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Expectation

One of the first video experiments of Koka Ramishvili is put together with the use of
stills from Andrey Takovskyi’s “Stalker”. This film was a metaphor of the epoch about
people who lived in isolated conditions of former Soviet regime and carried with
them eternal expectations and desire to change the universe. “Soviet experiences”
are if not major, at least constructive part of almost every work of Koka Ramishuvili.
These constructive parts become hybrid versions in synthesis with new given val-
ues. “Changes in Drawing Orchestra” places element of post-soviet history in dis-
course of dualism and relativity of contemporary world. Fragment of TV chronicles
used in the work is taken from the post-soviet reality — shots of revolutionary change
of existing regime in this case are used for absolutely new structure. Banner of the
53rd Venice Biennale cut from this video, shows a projection in the kitchen of the
artist. This is just one more metaphor from the soviet past, where the kitchen was
a local space for realization of relative freedom. This was the place for dissident
discussions and discussion of cultural production banned by the censorship. Now
this ambiguity means criticism of contemporary topics and registers concentration
on politics of these people whose “freedom” did not manage to significantly break
through borders of the kitchen.

The second installation in the Georgian pavilion — “Drawing Orchestra ” presents a
four channel video projection. All four projections repeat fragments from Koka Ra-
mishvili’'s program work “Drawing Lesson”, where by the means of several lines by
pencil, anonymous artist (only part of a hand is seen) draws a sea. In sound design
(Koka Ramishvili and Nika Machaidze) leading motive is the sound of pencil which
touches the paper. After being transformed to different frequencies sound changes
completely. Mood of this installation is more remote and meditative. This is the space
where biotechnological theme gets in touch with irrational and nonverbal sign of the
sea by the means of creating a hybrid of classical drawing and new technologies.
These images like any of the visual forms of Koka Ramishvili, gain their personal
dimensions. Art works which are created by this artist are as specific as the space
which nowadays is relatively referred as Post soviet and remains to be a non-pre-
dictable, partly nonverbal and extremely dynamic field.

Khatuna Khabuliani
April 2009



Viktor Misiano
“After Ramishvili”

Koka Ramishvili, who was born and raised in then Soviet Georgia, belongs to the
generation which is now referred as the “last Soviet generation.”! It possesses ex-
tremely specific historical experience and cultural consciousness. Connection of this
generation to the cult of the modernity served by Soviet project in very radical, some-
times even repressive radical forms, is very obvious. At the same time it was the
“last Soviet generation” that took criticism of the Soviet modernity, developed from
the end of 1960ies in the public opinion, for granted. This criticism remained justified
and invariably urgent as that modernity refused to accept it on the level of ideology
almost until the very last moment.

However criticism of a radical repressive modernism most of the time remained pre-
determined by the subject of its denial. It reproduced binary model of thinking inher-
ent in modernism and only exchanged binary oppositions. If modernism insisted on
rational abstractions, universal horizons and totality of the whole, its criticism started
to actualize pre-rational experience, concrete nature of available, uniqueness of the
partial. This explains ambiguous relation of this criticism not only towards modern-
ism, but the Western postmodernism which in the first place denied sketchiness and
potential totalitarianism of binary thinking, exchanging it for a more complicated and
unstable structure. As a result if the Soviet modernity is referred as modernized ar-
chaism for its repressive-radical nature, its criticism, which took the start in the midst
of the Soviet society, at times took forms of the archaisation of the modernity.

These patterns of criticism of the Soviet modernity are extremely close to the ones
peculiar to other regions of “accelerated modernization”: China, India or Latin Amer-
ica, and what is usually referred as “critical regionalism.” According to the American
philosopher Jameson Fredric this kind of criticism “tries to alienate the whole series
of postmodern denials of modernism which allows it to define “critical regionalism”
as anti-modern and anti-postmodern at the same time, like “negation of negation.”
In case of Soviet Georgia, which found itself slightly off centre of the Soviet project of
the modernity and could — especially at the moment of collapse of the Soviet Union
— evaluate it as something imposed from outside, this “negation of negation” in fact
redoubled. If the Soviet experience was regional with respect to the West, Georgian
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experience became regional in respect of the Soviet one.

In the context of globalization which finally triumphed with disappearance of the
Second World this double “negation of negation” leads to especially paradoxical
results. Carriers of post Soviet consciousness, who found themselves marginalized
in relation to the epicenter of globalization, perceive their situation as illegitimate.
Sufferings and belonging to the modernity makes them sensitive towards cultural
logic of our days, i.e. towards hyper-modernity, not less than are those who assumed
the right to consider themselves carriers of this cultural logic. But at the same time
inclusion in hyper-modernity nowadays happens through regional emancipation and
rejection of the Soviet heritage, which means rejection of the modernity in itself, as
the “last Soviet generation” did not have any other modernity than the Soviet one.

This is the complex of contradictions encountered by the “last Soviet generation”,
which still is in search for a universal solution. Koka Ramishvili suggested his own
way of solution in his works.

One feature that unites majority of Ramishvili’s art, earlier examples along with the
newer ones, is their construction on the principle of counterpoint. Binary model so
characteristic for the project of the modernity and reproduced inside out in the re-
gional criticism, in his works is presented in an open manner, i.e. in the way that
none of oppositions overshadow each other. They exist side by side.

Already his early works — “Perforated Cinema” and “Gallery” are staging of transition
from modernist artistic practices to postmodern ones. If classical modernism real-
ized itself in metaphysics of abstract paintings, current postmodernism sees itself in
ephemerality of multimedia installations. Surprisingly Ramishvili shows paradoxical
meeting of these two media: abstract canvas is created by the means of multimedia
effect and installation with the help of paintings. Each of these mediums sacrifices
itself for preservation of identity of another one. Paintings destroy themselves and
transform into installation, while installation preserves appearance of artistic exposi-
tion. Each of these tools only amplifies an effect of another one during their meeting.
Video-box presents a black square on a white canvas where legendary status of this
modernist motive par excellence meets visual spectacularity of the video installa-
tion. This way Ramishvili unfolds inner logic of regional criticism, which developed
distanced perception of modernist and postmodernist paradigms.

In later works of the artist we can see inner logic of resistance to modernism and
its regional criticism. Whole series produced by Ramishvili are based on collision
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Occupation of space -1991, installation, 5 pillows and belts, Munich, Germany

Landerror — 2009, installation, colour video, 4’20 mn, music- Nikakoi
Perforated cinema — 1991, installation, slide, dia-projector and screen

Gallery - 1992, installation, military textile and frames, Arnolfini Gallery, Bristol, UK

of documentary materials with purely abstract geometric animation. For example,
«Landerror» presents dramatic scene of a street murder which is visually split by the
means of abstract planes. In «Signal» colored rectangular forms run on the human
figure which moves in their direction. In «Equilibre» four small reprises representing
the author himself alternate with each other in short formalistic animation insertions.
This counterpoint of abstract formal exercises with documentation of the reality is
continued in the latest works of the artist too. For example, «Tender Transitory Trans-
port». This is the way modernism with its tendency towards rationalistic and univer-
sal abstractions collides with concreteness of the present, anti-modernistic criticism
insisted on so much. And again, like in earlier works of the artist binary oppositions
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Equlibre (Henry, Jarji and me...) — 2005, B & W video, 2’30 mn,
music - Jarji Balanchivadze

do not overshadow each other but preserve their identity and become mutually rein-
forced. This collision of something abstract and something absolutely real, as well as
mutual impenetrability is shown in one of the reprises «Equilibre». Here the author
himself is presented touching abstract modernist statue by Henry Moore.

This way, showing binary oppositions which form basis of the contemporary cultural
consciousness, the artist does not identify himself with any of them. Behind this kind
of practices in fact hides acknowledgement of epistemological crisis i.e. non effective
character of basic systems of world description, acknowledgement of its decomposi-
tion into different elements unable to create one image.

In fact “Pronostoc Eventuel” and the “War from my Window” are built upon dialectics
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Drawing Lesson — 2003, colour video, 12 mn

of internal and external, where in the first work external space is presented to the in-
ner one, while in the second — external space is revealed with the help of its internal
counterpart. Social order in these works is split into open and closed, private and
public, history and everyday life.

In the “Story of Kaspar Hauser” the world picture is divided into structurally opposite
poles — up and down, right and left, front and back. In “Change” conflict between the
masculine and feminine provokes almost Nietzschean metaphors: masculine desire
of power and history opposes feminine implantation into the “soul of the music.” In
“Drawing Lesson” reality is divided into reality and fiction. These oppositions ex-
change their statuses according to the change of context of image considering the
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fact if it is internal or external. Finally in “Equilibrium” subject — the author himself — is
shown split into the doubles who are involved in insoluble discussion.

This type of world representation, when it is shown as an important coupling of op-
positions without conflict resolution, was defined as allegory by Walter Benjamin in
his famous book “The Origin of German Tragic Drama”. The way German thinker
describes baroque époque reminds of the experience of the “last Soviet generation”:
“There where Middle Ages present senselessness of worldly actions and caducity
of each creature like intermediate state on its way to salvation, German baroque
drama is fully sank in inconsolable earthly existence.”3 As a result, located on the
crossroads of binary oppositions and not being connected to any of them, allegory is

“nonexistence of what it presents”.*

This experience of acute experience of death as of a substantial basis of existing,
which is developed from the “inconsolable earthly existence”, is revealed in different
forms in Ramishvili’'s works.

Very often allegorical image of the world presents reality as a dead envelope. Al-
ready in his early work “Gallery” reality of the art is shown as a surface of the canvas
which is taken away from the stretcher and looks like the skin of an animal. Hence
Ramishvili’'s tendency to include in his works borrowed materials — well known film
chronicles, vivid quotations and film fragments (“After Picasso”, “After Tarkovskyi”,

After Picasso - 2005, colour video, 3’10 mn
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Tender Transitory Transport — 2008, colour video, 10°00mn

Change — 2005, B & W video, 4’20 mn

“Change”). It is natural that he intentionally uses conditional animation in “Good
Morning”, “Drawing Lesson” and other works.

Even when in Ramishvili's works reality appears as a fact, it remains part of purely baroque
play showing reality as a never ending chain of transformation of authentic and conditional. In
early works “Perforated Cinema” and “Pronostic Eventuel” documentation of real objects is
projected on real objects. As a result both elements of the image disavow each other in their
claim to reality. The same happens in the case of the "Drawing Lesson*, where stills of draw-
ing on a white surface and following noise of painting are inserted in documentary showing
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Change — 2005, B & W video, 4’20 mn

home interiors and street exteriors. As a result both images become conditional.

In “Change” fragment of newsreel is slowed down, assembled in a different way
and put in a sequence so, that documentary features of the film disappear and are
replaced by a fragment from the Fassbinder’s movie i.e. series of feature videos.
The same effect of mortification of documentary image in “Landerror” is achieved by
collision of shocking real scene with conditional character of geometric animation.
It looks like stills from the newsreel are here not in order to represent reality but to
represent one of the possible languages of representation.
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The same though slightly different solution of transforming representation into his
own representation is suggested by Ramishvili in “Stories of Kaspar Hauser”. This
is the series of scenic works which represents experience of naive consciousness
in the initial non discursive contact with the world. In this case between real works
— paintings and their real author — we meet a literary character — “sacred simplicity”
Kaspar Hauser. As a result the whole work is just a staging of an initial contact with
the world i.e. scenographic convention.

Koka Ramishvili’s art contains series of works where appeal to the reality is pre-
sented by the author himself with no use of other persons-intermediaries. Moreover
these works are not created with the use of external documentary materials but
author’s photos and videos. For example, the “War from my Window” shows us
series of photographs pedantically taken by Ramishvili during the Thbilisi civil war
in 1991. These works are created according to the principle of abstract registra-
tion of fixation which makes it possible to shoot aesthetic and reflective principles.
Randomly inserted are accidental fragments of reality in videos “Tender Transitory
Transport” and “12 Days”. Absence of connecting narrative and clear emotions of au-
thor related to the object of representation create an effect which is so characteristic
to other works of the artist — artistic tools exude through the image. Photo sequence
which is taken from the same location in even intervals of time oozes through media
photography, like media video appears through consecutive but absolutely random
video shooting.

This apathetic outsider’s glance on reality is one more symptom and result of epis-
temological crisis, which means acknowledgment of final non-perception of the uni-
verse. In fact, “inconsolable earthly existence” is born not only because of the fact
that universe in the perception of the viewer turns into mortifying fiction, but also
because the viewer can not establish emotional connection with it. Non-existence
not only oozes through the cover of reality, but also defeats the subject which apa-
thetically looks at aloof world. The “last Soviet generation” is left with nothing else but
watching the show stripped of final sense of reality.

Exactly this experience of dramatic helplessness towards history becomes the topic
in the “War from my Window”. In this work the author only pushes the button in the
moment of national drama. The same happens in the “Change”, where documen-
tary chronicles of state coup transform into a show of pulsing plastic mass — energy
of the whole human mass, unconscious creator of history. This reality which is out
of control of consciousness is in the state of shapelessness or becoming (if to use

23



War from my Window 1991-1992 - series of B & W photographies, 40cm X 60cm

Deleuze’s notion established on the same material as Benjamin did in the case of
his allegory concept — on baroque culture).’

In fact becoming is essence of the state in majority of Ramishvili works. Becoming is
dramatic basis of “Change” where in front of our eyes scene of state coup is shown
by the means of bewitching “male ballet”. In “War from my Window” formation is
measured by even phases of Thilisi civil war.

Becoming is also theme of his earlier work “Signal”: we see a human body which is
running towards the viewer in regular continual manner. In exactly the same manner
of consecutiveness unfolds visual development of world surface in “Stories of Kas-
par Hauser”. Consecutively in front of us are born and disappear graphic images in
“Drawing Lesson”. Step by step expires reality in “Tender Transitory Transport” and
in “12 Days”.
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Signal — 1994, video projection, colour
video, 3’20 mn
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Tender Transitory Transport — 2008, colour video, 10°00mn,
in collaboration with Patricia Londonanteparis and NIKAKOI

Tender Transitory Transport ( Marriott hotel, the back side )— 2008, colour video, 10°00mn,

Narrative in these works unfolds without accents put on culmination and ending. This
leads to definition of these collisions as becoming. Moreover, action in the works of
Ramishvili are mostly built according to the principle of its incompleteness: runner
in “Signal” is never able to reach the finish, rain never stops in “Good Morning” and
painting process of Kaspar Hauser potentially never ends. Regularity, dormancy,
severity — all these means of unfolding action in Ramishvili’'s works lead to a bigger
effect — suspense i.e. anxiety of waiting for impossible resolution.

Regularity, dormancy are the features of rhythmical organization of an image. And if
majority of works have exactly this common rhythm, in each of them it is realized with
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amazing richness of nuances staring from dry chopped rhythm of “War from my Win-
dow” until complex and whimsical rhythm of “12 Days”. However, rhythm is a musical
term according to definition. Hence it is natural that music and acoustic effects play
an extremely important role in organization of video image by Ramishvili. Playtime of
some of his works is identical to the length of musical piece used in it.

In figurative practice in the most pure form rhythm has declared itself in ornament.
And exactly ornamental beginning i.e. presence of all-sufficient purely formal play
— forms characteristic feature for majority of the works of the artist. Best examples
are abstract animated insertions which organize works like “Signal”, “Tender Transi-
tory Transport”, “Landerror” etc. Though ornamental per se i.e. formally all-sufficient
is plastic rhythm of many other works too. Even show of “Stories of Kaspar Hauser”

is deviated from single-line placing and takes form of installation on different levels.

Maijor feature of the ornament is leveling of semantic definitions of used real motives,
their dilution in all-sufficient abstract rhythmic. In Ramishvili’'s case musical rhythm
becomes kind of compensation derived from the epistemological catastrophe and
loss of stable definitions. If the narrative can’t organize the action this function is tak-
en over by rhythm. In the situation when consecution of motives is organized not by
the strict unfolding of definitions given in prior but purely formal game, every motive
of the work is filled with inexhaustible richness of potential meaning and becomes
an open metaphor. Exciting effect of Ramishvili’s works is connected with their sig-
nificant mysteriousness and ability to provoke ever renewing efforts of interpretation.
This way the works are developed through cooperation and burst of imagination.

This way experience of suspense, worrying awaiting of the show of permanent be-
coming, out of control reality is compensated by the fact, that the show itself is
perfect from the point of view of aesthetics. It frightens by its detachment and far-
ness but captivates with musical rhythm and exciting richness of meanings as well.
Artistic experience of a catastrophic event which exceeds human scale has its own
stable definition — this is experience of Sublime.

This is Koka Ramishvili’s final answer to the complex of contradictions which were
faced by the “last Soviet generation”. The artist declares them impossible to solve.
Instead of making attempts to solve the unsolvable he tries to find something posi-
tive in it. In “inconsolable earthly existence” he tries to see his advantages. Instead
of concentrating on counterpoint of apology of the modernity and its rejection, it is
appropriate to observe the world when it is not chained by one-sided schemes. To do
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S0 is more appropriate because exactly the wish not to acknowledge the fact that op-
positions torturing us are not the ones to be solved gave birth to majority of dramas
and crimes in the post Soviet times.

Of course, to live after stoic acceptance of “inconsolable earthly existence” is not
easy at all. Hence, the intonations of anxiety and melancholy which are seen in all
works of Ramishvili. However exactly this experience gives us unique opportunity to
see the world in a vast ambiguity of his poetry and sense. History knows very rarely
similar experiences and one has to be quick to use it.

Ceglie Mesapica - Rome
April 2009

1. This phenomenon was described in detail in: Yurchak, Alexei, “Everything Was Forever, Until It Was
No More: The Last Soviet Generation”, Princeton University Press, 2005

2. See: Jemison, Frederic. The Seeds Time. N.Y: Columbia University Press, 1994, p.190

3. Benjamin, Walter. The Origini of German Tragic Drama. M. Agraf, 2002, p. 69

4. Same, pp. 248-249

5. Deleuze, Gilles. Leibnitz and Baroque, M. Logos, 1998

12 days ( Flower ) — 1999, colour video, 10 mn
12 days ( Salut)— 1999, colour video, 10 mn
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Pronostic Eventuel

The idea of the “ possible prognosis “ was inspirated by global changes in political,
social and economic life during post - military time in the capital of Georgia, precisly
in the capital of Georgia - Thilisi; due to chronical energo crises, in a instant plung-
ing the two million town in the darkness, fear and some kind of unconnected mem-
ory, of slacken and absolutely incomprehensible home policy. On the other hand
— Georgia’s foreign policy and its success on the international arena, and important
geopolitical significance, give to Tbilisi, the charm of politically intriguing town. Geor-
gia becomes more open for the external world and the external world enters in its
life. As a consequence of this, many embassies and consulates appeared on the
architectural - political landscape, which show the new status of Georgia. Embassies
accepted the whole border of physical institution of communication of Georgia with
the external world, transformed in the erogenous areas of the post - soviet policy
of Georgia. Naturally, the appearance of embassies attracted the interest of the
country citizens. The project “possible prognosis “, makes the architectural - politi-
cal landscape visible from outside, as well as from inside for all citizens of Georgia.
Secondly, the project investigates how far architectural - esthetical “camouflage” is
able to express the intensions and aims of the countries, that support friendly and
diplomatic relationship with Georgia. Thirdly, the project aims at revealing the limits
of tolerance, better to say to explore how far the visual analysis can be allowed. In
other words, the project reveals the borders of the ruling determination of democracy
constantly oscillating between the stereotype of the freedom and ideology; it also ex-
poses how far (the diplomatic missions) cooperate in the visual analysis and in the
comprehension of history of Georgia. So we make the conscious step towards the
dialogue with the external world and also acquaint with the architectural sketches
of 21 century’s “ open society “ in projecting of which everyone will participate... The
last step of the project will be the publication of the book, where each diplomatic
mission will be presented by 4 aspects: architectural context around the embassies,
facade, inner space and with one chair or an armchair.

Koka Ramishvili, 1997, Tbilisi, Georgia

Pronostic Eventuel - 1997, colour video, 12 mn
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...The project Pronostic eventuel ...seeks to show what conditions social and po-
litical behavior. Between a modest building with its lack of adequate construction
materials and absence of aesthetic ambition, and a particularly impossing edifice
whose architectural details point to economic, there is a whole hierarchy of social
values. The typological study uses comparative methods not unlike the structural-
ist procedures as described by Roland Barthes: ““the goal of structuralist activity,
be it reflexive or poetical, is is to reconstitute an “‘object ", that this reconstitution
manifests the functioning rules ( the ““functions™) of this object. The method of the
artist of typological description refers to the history of European culture by calling
into question its capacity to partake in the historical reconstruction of Georgia or all
Post soviet Union. While the artist appears to address his subject objectively, there
is in the very nature of his confident, apparently architectural approach the desire to
express a message, a huge skepticism with regard to the unsolved contradictions
embodied in the buildings, their decor and their function.

Anne Tronche. “"The other side of history™™ 2000. Paris.

Embassy of UK in Tbilisi — 1997-99
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Embassy of China in Tbilisi -1997-99
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Embassy of France in Tbilisi — 1997-99
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Embassy of Germany in Tbilisi — 1997-99
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Embassy of Poland in Thilisi — 1997-99



Embassy of the Vatican in Tbilisi — 1997-99
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Embassy of European Union in Thilisi — 1997-99
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Embassy of the USA in Thilisi — 1997-99
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Chronicle, editing, drawing...

Interview with Koka Ramishvili

Q: From document to an image — is this the main concept of your art? What can you
tell us about the dynamics? What does the way from document to an image look
like?

A: Concerning the term from document to an image... This is the form which unites
certain period of time. | worked in different media for quite a long time and it was
always difficult to find connection between a form and content. | was interested in
this issue, which | would prefer to call a concept and not mainstream. It contains the
major points and material | work with. On one hand, it is a chronicle — a document,
and | agree with Viktor Miziano who writes that in 1990ies it was more adequate
for a painter to work with documents, than sit in his workshop and produce works
not related to the context. In general, art of the post soviet space of the “storming”
(Miziano) 1990ies was done in a very painful way... An image and work on it became
urgent for me only during my stay in the West. Only in Germany where | lived as a
participant of a resident program | started to think about the ways of image devel-
opment. It is quite difficult to think about the same topic in today’s Georgia as the
environment is very dynamic. It does not matter if it is positive or negative, destruc-
tive or constructive, if there is a state coup or a meeting. In the conditions of sharp
dramatic composition video or photo camera became one of the most necessary
instruments. The given reality gets closer to the beginning of the development of
Russian avant-garde when it passed through an important phase and learned how
to use and manipulate the new mediums: documentary, cinematography and started
to register events taking place at that time. In Georgian reality there is no time left for
conducting analysis concerning development of this image. One needs to travel to
another country, where you find peaceful environment and can think about integra-
tion of an image into the social space.

In Georgia you don’t have these conditions exactly because of the mentioned ten-
sion, absolutely unpredictable situation... | can say that my life is very similar to this
situation — from document to the image and back. When | came back to Georgia |
returned to my work on documents. Situation was unchanged, general mood made
it impossible to start a deep work. Recently | talked to Nino Chubinishvili and she
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12 days — 1999, colour video, 10 mn

pin-pointed that it is impossible to produce a work with the use of deep layers in our
space. Situation is so chaotic that you are not able to analyze it and you are left with
a document, reflection, touch with something that you have within your reach i.e.
you are left with camera and editing... You can delve deeper during the process of
editing. It has its strict boundaries that force you to concentrate. To be honest, it is
very difficult for me to work on paintings in Georgia. | can’t work. Work with the use
of traditional methods, similar to those used before photography or cinematography,
television or even google is nonproductive nowadays. If you are active in the realm
of painting, which already means experiences of photography, and cinematography
you need peaceful background in order to sit down and reflect, go deeper and get
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Drawing Lesson — 2003, colour video, 12 mn

something out from there... That’'s why | cannot say that from document to an image
is my main concept - the part that helps me to orientate myself. | created this system
for myself and not the others, though it can aid others in finding direction too...

Q: You turn to the video format quite often. What are the opportunities that attract
you in this medium? Do you consider it to be especially relevant form for the time
being?

A: Concerning video format... | will continue above idea... Video format is quite com-
fortable to be transported to different locations. It has a small scale and is very capa-
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cious: one can store a big amount of information in approximately 30 grams. This
is a good opportunity to send digital or video messages to different countries from
the country which is seemingly open but still quite far from being this way, to the
other states which are still closed. On the one hand this medium is interesting to me
because of this feature and on the other hand video is connected to motion. | have
much more in common with video than with photo.

| think that contemporary art is movement as static images remained in the past. Of
course, they still exist in new art, but belong to the old mediums by their nature...
Modernism started from the motion. You can see that in Duchamp’s paintings, in the
birth of cinematography. Something full of motion started. This is a new medium for
the humankind and at the beginning it was associated with magic and even banned
in some places. Now it is a widely used medium... New and somehow scanty. A mov-
ing image, which is created artificially but with the help of light...

Q: Aspect of ephemerality is also very attractive...

A: Yes. | like its ephemerality. This is touch. Then it disappears and you leave... This
is its charm... For me poetic aspect is more interesting. | do not make films. This is
an image that moves... Here are the elements from my life: compressed and de-
compressed and presented with the help of an image. This is like creating poetry. |
cannot write the poems or music, but video gives me an opportunity to get in touch
with both of them. That's why | think that | am creating poetry. That’'s why my format
is so short: one, two or three minutes. Maximum twelve. Remix of “Stalker” was
seventeen minutes long, but this happened because material is very specific. | did
compress it at first. Then | decompressed it... In short, for me this is the poetry...

Q: Installation “Change in the Drawing Orchestra” is a kind of summary of the idea,
which is developed in several versions o the “Drawing Lesson.” Can we consider this
motive from the “Drawing Lesson” to be the most important and well thought-out in
your art?

A: Of course, the “Change in the Drawing Orchestra” is a kind of summary processed

at a very special moment when | started to work on the project for the Venice Bien-
nale. | was thinking about what kind of work to present in this exhibition. This sort of

57






Drawing Factory — 2005, colour video, 1’00 min

an exhibition is a very important point in the biography of an artist. This work some-
how confronts stereotypes which exist in the video culture, where only couple of
persons does not belong to monotony. For example, William Kentridge. But in gen-
eral major format of video is very monotonous like its aesthetic values. | wanted to
integrate my original experiences of an artist born and educated in Georgia (former
Soviet Union) in video. | did not want to lose this experience and find myself in situa-
tion when in many cases its rejection resulted in castration of original development.
| went through a good painting school and during my studies at the Academy of Fine
Arts was an excellent student. | can say that | can control drawing well, despite the
fact, that if | opted for becoming a craftsman, | could become a commercially suc-
cessful artist. But on the other hand | had a desire to work on the moving image.
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Gilles Deleuze — 2005, black and white video, 0’50mn

| was especially fascinated by the editing process. In my opinion it was the quality
of editing that determined success of the “Drawing Lesson.” | was invited to several
artistic institutions to held presentations and lectures on my work. | am sure that
in this case interest was triggered by the editing of the moving image. In this work
academic painting is used along with the newest technology — compression and
decompression, soft image — and that is made possible with the help of the final cut
pro - modern programs of video editing. | had to deal with symbiosis: hand work and
use of software. For me the second aspect was very interesting too. | perceived this
work as a cooperation of a human and a machine. | saw it from the biotechnological
point of view rather than connected with high tech, plastic of silicon universe.
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Drawing Lesson — 2003, video instalation, colour, 12 mn

Q: This year David Birnbaum declared the “Making Worlds” to be the main topic of
the Venice Biennale. How urgent is this concept for you?

A: This topic is close to me. My first program works - the “Drawing Lesson” or “Good
Morning” - were based on the issue of what are drawing and fixing (photography)
from different points of view. Actually this is what we already talked about: document-
chronicles and drawing i.e. what is handmade. In one’s time when | started to work
on the “decoding” and “translation” of an idea, Jill Deleuse’s “Clinic and Critic” was
a very big stimulus for me. Of course, | was not able to verbalize everything. The
work was hard. Deleuse helped me to find contemporary language for explanation
of my work... Photography is dead for me. It is the past, which does not allow me to
move forward. It is like a hypnosis... | am exaggerating, of course, but that is usual
for artists. Photography appeared like a death. One of the first photos was an x-ray
or an image of the skeleton. Because of the exposure to radiation Curie couple died.
For me it's a metaphor which relates photo to the death. And opposite to it is the
drawing. Our ancestors leave us with their photos, kids with their drawings. Children
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do not take photographs. They create, model a new universe. This does not mean
painting in its direct meaning. For me editing has the same sense. Itis also “drawing”
in the sense that you model the new universe. The fact that | have chronicle, editing,
drawing in my work suits very well to the concept of creation of the new universe.

Q: You call yourself an artist from the Deep East and emphasize the fact that most
of your life was spent in the Soviet Union. Does this indicate that you consider ex-
perience of the past a necessary thing? Do you protest against the fact, that there
are many who forgot the newest history with pleasure and became an “odd new
generation”?

A: Deep East means a logo to me and refers more to the Eastern Europe. Sense-
less rejection of the past is not acceptable for me as | think experience means a lot. |
have benefited a lot from the period when | was enrolled at the Academy of Fine Arts
and we moved, worked and built up our network in a bigger space. | cannot make it
disappear. Concerning “rejection” of the past... You won’t be able to start a new work
if you don’t “forget” the old one. If the old work is still relevant, that means that you
are not ready for a new one. Sometimes you forget the old in order to create some-
thing new. But this does not mean it disappears completely. We need analysis of the
past on a permanent basis in order to become aware of the time in which you live.
To forget the past without conscious decision means castration to me, when you do
not keep any power for the future.

In order to make it more clear what “soviet past” means to me, | would like to add
few words. In this unstable time ready-made stereotypes are very common and most
of the people don’t understand what artists want to say. “Soviet past” which is a
contradictory multilayer structure consisting of nonconformism, party membership,
communism, religion, betrayal, power, powerlessness etc., is so compressed and
interacts at such speed that manages in 75 years to create a gap, which possible
would need centuries at some other location. In this dramatic and unique time we
lived and live mechanically, though it is possible that we moved to a more dramatic
present which is born from this past. For a creatively thinking person this can be a
very valuable material and it is desirable to work out worthy of respect and non-pre-
determined attitude as this is part of us despite our wish.

Q: You mention Andrei Tarkovsky very often. One of your videos is fully based on the
shots from “Stalker”. Is the status of a stalker very close to you? Is this a personal
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experience or connection to the generation?

A: Tarkovky had impressed me a lot. | watched “Stalker” in Tbilisi Officer House and
in this period it was “banned” and its screening in the “Officer House” meant a kind of
control. Movie is philosophical and quite difficult to watch. It is very long and contains
a lot of suspense. For me, both the plot and structure were interesting. This was the
soviet experience and except for Tarkovsky Otar loseliani showed it too. | consider
them my teachers who stimulated me off to read myself in the context of the Eastern
Europe. This is my base and | continue to do what was done in this space. Inspira-
tion for my works, for example “Good Morning” where you see rain, comes exactly
from Tarkovsy. Mood of expectation dominates Eastern Europe... It is stagnation, but
more an expectation.

Q: Can you determine the main experience that remained with us from the soviet
past?

A: | would look at this issue from a different angle. | think it is more relevant to think
about what we lost... We lost style, which was common for the Eastern Europe. It
does not matter if it was good or bad. It was the style. Its special value can be seen
in the fact, that the most expensive hotels are housed in the building where this style

Equlibre ( Conversation ) — 2005, colour
video,1’40 mn
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Good morning ( Platforms for events ) - 20086, colour video, 7°00 mn

is leading and determined the image of Eastern Europe. We have lost this image.

| tried as hard as | could not to lose it and to give it a new development... | preserved
the topic of expectation and refused to use “shocking” format which is so urgent for
the West. Of course, this does not mean that | reject western forms, but they are
transformed in Eastern Europe and give birth to newer ones. It is a kind of reaction
on the questions which move from the West to the East.

This process has to take place in culture. Unfortunately for the West the East still
remains mine of the raw materials. | don’t think it is good for the development of a
country like Georgia to assume only the function of a transit corridor. Economic basis
does not establish a territory to be a state, this is the culture that does so.

Q: The work “Pronostic Eventuel” is based on contrasts: interior and exterior, coun-
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tries in crisis and comfortable interiors of the embassies. What is this fragment of the
first reality in the history of “new Georgia” like?

A: Of course, this is a significant part of the new reality and this work is very impor-
tant for me from the personal point of view. This was the period when my visits to
different countries started and | had to visit their embassies too... | believe art has
to give us an opportunity to read what is invisible. Artist transforms something which
is not always seen by the others into the visible. In an existing socio-political con-
text with this work | show socio-political “erogenous zones” from the reality of new
Georgia. Embassies are closed objects, which you cannot enter only based on your
desire to do so. | was always interested in the books which describe information on
spaces where something important happens. For example, | saw a book about UN

After Andrey Tarkovski — 2008, colour video, 17’50 mn
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building. It shows interiors of different offices. There is a book about Kremlin etc. It
would be good if a book on our parliament was published. Modern society demands
transparency because in this case society develops better as a single organism.

Q: In your works sound is a very important factor. In the “Drawing Lesson” recording
of a noise of pencil touching the paper creates different effect if recorded at different
frequencies. | think this is identical to the touch with different dimensions.

A: Voice is an important aspect of my work. Voice and image are two equitable or-

ganic parts of it. | do not put them together like it is done in the movies. | use thnoise
of the image itself. In the “Drawing Lesson” voice and image are absolutely identical.
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Tea — 2004, colour video, 1700 mn

I have a long-term experience of cooperation with musician Nika Machaidze and
Jarji Balanchivadze. Thanks to their works | have received an opportunity to make
very interesting discoveries in visualization.

Q: Format of Venice Biennale is often criticized because of the system of national
pavilions. Once, during an interview, | was also asked if the boundaries of the na-
tional pavilion limit the artist?

A: Format of the national pavilions is a very vexed question. Actually, topic of the

national theme is already an anachronism in today’s global system. In my opinion,
contemporary culture is not a national culture. This is the culture of the citizens,
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Seven frame from the Cry— 2004, colour video, 1°00 mn

people. Today people unite in cultural and not national spaces. We have plenty of ex-
amples: Europe, Northern America etc. We can also use more radical comparisons
like google culture, which absolutely excludes geographic territories. But this does
not mean that no national elements and attitudes have to be present in the contem-
porary art. The method of construction should not be national.

That's why | think that national pavilion is a very complex and interesting issue in
the case if looked at from the cultural distance. There is need of explanation here: a.
national activity is activity of post soviet space, b. understanding of national status
is quite vague and ambiguous in the today’s global system, c. this is the answer to
the democracy. Everyone will agree that if you denounce any of the nations, you
cannot be a democrat. You can blame politics, economics, but not a nation. And d.
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it is to be defined what is referred as nation. For example, in Georgia it is expressed
in polyphonic songs... This is not an irrefragable answer, but at least gives us some
reference point. We live in a multinational world and every family has an example
of mixed blood. Therefore, national issue is more personal and intimate for me. And
concerning Georgian pavilion on Biennale... | believe it's a very good opportunity and
progress, that these kind of contemporary projects are supported by the Ministry of
Culture, Monument Protection and Sport. Couple of years ago contemporary art was
absolutely ignored from the official institutions.

Q: “Change in the Drawing Orchestra”. can you verbally determine main message
of this work?

Gio - 2005, colour video, 2’00 mn, music NIKAKOI
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A: Main message of this project is to create several layers of the mood: relative
transparency on the one hand and a sketch of the moods which in my opinion domi-
nates this geo-cultural space i.e. Georgia, on the other hand.

Interview was conducted by Khatuna Khabuliani
March 2009

Change 2 version — 2005, B & W video, 3’20 mn

Drawing Orchestra (Black Sea) - 2009, 4 channel audio - video installation, 400 mn
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Gallery - 1992, installation, military textile and frames, Arnolfini Gallery, Bristol, UK
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Equlibre (Henry, Jardji and me...) — 2005, B & W video, 2’30 mn,
music - Jarji Balanchivadze
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Equlibre ( Corridor ) — 2005, colour video, 3’15 mn, music - Nika Machaidze
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Equlibre -2005, colour video, 4’20 mn
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- 030 Lozbmdo  30bmdMmbogs, BgMBgMmmo (3089980 ©s JbmyrMeadgb@gda, dsg.:
«After Picasso», «After Tarkovsky» wo “9g3gms”. 930@m8 306mbbmBogcns, Gms “bo@gzal
35339000mbs” s «Good Morning»-bs, o bbgs 653039369830 ol 803sMmagh obnds(zonb
356DMsbmm 30Mmdommdsb.

530b gots, 85dabsz 3o, MmEs Mgommds Medndgommsb Fgddsmod Kod@sw Rbwgds, ab

After Picasso - 2005, colour video, 310 mn
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Pronostic Eventuel - 1997, colour video, 12 mn

domzomn@o  ma3sdal bobomow  MRgds, Gmdgmoai Mgommdsl  BomImaaqbl, Gmam(s
LEBBANBML  BoBmbdomsr  Ji3g30b WB39® KoL, 98azMeE, SEEgME 653439369830 —
«Perforated Cinema» o «Pronostic Eventuel» - Ggocon@o mdogd@ob ©mgmdgb@sas
3Omy(306985L  939mgdL  gFmagzem Mgerm mdogd@dg, ol dgmgasws gedmbabyegdals
mM039 9mgdgb@o gFmBobgomnl ©gbagmnmgdel sbpgbgb mogasbo 3Mg@gbbosdn Mgaramdals
308aton. sbammgonoe, “ba@3z0b ao33gmomdn” mgm Dgosdnfmdy baba@ab s3gdal jomgda,
bosg LoMBAMBm gx3gddn Jomommdy baggzab  Lobsbosom b3om  8nombBygs, BsMormemos
LagbmgMgdemgdol  0b@gMngfgdobs o  Juhalb  9JbGgM0gEgdol  ©mM3ndgbEnEa  JoMgdol
bggddo. dgmgase godmbabmmgdal mfogy dmoba doMmmdacn bogds.

“Bg(33ma3n” 30bmgMmbogal BMegdgb@n dgbgmagdmmos, 3308390 gdNmn @S SEMOMYdImNs
0dgbse, MM 30bmxMogdgb@ol wm3ndgbGnmn bsbosmn JMgds, Goms cebosmsbmbom
dg0330mmb  BMoadg6@no  BobdabogMmab  gomBowsb, obg B3nbmsw  bs@zgHmmo  gogm
3030936mdom ©d 56 ©M3Ndgbdcao.

©m31396& MM gs8mbobmmgdolb 330m30b 0gngg gxngdd&o Landerror —3n
Bo3madmds dmgmmn Mgamamo bzgbol 3g@oggdom agmdg@monm s603s(300bmsb. 53335Mow©
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After Picasso - 2005, colour video, 3’10 mn

(3boEgds, M3 JAmbogob FoMgdo of ofs Mgmmmdal Mg3Mgdgb@s3nnbmgabss, oMedgm
93692968 5(300b gFm-gfomn dgbademm gbol Mg3MgDgb@sznabomgals.

sbommaon@o,  omdze 3mEd  gobbbgeggdamom  aomsbyggdomo  Mg3Mgbab@ezoab
0300009369 Dgb@ (3000 gom3J(3930 398mmegsbgdmmons Me8ndgamoal FogH “3ob3se s bgnb
obEmEnadn”. sEbgdmma 6534353560 Bomdmomaqbl BsagmMn (36mdogMgdal gsdmsmamgdals
53bobgge gg@bgfmm (303mb, BmBgmoag LodgsBMbmsb 3oMzggmow ol PMbomm 3MbEsd8dos.
o930, 83 3gdmbgggzeda Mgsnym BoBsMd3mgdl, ggMmbymmm 6s3mdgamgdbs s dso Mgarn®
53@™mAL  dmob  moGgFedntrmmo  3g@bmbagos, — Lasmog@mdan  dmbbgbogdmmo  “68nbwos
MBFdmmgds”-  Job3sM JamDgn. Jgogase, dmgma 6adndgzetn LadgsGmbmseb dnMzgmswn
3m6@od@nb 8bmemme 0bb(3960Mgdss, 364 bzgbmamogamm SoMmmdommdal bafmdmawaqbl.

5 dmemmb, 3mgs s8ndgomol dgdmgdgogdedn oMol Bsdadggtgdal 3m@3mbo, Gmdgemdngs
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Tender Transitory Transport — 2008, colour video, 10°'00mn

83gmo30d  Mgommdobsmdn bafmmagbamos mgno s3@mEolb 3bMosb s oMs  3gMmbmbagn-
Jmodogmal Bog@. g@mm 3g8ai, gb 65343g36gdn 3gddbarmos sfs sMbgdmmo ©m3n3gbGnHn
3abaemol Bodogolb Loggndggmby, Medgm Lasg@mM FmEM s 3oEgm jMgdom. s3a35Maw,
“m80 BgBn GobxMnsb” BomB8mawaqbl gm@mgdal LgMnsl, Bm3gmdn(s Msdndgammo 3gsb@nMaw
00gLoMgdes  dJomagal  30Bm@adslb 1991 Bemal  Lodmgomagm ™8l @A™L  mdamalbido.
gb  6s39dg36gda  Bggdbomos  asbygbgdmma  dsmganb@Fomgdgma  godbsrom,  Gm3gmacs
98m9dLogmbs s Bogbog@nbomgdgm Labyobl sMmMdL. sbygg a964gbgdnmaw “dmdbygrgmmas”
Ggoemdab dg8mbggznomn BMeadnb@gdo 30gm 65843g36g33n “Tender Transitory Transport” o
«12 mg». 353533069890 boMo@ngal gb sMaMbgdmds s MgdMgdgb@e0olb mdngd@nb 3ndsmo
353m 339000 33@mGabgmmo g8m(zns 3gmoeg BoG8mdmdgb dbs@ 3ol Lbgs bs3mdgamgdabamgals
bababnsom gx39d@b, — godmbsbmmgdal 89d39mdom sablbgds mzgnmmb dbs@ztmma badwmsmgdes.
gm@™ bygdal Lodygemagdnm, Gm3gmai 0d8698s Mebsdstn Mmama Jgsmmgogdoc (6333@00’))
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Botiggds mz0m gm@Gmamaegnolb dgmns, Mmamms dgons-gngm BaMoagds mebdndwgzmmdaom,
80308 Lagbgdoom mogaby@mom asbbmE30gmgdnm 3009m goarmgdado.

580330malb  80gf  asdmmd8mmo  bLadysMmb  Ladmenmm  Jg(36mdal  Jgmdmgdemmdal, sbe
930b@g8mmmaon@o  3G0bobolb 3owgsy geomo LEI3ZGMBn ©d Jgoggos Mgormmdal dmEowEsb,
®3658mbabnmgmdal gocgdy ogndbomgdgmo bgwgs. bobsdwgamagda 30 “8obogmn ymeznggdal
Mbmagdmds” oM dommme 0dom Bodmodmds, Mmd ogn@gdmoab sxmddsda badystim 33306
B30gd0o 3omsnd(3939, Me8gm 0damss, Mm3 mgao Bogn®gdgmo dsbmseb gdmon® Jogdamb
396 53gsmgol. oMombgdmds asdmbLggngol oMs dommme Mgormmdal  goMmbowsb, oMedge
og00  bmdogd@bo  obosbgdl, Gmgmo Fabash  gomEbmgdmem  bLedysMmb  Lobsbomdsl
®3658mbaBnmygmdal gofigdyg dgbzdgnl. “dmeam Ladgmms cmomdolb “ BomdmBomagbgml Lbgs
3038960 ©MRYBNS, 01 3 339MLNEIL 30g36mL MgamymEol Lobobomdal, Laws Mgommds
badmmmm sDAbss Fmymgdeemo.

12 days — 1999, colour video, 10 mn
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ab@mEnal 60bsdy Msdadmmo MdmmaMgdab dbEew b gs8mEmamads BomBmapaqbl mgdsl
od0dgommols Bo8dggemdo - “mda Bgdn BobxEnmsb”, Lows o3@™MMn ©aMedgdl bymogl
Boz0mbamn@o Ma8ab LM, sbggy “dggmodas”, Lows LabgmBbogm gos@Mosmgdal
JEmbogs 3moaboGogma dobgdolb 3ymbomgdols Lobsbomdaw odgge. gb Mgommds, Gmdgmocs
(36md0gMgdolb  3MBbEMmMmoEsbss  gadmbymo s BmE®IMdolb  dpgmBatgmdadas,  —
bsbg3Mmgdgmn s@adnsbnmn Babob gHmagemn gbgManss, Mmdgmag obGmEanl sMso36mdog®
39846gmo@ 3393m0b6gds. 3MBGHMENEsb aodmbymn s@a(3bmdagmal gb Mgsmmmds 0dymazgds
MMY93 9BMMHIMdsd0 s gmomdL o se39bgbgdom “dgmamdal” dpamB8stigmdadn, - (3698,
3ol gm@Igmomgds 93 geMebads gommmbmgmbds 08sgg dabomodg dmobwnbs, Hmame(s
3960580603 smmgamBool megobgdamo goggds dsBmimb Jnm@neab 8sbamsdy.® “Ggoamds”
(83(960) — “9g(33emab” MeBs@@anmmo bagmdggmoas, Lowsi Aggbb mgembBob dmadbgybbaga
‘3030353060 domgGom” bmBzngmegds Lobgmdbogm asmse@famgdalb Lzgbs 35306, Hm(ze
653939350 - “m3n Rgln BobxMowsb” 3oMgdol “dgmamdom”  smnbabbgds  cmdoemabal
Ladmgomadm Mol Mebdatn g o3gdo.

o9d3s, “dgogmds” — gb dabo s@Mgmma 6531dgzenl - “bogbomal” s@ba(sss: gogm 366Dy
B39b 3bgogm 0©s30balb Gognmal, Mmdgmaz dognmgdmabigb o0l dadstmormma gsdmdmdacn
o By3z9@0 LoMdamol damBamgmdada. sbg Meb3ndgzMmdaom gomemmgds B3gbl mzgamBab
“30b306  3omBgFalb  abGMEab” LadysMmb  Bgmadamol gobasmEma  smzabgds s sbyzg
®56808g360mdom Rz96L 035mBnb ndagdnsh s JMgdnsb astgngmmo 6s8mdgzMgda “bo@zal
35339000em30”. 056808936m0m sdmabamgds Mgmmds“Tender Transitory Transport” —bs o

“1 2 QQO'B()”.

ob, @o3 o3 gmmodogdob “Ogogmds”/ msamdsn”  asbbadmamalb  Ladmemgdsl  admgge,
ool ob, ®m3 domndn obMmds 3mmdabszonbs s abEMmgdal dmBgbgdalb od(396@0Mgdals
356937 3000MEds. NBMm 89803, Imddgogds Msdndzammsb yzgmodg bdntsm nggds dobo
obEMmadmmdal 3606(303bg: Jobbsdwyg 39MLEMML Foofmdgbl dmEmdgbarma “bogbsemdn”,
3M3bMML 8magmmgds B308s “oams 83300mdabedn”, MmamM(y 3m@gbz0nMow ababmmmsdwg
390bmmb 3o dgagds 3ob3sm 3onDdgMab GgMmbgMs s o.3.. ImbmBarnmds, 3gbgmgdnmmds,
3mg8ggdedn dmygabs, @ambrmdmmds — dmgdgogdol gobbbab yggmes gb mgabgds Hedndgnmmsb
LagFom g59d@06 — Lob3gbbmeb Bnwal, sb4y ao8mbaegmol gndmgdmmdal aobgsdom bLagbg
mmE©nb;msb.

BmBogMgds, gbgmgdmmmds, 3mddgwgds — oMbgdoomsw gb yzgmexgMo gsdmbsbamgdal
Go@dgmo  mEasbnbaonlb  mzg0bgdgdos. s Medgbowsis  Medndgamol  Badmdggetios
139G gbmdals sbsbosmgdlb sbgmn LagPom Go@do, 0dwgbse  oMshggnmgdtngo Lodwnpom
3mabeabs 356 mommgmmdn Boablgdal Mgsmadazns: 6s31dg36olb - “m3o Agdo gsbyxMnwsb”
39Msmn, ahgbomo M0B8n@sb “12 ©mol” Hom s agnbgdam Hn@dsdwab. oxdss, Modo
396boDegHnman 3qbogamamo GgMmdnbns s 3Jgsb 39bmbdmMIngHow gsdm3nbatgmdl, Mmd
3qbogs s 539LGNZNM0 9B9dGgd0 N3rEYMgbaw 860d365mmMz6 HmmL Msd5dmdgb Medndznemals
30009m 65839369880. Fgbodadabaw, dmangfima 8abo bs3dg3cnl babamdmngmds msbbggomoas

91



85L30 grgman dqbogsmadn 3nogbob bobgmdmagmdabs.

Labgoo 3Geg@n3adn 3o M0@33s godmbo@gs y3gmody B8nbos gmMBno mEMBs8yb@3dn 33m3s;
o Bb@ew gb mMBadgbgmo babyabn, s69 6s3mdgzemdn gMmagstn b3nbos BmEBsenin
053530 M30m8ymBamds, — gbgz boboboscmms dbs@3fmnb bsddggemms oo babomabsmgol.
4391y 030bohnbm gmmdam gb asdmRbms s8LEMsd@mm sbndsz0nm Rewadnm 6obamgddo,
Gmdmgdais  MMgobndgdel  obogbgb 63439309 ddn:  “bogbsmn”, «ogbog®  cMabLogmmy
DM0bLMOEY, «ebEgMMmME s Lbg.. odEs, sMbom MMBSFgbGPmo, by FMMIsmNMow
og30m3ygmgseo 3eob@onmo Mo@dngs dob dgzc Lbgs Bsdmdggemdozss. Gammgdal Rz969ds(3

30 “3ob3sM oy byFal abBMENNEL” gfo babal asbbgng gsdmezgbol GMamnznsl s7393L
BEab o Lbgoabbgs ©mbggddy aobmoggdanmon 0bbGsmosznol gm@dsl 0mgdl.

mM65396@0bL doMomsmo mgabgds — 3nb BogM g3mygbgdmma Mgsenmn dmG 03930l sDHMdM0g0
8609369mmdgdalb BaggmnMgdss, 3sbygbgdmm mgnmBymymsm Mo@8ngsdo 8smn  gommgmdss.
odndgoemols dgdmbggzedo IqbogomyEa Go@do  g3ab@gdmmmaonmn  3o&obGHmgBam, dab
3m@nzgddn 8ystn sbMgdal ©s39Maz300 dmdoemo  3m33gbLsznnl  FmEBss. oy dbEBHMASL
o Jgmdmos 8mgdggdal mmasbabgds, 85d0b 038 @ybdonb Igbermmgdslb o@da abygdl.
Lo@monsda, BmEs dm@oggdob ©eb3ndpgzMmds mMMasbadgdmmas ofs 33dMoe godmoema
B0bobBo® dm(393memo 860336gmmmdgdom, sMsdge 630bws gmmBsmymn msdsdnom, badydggmab
gmggmo 3m@ogo 03bgds 3m@gbionn 8603369mmdgdol mBggmmm Lombgom, o6 odigze
005 3gGoxmMsm. s, Medndgomal bsd¢dg3fgdal badrgaman s8smgmagdgmo bgdmgdgogds
BoBommdtng 3o 3MogamB8bndgbgmmaseb nmdsmgdsl ¢30330Mmgds, dom bomb dmwmdngsm
3obsbmgdomo  06@gM3MgGs30mma  damnbbdggs asdmabgomb. 6sd¢dgghal goggds LEMMgE
065993mJ890gdnbasl, Bom3mbabgolb bgdsbmeb gfmsw Lrgds.

Lab3gbLob gb gobzs, adsdmmo dmmmeabo dnwdagn “dgagmBal” Labsbamdabs, GmPgma(s
3MBGEMmL  5mof  943989d0gds,  3MB3gbLnMgds 0dom, MHM3 mzgommb gl Lobsbomds
gbog@ogmow bEmmymggaeas. ob badadns magabo gombmgdoms s domds Bymgmdaom, dogMsd
ababbagh Iqbzeemm@o GoGdoms s sDFMgdab LodwowEnm. 35@obEGMMPMEa, d>s80sbnE
35L30dgdL goma(3gbarmo dmgmgbal bs@gMmm 3sb(30L 993b mag0bo gobbademgms, — gb
53o0mgdymol gobzoss.

58335605 3mgs Mo3ndg0mmal badmemmm 3abmbn Bobosm8ogamdgdal 3m33mgdbdy, Hm3,gmbs(s
“dnemm  baddgmas  momds’  Fggxobs, — 8bsgzefn  smnatgdlb 88 Bobssmdmgamdoms
390 FMgrmdaL.  goEdmdMgmmsb dgmgam d8gmgdol bozgmom  gdgdl  3mbadaymmdsl
“av@amgdegmdn”. “dobogfn ymgng@gdal mbmagdmdadn” ob (300emmdL Mogob M3aMedgbmdgdl
30536mb. 065dgMmMggmbol s3mmmgonl 3mb@Mmadnbd@olb dmMggdabs, 56 dobo yomymyal
Bo33ma BO™ BoMmgdmma agbgds 0dsdy gohgmgds, o1y Mmame abbbgds Ladystm, Mms ab
LBMAboDM306 bgdgddn smstss dgdmdama. 530l goggmgds PBGM FoMmgdamons, Mowgsb ndal
>0atgdolb by@gamolb o®Jmbad, Mm3 Rzgbl 8@obxzgm Babssmdmgamdadl of sdzm sblbe,
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b 3306039em0s, azbmgmm  “8abogtn ymazzngcgdol Mbmagdmdal” LEmoabEnGo domgdoo,
50300 56 5M0b. 5gdgbss Igmmabs s Igmsobdmemnol ab 0bGmba30gd0, HmBmagdo(z Medndgnemals

Y39 653939350 d0s. 1339, LBmEMgE gb aedmzamgds admggs bogar® dgbadmgdemmdsls
©a3065bma  badysmm 8abo 3mgDanbs ©d DML 8mMBaMeg  sMogMmBb0dzbgmmabgdada.
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3mgobbema Bobo godmygbgds.
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JGmba 35, Imb@syn, babs@o...

068930 3m35 M3Indz0emnsb

— m31d96@nw@s6 g33dmbsbaemgdsdrg ~dybo oMG0b doGomaewn 3mbzgRB0s? Mo dggodemos 58
©0b658035Dg g0 — BMgmFos 3 bs em3mdgb§nmsb 3sdmbsbmemgdsdwy?

o3 dggbgds 08 gobbodmgMolb — myndgb§amsb 3sdmbsbmmgdsdmg, - gb goMzzgmemo
3gMomeEol  as8sgMmnsbgdgmn  gmEMdss; oo bbob  3sbdomby  33mdamdmn  Lbgsmabbgs
390530 s gmzggmmzgalb Gormmo ogm 353306900 8mdgdgdbs gmMBsabs s Bnbsstbl dmEnb.
ab @og@mn 3o068gMgbgdws, Fogmed gmbgyEnab BoBomb MBMm ©ezsMddgzmn, 30My
dofnma 3ndsMorgemgdsb. ob dmnzegh 08 dofomom 3M6J@gdbs s Babamal, Hm3mgddn(s
3g 39qdomd. gfmn dbMng, gb ool JOHMBogs — wm3ndgb@n o 3y 390bb3gdo god@m®
80b0sbmb, GmIgmoag Bg@b, HmB 90-056 Bemgddn ©m3M396@@sb 3ndomds MBMm sEgdzed o
ogm  dbo@3zc0bmgal, g0Mg xosmoygm Labgmmbbmda s of g3gmgdabs  3mbE& LGN
s8mgafmbomo  6a3¢dggMgdom.  Logome, domash 38 3ngbgmmen  Bo3modmdmms &3
“8a6a306530” (80D0sbm) 90-006930L 3mbLEGLdFM®S LogMHzob bgmmzbgds... o Jggbgds
353mbobmmgdol s 8obmsb 3qdomdal, ob @GMm ©begmgmdn ymeabobal gobos Agdmzgals
sd@mom@o.  3gMdabosdo  Lamgbogbiom 3MmaMsedal @omamgdda dqdamdobsl  wsg06yg
gogdfn 035y, o9 Gmame dgadmgdmes godmbabamgdol gobzomamgds.

08039 09357 BodMo pmggzobmgmo bsdetmggmmb 30fmdgddo Lo 38smm dbgmas, Mowash gotgdm
bad@ZMME ©OBs3aMns, - o 393b 360dzbgmmds d3mboGonns, oy bggs@onmn, bamggss,
o) dbemal 5396gds, LabgmBBogm goma@Masmgdss, 01 oGnban. 83 8339, MsdadmManal
306mmdgddn gogm o6 gm@m 333gMs Bgdmgal yggmedy smomgdgme 0bLEGNIg6Go odze.
ab 8mgdgmmds ebrmgmgds Habamo 93568500l gobgnmemgdal @sbaByoblb, Gmzs ab
860d369mm356 Gabob goames @ sbaem 390mdgdl - @m3n85b@omab@ngal, J0bgds@mamogl
96mdmes s 8omnm  Bobndymatgdsl  LBsgmmdos, b sxngboMgdos My bpgdmes 0l
3gMomedn. Joformem Mgammdsdn  ©OM oM aMhRgds, Mmd goszgom sbamobn, oy Mmgm®
dgodmgds gb 08ogn gobgnmammgl. s30bmgab 3oMesdnfn 86033b6gmmdao gdofgds Lbgs
J399496530 Babgms, Lowsi LE83znmgs s Jgandmos ogadm 0dsdy, oy MmamE Bmabonbm
58 08ogab 0bGgamotgds Lminsma® LogMgda. of 3oL 30Mmdgdo o6 ggdmggs LEMMgE
bbgbgdmmn adadmemmdal ao8m, Bm(sgs bodmszos LEmmosw sMe3Mmabmbafgdawns.. dgdadmos
300735, Mm3 sbgmo RamGgemmoas Agda (3bmgMgdsz — ©M3M836@ 0L 3odmbabymagdedrnyg ©s
3ofndoo, - Mmzs ©og3dMbon LadeMmggmmdo, obgs m3zndgb@dy 3ndomdal ©ogmd&mboo.
odbgs 03039 LoGyoos, aobbymds, GmEs o dgandmas Rom@Bsgoy. 3ol Babso Babm
Rmd0bndgomb 39LbmdMgdmen ©s 36 domnsb BybGem oggs, ®m3 Rggblb LogMzgdn @M3Bs

96

3mab@gdom 653033l go3gmgds o6 go8m@ob. 08gbse Jom@mmas Lodmssns, sbomadl 3g@
5390198 s aMhRgds ©mM3Mdgb@o - sbaMggma, - dgbgds 08abmob, Mo bgmom godal, o6 amBgds
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doemasb 3aodbgmgds 880l go3gmgds. 396 3ddsmd.. Hm3 g0dyndom GMswazommo bymbgdom,
86 BHmameini oym GgibgHs m@mdwyg, o6 30bgds@mamexnsedrg, Ggmgznbasdnyg, o6 obos(s
3mpg-dry, @egb 933y ¥H3GmryiGegmes.. oy 3gdsmd ggMByGedn, GmIgma 330
anmobbdmdl gm@mamogonbs s 306g3s@mamagol gsdm(3wnmygdgdl, 330bomgolb gdotogds
Bybotn gmbo, bowsz dgodmgds @oxwmmds s 880dg godfon, RemMdaggds ©s bgm-bgmo
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Bgdo domogotn  3mbsgmznss, ob  Bsbaemas, 3396d0s, MmIgmo gemazetom  dgbdatmgds
mM096@0Mgdabamgalb. gb LobGgds Bgdmgab dg3ddgbo o o Lbgobogalb, ormds Lbgsobscs
©a9b35Mgds Bndsimmadal LaRggbgdma...

- bdnMsw dndsmmsg 30@gm BmMIsEL, - M5 dgbsdemgdemmdgdom godowozb gb dgwnmdn s mzemo

099 3/, Bm3 Emgabsczob 30009m 356bs 3nmgdamsm 57 oo gmmdss?

Working Document - 2006, colour video, 7’45 mn
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Small Stories - 2006, black and white video, 2’00 mn

o3 9g9bgds 30@gm BmEBo@L, bgdmo bomg3zedl gogegmdgmgd, - 30@gm GmE3sGo bogdsme
3M3gmEEmmos bbgomabbgs sgomol GMmabL3MMENMgdabmgab. gb gm@m3sdn dzamg dmBabss
5 056 domosh Ggzem0, - ©asbmmgdom 30 aeddo dgandmns Logdome oo 0bgm@8s(zos
dmamogbm. gb o60b Bog. badmamgds 08nbmgol, ™3 o3 J39460sb, Mm3gmoz gemon dgbgrzom
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Story of Kaspar Hauser N 3 - 2003, 6 pieces aquarell, paper, 22 cm X 31 cm

Story of Kaspar Hauser N 22 - 2004, 3 pieces aquarell, paper, 17 cm X 28 cm, 42 cm X 32 cm
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Switzerland. 1975 — 1980 Academy of the Art, (cinema, design industrial), Tbilisi, Georgia. 1990
— 1994 Studio Prof. Wolfgang Flatz, Munich. 1999 - 2007 Art coordinator in “I' Association “Echanges
culturels entre la Suisse et la Géorgie”, Geneva, CH. Teaching in Art Instituts: 2004 - 2008 Beauex
Geneva, Beauex Perpignian, Thilisi. 2007 — 2009 Akademie of the Art in Thilisi.

One man show: 1991 - “New work...”, Hause der Kulture der Welt Berlin, Germany.1994 - “Collec-
tion of the Bad and Wrong Words*, Kulturmanagment Hausler GmbH, Munich. 1995 - “Don’t Follow
yourself it's dangerous for you”- Raum Aktueller Kunst, Vienna. 2003 - Storry of Kaspar Hauser,
Gallery Edward Mitterand , Geneva, CH. "Drawing Lesson” - MAMCO, Museum of Modern and
Contemporary Art. Geneva, CH. 2005 - “ Sculptures Interdites “ - Gallery Edward Mitterand , Ge-
neva. CH, "Platforms for Events” - MAMCO, Museum of Modern and Contemporary Art. Geneva,
CH. 2008 — “Other Book” - Gallery Edward Mitterrand, Geneva, CH. 2009 — “Anonimus” - Hausler
Contemporary, Munchen, Germany.

“Drawings” — Edward Mitterrand Gallery, Zurich, CH

Group show: 1990 - “Expression”, Third Eye Centre, Glasgow. “Zietbezlinglich”, with FLATZ, Kun-
stverein, Dilingen, Germany. 1991 - “Heat and Conduct”’, Mappin Art Gallery, Sheffield. Arnolfini
Gallery Bristol, UK “Rooms”, Musée National, Prague , 1993 - “Artist, Time, Space...” Contempo-
rary Art Museum, Tsaritsino, Moscow. 1994 - 2 Biennale Art Contempory, Cetinje, Monténégro, Ex
Yugoslavia, “Europe 94", Munich, Germany. 1996 - “Ostranenie 97", Electronic Art Media Forum,
Bauhaus, Germany. “Hybrid Factory”, (Ars Electronica), Linz, Austria. 1999 - 2000 - “Au verso de
I'histoire” Centre d’Art Contemporain « La Ferme de Buisson », Marne-laVallée. Paris, France. Con-
temporary Art Museum in Thessalonici, Greece. “Stockholm connection”, Attitudes, Geneva, CH.
“After the wall’, Moderna Museum, Stockholm. Ludvig Museum, Budapest, Hamburger Bahnhof,
Berlin. “Electronic December”,

- Watershed, Bristol UK, 2001 Tirana Biennale, Tirana, Albany. 2002 - Photoforum PascuaArt,
CentrePascuaArt, EXPO — 02, Bienne, CH. “¢a raconte quoi ?”, CREDAC (Centre de recherches,
d’échanges et de diffusion pour I'art contemporain, Ivry-sur-Seine, Paris. “Quoi de 9/11 photo-
graphs, de Geneve et de la région Iémanique”, Centre de la Photographie, Geneva, 2004 - “Neo
Geo” — Russian National Gallery. Moscow. Art Fair Bruxelles, Belgium. Impakt Festival for experi-
mantal video and audio, Utrecht, NL.

2005 - Biennale in Moscow — Moscow. Russia. Film festival WRO, Wroclav, Poland. VIDEOEX, Ex-
perimentalfilm & Video Festival Zurich Switzelland, Cinematexas International Short Film,Festival.
USA. Bishkek Bienniale Dumbo arts Festival New York.USA, 11 Biennial of Moving images, Geneva,
CH. 2006 - Art Moscow, Center of contemporary art. “Version”, Digital Biennial, Geneva, Center of
Moving image. Post Soviet photographie, (panel speach and presentation ) Tate Modern, London.
2007 - “Dnevnik Xydojnika” in Frame of Moscow, Biennale, Moscow. “My Backyard”, Newman -
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- Popiashvili Gallery, New York. “Progressive Nostalgia”, Centro per I'arte contemporanea Luigi
Pecci, Prato, Italy. 2008 - Fine Art Museum of Nantes, Nantes, France. “Private Eye” Hausler Con-
temporary, Munchen, Germany. 2009 — “Born in Georgia”, Cobra Museum, Amsterdam, NI . “Given
Difference”, 2nd Asian Contemporary Art Fair, New York. “Change in Drawing Orchestra” Georgien
Pavilion, 53 the International Venice Biennale, Italy. 53 Kurzfilm festival in Obehousen, Germany.
Goethe Institut in Berlin, Germany

Viktor Misiano

Lives and works in Moscow, Russia and Italy. From 1980 till 1990 he was a curator of contempo-
rary art at the Pushkin National Museum of Fine Arts in Moscow. From 1992 to 1997 he was the
director of the Center for Contemporary Art (CAC) in Moscow. He curated the Russian participa-
tion in the Istanbul Biennale (1992), the Venice Biennale (1995, 2003), the Sdo Paulo Biennale
(2002, 2004), and the Valencia Biennale (2001). He was on the curatorial team for the Manifesta
| in Rotterdam in 1996. In 1993 he was a founder of the Moscow Art Magazine (Moscow) and has
been its editor-in-chief ever since; in 2003 he was a founder of the Manifesta Journal: Journal of
Contemporary Curatorship (Amsterdam-Ljubljana) and has been an editor there since that time,
as well. In 2005 he curated the first Central Asia Pavilion at the Venice Biennale. In 2007 he real-
ized the exhibition project Progressive Nostalgia: Art from the Former USSR in the Centro per
I'arte contemporanea, Prato (ltaly), the Benaki Museum, Athens, KUMU, Tallinn, and KIASMA,
Helsinki. He has been awarded an honorary doctorate from the Helsinki University for Art and
Design. He lives in Moscow (Russia) and Ceglie Messapica (ltaly).

Khatuna Khabuliani

Lives and works in Tbilisi, Georgia. She is an art critic, curator, publicist researcher. She works on
her phd degree research — “Transformation of visual signs”.In 2001 she curated the Georgian part
of the exhibition The Baw of Stability in St.petrsburg.From 2001-2005 khatuna Khabuliani worked
at CCCD_Caucasian Center for Cultural Development as an editor and curator. CCCD (later
MAF_Media ART Farm) in collaboration with different organizations and studios has organized in-
ternational and local exhibitons: Appendix1 and Appendix2, Neo Geo, Arteria, etc; it also founded
The Institute of Photography and New Media and Khatuna Khabuliani worked as a lecture of
contemporary art history and co-organizer of the projects on contemporary photography. In 2005
she was an editor of ARTURI _ newspaper on contemporary art, collaborated as a free lance
critic with different magazines and newspapers: 24 hours, Alternative, Style, etc.. From 2006 till
now she teaches in Tbilisi State Academy of Art the course of Conteporary art and exhibition
project&design of exposition. In 2008 she worked as an editor of IMPRESS_magazine of visual
art and literature. In 2009 she co-founded The Center of Contemporary Art.
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