omdmgmoxznob (303 ghmbam) o d0dMomMaMoznsb, MmIgmog
d9003g00 dngdodgmndolb dgbobgd godmgdzgybadnmon, doMmomoo®, JoMmoymo o
Mo30096039 Mybymo LHOHNOLOZOD. YFdSd)3, JoMmmnzgmo My70LbmMydob bbmM3zbab
d960Mhbgdab F0dbnm, 9339 3odmogdagybe Bngbgdn ggMdoby gmandndab (2013) o
Mydm 339Lgmo30L (2008 B6.) dobobgd; 0ba3zg, MmagmME JoMmoyymon godmE)dgxdn
90996307067, 300MmbHO3DY, 300mmnbndy, 39MHm3d) (N bba.
,000DMgoMYdMN3n  godmadzgdmmods  bo.go.”  oMogmIgmEoymo  Bodmbygdoo
3obLogyMydymo dmboznm: ,00.30.-b Bogbgdob Juyfo JyMmomo oM oMmabm!” gb
B0gbo omab ,Lo.go.“-b 30Mzgmo godmEgdo nbamobym 9body o BoMBo®gdymo
3M9309Mo, 3006000000 0L Jomomymo 3obmb abHMMNOL obozmymnbmznlb NRm
bomdnbobzemab beob. 3MbEa®EnY, 3MYdIbHOENe o obomobhognmo Lommdy
d00dd9gd0300. ghmogmon 3Mmohngs Bogbolb dndomo oMmob ob, M3 ngn oM
d90303L 0060333 Mondy 3nbndby0oL ,Hgdn d9000LY, dndodgmndolb R3nm3gdob od
y39mody 3603369mm3zobn dogomonomnl, dgbobgd dmmm 3gmomedn AodoMmgdnmon
33m93900L 06 dndmbom3zgdnb dgbobgd (nb. Denise Youngblood 2010 6. coo 2013 6.).
500 a39Mnobn dmbmgmoxznob d3nmbzgmo Bod3znmo 8xod05g0L JoMmoymon
3009300hMmagMox300b HMmonEngddn, 306m3mmodngobo o 30bmb boyzomymdo.

d96003060: ©ddodalb o dobdogzolb dngh 3mpg dogdodgmodolb  ommmdnbydnb
3MmEgLbo, ob3y, dmoEo3wo 300-dcog bLyMocnbo o  bobo®nlb  godmxynbob
000mnbAn, bogdoMmmnzgmmb ghmzbym oMmjnzdn.?

om9dbobrgm dz30ME0
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Have you ever heard of the filmmaker Kote Mikaberidze? No need to blush — very few
will be able to answer this question affirmatively. Rarely does one come across such a
gem of film history and find that nothing has ever been written about it — like in the case
of Kote Mikaberidze, the forgotten filmmaker. This assessment admittedly reflects only a
western standpoint, as there are several articles about this interesting flmmaker that
have been published in Georgian. In the case of the book reviewed here, Soso
Dumbadze and Nino Dzandzava therefore must be honoured for their masterful work in
not only compiling this first and comprehensive 500 page book on Mikaberidze (in
Georgian) in 2017, but also for the accomplishment of translating it into English. It is
also important to give credit to Tamar Bakuradze, Georg Felix Harsch and Levan
Lomsadze whose translations into English have introduced the forgotten filmmaker to a
wider audience. The reader of the book benefits from years of archival research by the
publishers, a well-informed selection of documents and approximately 300 photos,
posters, caricatures and document facsimiles. The editors’ approach is convincing: they
not only rediscover this filmmaker, but also put his life and ceuvre in the context of
Georgian-Soviet filmmaking and film reception, the cinema of the Stalin era and the
repressions of the 1930s and 1950s.

Moreover, we have to revoke the common evaluation of Mikaberidze as a forgotten
flmmaker anyway. At least one (the first one) of Mikaberidze’s films will arouse lots of
associations for the connoisseurs of Soviet/Georgian cinema who are, of course,
familiar with Chemi bebia / My Grandmother (1929, Soviet Union), a quite unique
satirical experiment in times when Stalinism was tightening its grip on society, politicians
and filmmakers alike.! Chemi bebia is included in every book on the history of Georgian
cinema, although the genre tends to be categorised differently: not only as satire, but
also as a satirical comedy, piece of revolutionary surrealism or farce and an eccentric
comedy — which is the case with this book as well (Dumbadze, Dzandzava 2018: 66,
165, 169). Various film scholars have previously analysed the film. The most recent
example is Salome Tsopurashvili who, in one of the chapters of her dissertation, studies
the “Invisible Queerness of Georgian Silent Cinema” and coins the phrase “Monstrous
Femininity” in response to it. (Tsopurashvili 2016: 174-196). References to this film
between the 1930s and 1950s hardly exist, because the film was immediately banned
after its production and only 20 years later was screened for the first time, in Moscow, in
1967. When it was restored in 1977 it was relished and celebrated as a rare surviving



example of Georgian avant-garde cinema (see Dumbadze, Dzandzava 2018: 16, 42).
Despite the ban of his film debut in 1929, the director was later recognised even by the
Soviet authorities, being granted the state title of Honoured Artist in 1945. Thomas Tode
holds an interesting view on the “irreverent satire of bureaucracy” (ibid.: 66) in his essay
contribution to the book, aptly titled “The unknown continent — Kote Mikaberidze” (ibid:
61-76):

Chemi Bebia (My Grandmother) is not a dissident film. Rather, it tries to support the
system by reinstating the working class as the ruling force, replacing the complacent
authority of the bureaucrats. It is possible that the film could have avoided the ban if
Mikaberidze had not set it in the Soviet sphere as a kind of Socialist self-criticism, but
had framed it as a criticism of a capitalist system, leaving it to the audience to make the
necessary connections. [...] Mikaberidze’s deviation from the cultural directives issued
in Moscow was his taking seriously the concept of self-criticism constantly demanded by
official ideology and not understanding that this was only a diplomatic phrase to be
employed or abandoned, depending on the situation. (ibid.: 69-70).

This seems to be quite convincing and important explanation for Mikaberidze’s attitude
and behavior which played a major role in shaping his later life. So when a creative
filmmaker like this one is (re-)discovered we ideally would like to be presented with the
full picture: of the person, the artistic work and its reception, his concepts as well as an
analysis of the subsequent fate of the films and the filmmaker. And this is exactly what
we get in this monograph, only in a far more comprehensive manner than we could
have hoped for. The book consists of three parts — three concentric circles. The first part
presents an introduction by Dumbadze, which outlines Mikaberidze’s political fate and
sets the stage for the various sections and documents in the following parts of the book:
Dzandzava’s overview of the five phases in Mikaberidze’s career as an actor, director
and screenwriter of films, the repression phase and the later preoccupation with building
a career as a dubbing director and a painter (“The Realized and Unrealized Artist”, 25-
60), and the aforementioned essay by the German scholar Thomas Tode, which
focuses on the most important works and the filmmaker’s main topics and
achievements. This analytical part would already constitute a book in itself and a
thorough introduction to Mikaberidze who lived from 1896 to 1973.

However, this is only how the book begins. Part two — the next, wider concentric circle —
offers the main body of the material and provides detailed and exhaustive information
on all films (ibid.: 77-139) starring Mikaberidze, even if only in cameo appearances, and
a section that includes the respective film posters in colour. The following chapter on the
film director and screenwriter Mikaberidze (ibid.: 140-222), the third concentric circle,
delivers detailed information on, extracts from the screenplays, correspondence,
articles, official evaluations and production documents as well as lots of stills, plus set
photographs and drawings on all eight films the Georgian master was able to make
between 1929 and 1952. These include an episode of the 12th century Georgian epic
“Vepkhistqaosani” (“The Knight in the Panther’s Skin”) that resulted in the 1936 film
Kadzheti. Especially interesting are the protocols of the then-customary discussions in



the film studios, with the Georgian film authorities, or in factories, about the films which
could easily have ended a filmmaker’s or screenwriter’s career. From the point of view
of a film historian, the subsequent chapter about the eight “Unrealized Projects 1928-
1960 (ibid.: 223-302) is a rare gem which allows deep insights not only into the creative
struggles of the filmmaker, but also into the mechanism of the oppressive Soviet film
bureaucracy. An intriguing and enlightening example, from 1930, is Mikaberidze’s
desperate attempt to defend himself in the face of the failed production of Rote Fahne
(The Red Flag, original project title in German; ibid.: 229-339), following a similarly
uncompleted project called Rtveli/ The Harvest, both dedicated to the iconic harvest of
grapes in Georgia:

After the working plan and the budget are established, the director has to immediately
leave for the location of shooting. [...] However, the main issue that hindered the
working process, namely the budget, was not ready and we did not have it until the very
moment of putting the project on hold. [...] The new budget regulations left us facing a
reduction of budget by almost half. [...] How could | agree to work when the conditions
changed completely? [...] | could not have filmed the grapes, which did not exist
anymore. [...] Some of my friends suggested that | buy some baskets of grapes and
attach them to the bare vines; others offered to produce fake grapes, etc. [...] 75% of
the script was based on showing nature and the grapes — a process that required 60
shooting days during four months, considering all the delays. How is it possible to
squeeze 75% of filming the natural world into several days, when the grapes are not
hanging on the grapevines anymore? (ibid.: 231, 233, 235)

Proposals rejected, screenplays rebuked in public discussions, half-finished films shifted
to other colleagues — all these projects give testimony to the ever more repressive
system as well as the growing desperation of the filmmaker. This is reflected in
Mikaberidze’s biographical notes of the 1940s and 1950s and the excerpts of his 1953
diary (ibid.: 315-366). From his personal perspective, this series of rejections already
half-starved him to death and completely disillusioned him. However, the worst was yet
to come — see the chapter “Repression 1957-1959” (ibid.: 368-420). In a tragic
misjudgment of anticipated changes and the ‘thaw’ in Georgian and Soviet society after
Stalin’s death, Mikaberidze wrote critical and anti-Soviet anonymous letters to
newspapers and politicians, like this one:

We are sitting in our office listening to the radio telling lies: chat about improvement of
electrical energy during the sixth five-year plan, improvement of quality of life, and
similar tales. And this happens at the very time when our families remain in the dark [...]
because there is not enough electricity! The state does not have enough electricity! Ha-
ha-ha! This is ridiculous! Each year, during these damned past forty years,
impoverished Soviet people who are deprived of free speech are promised and given
hope that in the future they will live in abundance. But people know now for sure that the
Communist Party and the Soviet Government are comprised of a pack of swindlers,
rapscallions, bloody murderers and liars whose days are numbered! (excerpt from a
letter to the editorial office of the newspaper Kommunisti, 1956, ibid.: 369)



The criminal case, the interrogations and the conviction to three years in prison and
labour camp that ensued are presented in great detail, including the failed strategy of
his wife to declare him physically and mentally ill. Upon his return from labour camp,
Mikaberidze was given a job as a dubbing director of foreign films. The final chapter in
part two presents letters and public speeches from the years 1948-1966 (ibid.: 421-
456). They summarise his lifelong struggle for better quality in flmmaking and for more
honesty (albeit, in the given circumstances, with a communist-friendly bias), especially
the article called “About the inventiveness of the film director and screenwriter” (after
1960): “As a rule, a helpless, unimaginative director, who cannot resolve creative tasks
through the content of the story, resorts to manipulation of camera angles, positioning
the camera at different places” (ibid.: 454). He then refers to Pudovkin, Eisenstein and
Kalatozov as positive examples and continues:

It is time to pay attention to increasing the culture of the creative inventiveness of the
director — screenwriter — actor. We cannot work with clichés anymore we cannot
continue on the path of peaceful self-satisfaction. The Communist tomorrow demands
from us that already, today, all films, no matter the genre, should be wiser and fully
reflect the relevant requirements set for Soviet cinema workers by the Communist
morale of our society. (ibid.: 454-455).

Finally, part three, as a fourth concentric circle, provides the reader with the filmography
(once again) and the bibliography consisting of mainly Georgian and a few Russian
articles published on Mikaberidze. Dumbadze, in an effort to keep the memory of
Georgian filmmakers alive, had already published books by Germane Gogitidze (2013)
and Rezo Kveselava (2008), as well as Georgian editions on Eisenstein, Kiarostami,
Pasolini, Vertov etc. in his publishing company Sa.Ga. Publishing for Society, a non-
commercial enterprise with the remarkable motto: “A thief of Sa.Ga.'s books is not a
thief! This book is the first of Sa.Ga’s publications in English and a successful
premiere, as it makes Georgian film history more accessible to the West. The concept,
presentation and the analytical depth are impressive. The only criticism of the book is
that it does not include at least a few hints to recent studies or reviews of Chemi bebia,
this most important example of Mikaberidze’s films (cf. Denise Youngblood 2010 and
2013). The reader of the 500 page monograph is definitely immersed in the traditions of
Georgian flmmaking, film politics and love of film.

Note: Dumbadze’s and Dzandzava’s revival of Kote Mikaberidze even included an
exhibition of 300 paintings and drawings in the National Archives of Georgia in Thilisi2.

Alexander Schwarz
Independent Scholar, Munich, Germany
alex_schwarz@t-online.de

Notes



1 The difficult relationship between the Soviet authorities and satire as well as another
example of the repressive response to it can be observed in the life and work of
Aleksandr Medvedkin. See my review:
http://www.apparatusjournal.net/index.php/apparatus/article/view/119

2 See ,Learn about Kote Mikaberidze, master of silent Soviet cinema, at Thilisi display* .
August 3, 2019.
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