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KOKA RAMISHVILI

From Document to Image






Viktor Misiano

Fidelity to an Event
The Poetics of Koka Ramishvili

‘From Document to Image’ - many artists of his generation will
learn themselves in this definition given by Koka Ramishvili to his
own creative evolution. For many the 90-s has turned into crises of
the established methodic of image production. It seemed that the
unpredictably rapid and terrifyingly spectacular post-Soviet reality
that could not be grasped by a mere image had left only two ways of
artistic take-over. It could only be impartially documented or pro-
voked by straight social action. The results of it could only be kept in
the form of video or a photo-document. ‘The War from my Window’ is
an example of the first option, while the ‘Pronostic Eventuel’ the sec-
ond. Fairly, as much as the roaring 90-s remained behind, as much the
belief in autonomy of work of art came back. This turn ‘from docu-

War from my window - 1991 - 1992, serie, 12 pieces, B & W, photos on aluminium, 50cm X 60cm.



ment to image’, to conventionality of animation (for example, ‘Good
Morning’) and to hand-made quality of easel painting (for example,
‘The Story of Casper Hauser’) became evident in Ramishvili’s works
after his engagement in documentary photo and video.

The creative experience of Ramishvili is also an authentic document
of a human experience he as well as many others has acquired. In

his images it is fixed the reality social analysts have talked about all
these years. It is a loss of control over the social dynamics (‘The War
from my Window’), the process of embedding in new political and
geographical borders (‘Pronostic Eventuel’), the crisis of identifica-
tion (‘History of Kaspar Hauser’), disintegration of a complete subject
(‘Equilibrium’) and other characteristic symptoms of the current age.
However, the creative evolution of Koka Ramishvili also suggests
the other way for its consideration. This time the relationship be-
tween ‘image’ and ‘document’ departs from the course of linear
development (‘From document to Image’). It is important to stipulate
that the documents of Ramishvili, even in his earlier works al-

Equlibre - still from video, 2005, colour video, 4 min 20 sec.



ways carried the status of an image while his recent autonomous imag-
es keep the status of a symptom. It is even more important to proceed
from the fundamental fact that the image - its options and limits, its
structure and relation with the referenced reality always appears as the
central problem of his authentic poetics. In other words, in fact all the
creative work of the artist is not only the work with an image, but also
a consecutive and indefatigable research of the phenomenon of image.
This kind of artistic interest can be important at least for a shortage of
such interest among the artists of his generation. Therefore, an attempt
to show how the author’s concept of an image is carried out through
his works and to describe his poetics not diachronically but synchron-
ically i.e. not so much as development, as a constant structure can
prove productive.

A binary code. In fact, a constant state of being engineered on a principle

of counterpoint is what unites the most works of Ramishvili both early,
and recent. Thus, ‘The War from my Window’ and ‘Pronostic Eventuel’

Pronostic Eventuel, Embassy of Germany in Tbilisi, 1998, colour photography on aluminium, 30cm X 40cm..



are built on the dialectics of internal and external. In the first work,
the external space reveals from the internal one. In the second — the
internal space presents itself to the external one. The emerged social
order splits on opened and hidden, private and public, history and
daily occurrence.

In ‘The Story of Kaspar Hauser’ the picture of the world described

by phenomenological procedures appears dissolved on structurally
opposite poles — on top and bottom, on a full face and a nape, on right
and left. Duality in Ramishvili’s works has a feature of ontological
status of reality remained in the constant conflict between authentic
and fictitious (‘Good Morning’), conventional and real (‘The Draw-
ing Lessons’), a concrete fact and a certain abstract, not phenomenal
hypostasis (‘Landerror’).

In ‘The Family Album’ Ramishvili reminds us, that the counterpoint is
an essence of a human condition inconceivable without a struggle and
the attraction of genders. In ‘Change’ this conflict of male and female
provokes the almost Nitzschean figurativeness: a masculine will to
power and a feminine implantation into the natural course of life and
death, however, as well as ‘In the spirit of music’.

Signal - 1994, video installation, colour, video 3 min.

Video still from CHANGE

- 2005, video installation,
colour video, 4 min. 20sec
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The primary experience of being-in-world. As is well known, Roland
Barthes, saw the specificity of photography in its belonging to the ex-
perience of primary being-in-world, which he named punctum. Others,
from Pier Paolo Pasolini to Gilles Deleuze saw this ability in cinema.
Working with a photo and video-image Ramishvili repeatedly tries to
involve at most this resource of photo and video language. Thus, ‘The
War from my Window’ builds on the principle of registering shooting
reducing the aesthetic and reflective basis as much as possible. How-
ever, in ‘Change’ the fragment of a newsreel is slowed down, reedited
and framed in such a way that a documentary character of the filmstrip
disappears. The image turns into the show of pulsing plastic mess —
the embodiment of energy of a certain nonsegmented human mass, an
unconscious creator of history. So the appeal to a primary level of a
human’s being-in-world is shown here not merely by means of expres-
sion, but as a subject matter of an embodiment, i.e. thematically.
Ramishvili addresses to the painting techniques and creates a cycle of
works. Having changed the number of titles the work is finally named
as ‘The Story of Kaspar Hauser’. There are no doubts about the the-
matic character of the work. Figurative construction of these pictur-

Story of Kaspar Hauser ( Banker ) - 2004, aquarell, paper, 50cm X 60cm.
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esque works is called to screen the experience of naive consciousness
remained in primary non-discursive contact to the world.

In its turn, ‘The Drawing Lessons’ researching tactility simultaneously
appeals to both the fundamental principles of art and a human experi-
ence. Finally, the image of a double in ‘Equilibrium’ is an essence of
one of the ancient mythological motives — archetypical schism of the
world into the binary sources. Thus, the two structural elements of
Ramishvili’s poetics — division of an image into binary patterns and its
belonging to the primary experience face each other.

Becoming/expectation. Explaining his treatment of an image Ramish-
vili refers to the idea that unlike a document an image turns to the
future. It is adequate to a certain creative, formative artistic effort. For-
mation/becoming/ is one more structural element that defines not only
the latest works of the artists, but in fact, the most part of his produc-
tion. In his early work ‘Signal’ the theme of becoming is shown pro-
grammatically: on the video screen we see a human’s figure remained
in a state of direct, incessant run towards the audience.

Becoming is a dramaturgic basis of ‘Change’. Before our very eyes
bewitched by a ‘man’s ballet’ the scenario of coup d’etat unfolds,
while in ‘The War from my Window’ are formed the even stages of
the Thilisi civil war. Visual familiarization of a world’s surface in ‘The
Story of Kaspar Hauser’ develops gradually. The graphical images in
‘Drawing Lessons’ rise and disappear before our eyes.

All these dynamic collisions appear in Ramishvili’s works as the very
becoming: the narration, even if it reaches a certain end is represented
without any emphasis on culmination or conclusion. Moreover, action
in Ramishvili’s works builds on a principle of its incompleteness.

The runner in the ‘Signal’ will never reach the end. The rain in “Good
Morning” will never stop. The painting of Kaspar Hauser is poten-
tially endless, etc.

Regularity, slowness, forwardness, relentlessness — all these character-
istics of action deployment lead to cumulative effect in Ramishvili’s
works. It is suspense i.e. the alarmed expectation of resolution. At that,
the intensity of suspense accrues as it becomes clear: the conditions of
author’s poetics set a priori inescapability of the action’s resolution.
Therefore, the expectation is the other side of becoming.

An event. A coup d’etat, a scene of murder, creation and demolition of
a work of art, matrimonial dispute are those specific, often real events
put in a basis of Ramishvili’s works. An event is present in each his
work. Moreover, even if nothing occurs, the painful expectation of it

14



becomes the basis of a work.

However, something else is important. An event in Ramishvili’s works
is not only a constituent of a narration, but also a key element of its
poetic system. The binary code predetermines its internal dynamics,
actuates the becoming that deprived of a chance of resolution turns
into an eternal anticipation. This mechanism itself, being carried on to
a level of primary being-in-world, functions on the ontological level.
Therefore in Ramishvili’s works behind each specific vital situation

- be it a political or criminal chronicle, a matrimonial relations or life
of an artist’s studio, the existential fundamentals of the world appears
invariably. It is possible to say, that behind the events the works of
Ramishvili always disclose the being and non-being, life and death,
phenomenon and disappearance, birth and withering, attraction and
alienation, etc.

At this stage, it is clear why a problem of an image obsesses Ramish-
vili. In fact, if his poetics turns towards ontology, consequently, each
of his works is a model of the world. Therefore, a figurative design of
his works, even the small nuances is full of fundamental senses and is
fraught with enormous responsibility. The world and its design show
itself equally to the artist’s ability to master a problem of image’s
construction.

Something else becomes also clear: why the art of Ramishvili for all
ambitiousness of its task set has never come to creation of an oeuvre.
Actually, all his works are sketches and studies. It is shown in ‘The
Story of Kaspar Hauser’ with planned clearness. All his works are as
if preparatory material for some up-coming Oeuvre, which will never
happen the same as the rain will never stop in ‘Good Morning’.

This inability of an image to be resolved is by no means a formal
problem in Ramishvili’s creative work. It is rather a cognitive prob-
lem. Its poetics — as it was already said functions on the ontological
level. However, it is an ethical and political problem. An Oeuvre is

in fact what the market and authority anticipates. If an artist identi-
fied an image with a world-picture then his longing for discovery of
an Oeuvre would point to his belief in possibility of cognitive
exhaustion of the reality. The Oeuvre in this case would become
identical to an Event. However all personal experience of an
artist shared with his generation, inevitably brings him to the
conclusion concerning a fundamental impossibility of an Event
in the modern world. Only the sancta simplicitas, Kaspar Hauser
can believe in it. Only the authoritarian propaganda can refer to
its capability. Only artists-opportunists can simulate it.

15



Still Ramishvili does not renounce an Event. Otherwise,
becoming/expectation would never build his poetics. Without show-
ing an Event in the completeness, each work of the artist bears the
traces of its presence, nevertheless. In fact, renunciation of an Event is
identical to the cynicism the moral majority shares today. The purpose
of tireless work of the artist is to show how an ‘image’ appears behind
each ‘document’, how every wisp of reality keeps sending to an image
that is lost and unattainable. In addition, the ‘fidelity to an event’ is
also an ethical and political choice.

2008, Moscow.

Story of Kaspar Hauser ( Boy ) - 2004, aquarell, paper, 50cm X 60cm
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FROM DOCUMENT TO IMAGE

- Why did you return to painting at this point of your carrier?

- Thank you for this question, which is quite interesting for me. | was born and
raised in the Soviet Union. In the Tbilisi State Academy of Arts, | studied ar-
chitecture, industrial design and film. However, painting was the most exciting
and really touching for me.

| was working in painting during 15 years until 1991 and partially 1992-93. In
1991, | started to work in documentary photography, which made a big change
in my view and let say «strategy» of my art. | made two very important works,
«War from my window» and «Pronostic Eventual» (documenting the interiors
of diplomatic missions in Thilisi after «perestroika»)

The works came out very important for me as with those works | was invited to
the important

and interesting exhibitions and projects in Europe and other countries. It was
a crucial moment in my career. | was working with a real document as by
means of photo and film | was documenting the history of Georgia in the 90-s
after the crush of the USSR.

- Was it in 19927

- From 1991 to 2000, | was occupied mostly by documentation but an image.
For me a document has something to do with reality that you can fix by your
camera on film or photographic paper. | do not really like to employ video or

photography for making just an image. | have never done this.

- Or fiction?
- Maybe... yes...
- You mean, you used an image like a print.

- | just wanted to make these documents unique. When | document some-
thing, it becomes a part of history, history of a human being, of a country, or
the history of development: | mean it is the part of history, a real part and that
is why during those 10 years, | was working in and occupied by documenta-
tion.

However, let's come back to the question why | returned to painting. Before |
came and started to work here in Switzerland, | was working in Germany and
UK. However, in Germany and UK | had not yet established my own platform
or social space. Off course, some processes were taking place. | was mostly
working in the Outside - Inside regime, you know. Here | was presenting the
work, something coming from within. It was quite difficult because in one
hand, | did not want to work on documents again ... and also the documents
about what?
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Keti Japaride

Koka Ramishvili — View From my window

These are the panoramic views taken from the window of the artist’s flat in
Thilisi, when a civil war was taking place in the centre of the city against

the government and its supporters. They are silent black and white pictures
of the distant site depicting the happenings (the political and social wounds)
unfolding in the city centre and within the society. Time-frozen images of

a precise historical event: of power in crisis (a siege leading to a successful
coup d’etat) and the smoke swirling around it...

These views were simply given (or open) to him, momentary opportunities,
which the artist used accordingly to develop this series. It was as artist took
control over the grid of the city under the shock and the other parallel ‘silent’
points of the happenings: of the prevalent sense of despair and of uncertain-
ties. For two weeks a surveillance point was set up and a camera witnessed
the (events) actions. The work was completed simultaneously with the shift
of power (externally) and (when) the ‘captured’ images were released .

The intention was to document the diachrony ( time sequences) of a very spa-
tial event: to make the work appear very factual, with valid objective creden-
tials so as to turn its later viewers into co-witnesses of what is taking place.
The title of the series reflects its meaning, literally, as these are views from
the artist’s window, from his room and here I see a kind of privatization-
subjectivisation ( appropriation) of the events and a domestication of the war:
the conjunction of the private and public, of home and city, of interior and
exterior spaces.

A certain amount of postproduction has taken place in relation to this work.
Widely exhibited internationally and reprinted in different catalogues and
contexts, the work may have lost its original signification, its ‘authentic’
meaning, historical and spatial attachments, being challenged in many ways
within the discourses of photography, documentation and visual culture, (
where photographic evidence has lost its veracity), but what remains most is
its subjective/objective, internal/external relationships.

2008, London.
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Koka Ramishvili

War from my window
Dedicated to my mother.

In the late 1980s early 1990s, small, meaningless civil wars broke out across
the former Soviet Union.

“The War from my Window” is a series of twelve black and white photo-
graphs made during the war fought in Tbilisi, the capital of Georgia. The
work suggests four main aspects. Every day, the camera was placed in front
of the same scene, its lens pointing at government headquarters, sometimes
moving slightly to the left, sometimes to the right.

The timing of these shots has the effect of bringing the spectator into the
emotional climate of the twelve days that coincide exactly with the Twelve
Days of Christmas, since the war began on 24 December 1991and ended on
6 January 1992. The way in which the photographer has chosen to record

War from my window - 1991 - 1992, serie, 12 pieces, B & W, photos on aluminium,
50cm X 60cm.
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events enables him to avoid deliberately dramatic compositions or a chrono-
logical narrative of military operations. The urban landscape, in black and
white, as if enveloped in a leaden curtain, takes the spectator’s attention away
from the details of those operations and forces him or her to concentrate on
the moods of nature, the season, and the city. In this way the progress of the
war does not appear to be central, but part of a dialectical process. Even in a
physical since, fighting took place in the centre of the city, and in other neigh-
borhoods everyday life went on us usual; shops, cafes, cinemas and other
public places remained open, open, people went to work and came home.

The outcome of this civil war, which began on 24 December 1991 and lasted
twelve days, was the overthrow of the government of Zviad Gamsakhurdia.
The window from which the photographs were taken looks straight at govern-
ment headquarters, around which the fighting raged. Photographing from the
window was a metaphor for the indifference that the majority of the city’s
inhabitants showed towards these events.

1991 — 1992, Thilisi.

War from my window - 1991 - 1992, serie, 12 pieces,
B & W, photos on aluminium, 50cm X 60cm.
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Koka Ramishvili

Pronostic Eventuel

The idea of the “ possible prognosis “ was inspired by global changes in
political, social and economic life during post - military time in the capital
of Georgia, precisely in the capital of Georgia - Tbilisi; due to chronical
energy - crisis, in a instant plunging the two million town into darkness, fear
and some kind of unconnected memory, of slack and absolutely incompre-
hensible home policy. On the other hand — Georgia’s foreign policy and its
success on the international arena, and important geopolitical significance,
give to Thbilisi the charm of a politically intriguing town. Georgia 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 burden of physical institution of communica-
tion 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 - political landscape visible from outside, as well as
from inside for all citzens of Georgia. Secondly, the project investigates how
far architectural - aesthetical “camouflage” is able to express the intentions
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 democ-
racy constantly oscilliating between the stereotype of freedom and ideology;
it also exposes 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 scetches of 21st century’s “ open society “ in project-
ing 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.

1997, Thilisi.

Video still from Pronostic Eventuel - 1998, video installation,

colour, video 12 min. Moderna Museum, Stogkolm.
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Embassy of the USA in Thilisi, 1998, colour photography on aluminium, 30cm X 40cm.

Anne Tronche

...The project Pronostic eventuel... seeks to show what conditions social and
political behaviour. Between a modest building with its lack of adequate con-
struction materials and absence of aesthetic ambition, and a particularly im-
posing edifice whose architectural details point to economic, there is a whole
hierarchy of social values. The typological study uses comparative methods
not unlike the structuralist procedures as described by Roland Barthes: *“the
goal of structuralist activity, be it reflexive or poetical, is to reconsititute an
““object’, that this reconstitution manifests the functioning rules ( the *“func-
tions™ ") 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 adress his subject objectively, there is in the very
nature of his confident, apparently architectural approach the desire to ex-
press a message, a huge scepticism with regard to the unsolved contradictions
embodied in the buildings, their decor and their function.

Catalogue "' The other side of history™* 2000. Paris.
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Embassy of the Vatikan in
Thilisi, 1998, colour photos

on aluminium, 30cm X 40cm.



Lysianne Léchot-Hirt

Koka Ramishvili photographie les ambassades et consulats de Tbilissi,
capitale de son pays la Géorgie, et il incruste numériquement ses images dans
d’autres photographies représentant les emplacements réservés dans les villes
(comme Geneve) a I’affichage publicitaire. Avec cette opération, qui fait suite
a plusieurs travaux centrés sur le théme de la représentation diplomatique,

il déplace ces lieux réputés les plus stables et les plus intouchables, avatars
contemporains des lieux d’asile sacrés, et provoque un dédoublement du ter-
ritoire urbain. Il crée une fiction, celle d’un espace urbain multicouche, qui
imbrique les espaces architecturaux réels et les espaces symboliques dans la
fusion des images. Représenter revient toujours a déplacer, a rendre présent
ailleurs et autrement; mais Koka Ramishvili insiste et intrigue; car rien ne
fait d’abord comprendre au spectateur ce qu’il regarde, dans cette fenétre sur
le monde qu’est habituellement I’emplacement d’affichage; en lieu et place
d’information culturelle ou de discours commercial, une batisse pas spéciale-
ment belle et pas mise en valeur s’offre au regard sans vraiment le frapper; il
faut s’approcher pour que les détails conduisent sur la voie de I’identification:
portails, plaques métalliques sur les montants de porte, familiarité des styles

Chairs of the Embassadors, 2002, bilboard,colour print, 100cm X 200cm.
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Embassy of Poland inTbilisi, 1998, colour photography, 120cm X 180cm.

architecturaux administratifs. Alors seulement les frontiéres se brouillent
complétement et le spectateur pergoit I’ambassade pour ce qu’elle est en
premier lieu: une image de marque; la réflexion suit son chemin, et c’est la
nationalité elle méme qui est renvoyée a un statut purement commercial: ne
doit-on pas, en effet, acheter sa nationalisation? Et plus loin encore, 1’idée
méme de nation, si fondatrice encore, malgré les poussées fédératrices, ne
serait-elle plus qu’une fiction en forme de slogan publicitaire? Les images
ironiques de Koka Ramishvili ouvrent des bréches sans concession dans notre
espace mental et politique.

Catalogue, QUOI DE 9/11 PHOTOGRAPHES,

Genéve, 2003.
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On the other hand, there are too many people working on this here. Therefore,
it would be interesting for neither me, nor the other people... At that point, |
decided to start working with an image again.

The first artwork | made at this stage was the video project «Drawing Les-
sonsy. It was opposing the main trends in making the video art of the time. |
made something radical and very eccentric. The «Drawing Lessons» was a bi-
ography written not by photo, video or film but by drawn images. The drawings
were horrible as the most important thing for me was a montage. What | made
was a kind of sculpture in the virtual space, because | was working with the
compression and decompression. It was just a part of my work: it was similar
to drawing inside the virtual space, and plus the real drawings performed by
my own hands. It was something very important for me to show that what was
really forbidden in the Western countries, to show «handarbeiter». This is a politi-
cal question. It is a thing | am not interested to speak about now, as | am more
interested in speaking about painting. However, the «Drawing Lessons» gave me
the possibility to go back to painting and to start working within the painting.

The painting is something more then only documentation. Photography refers to
the memory about colour while painting is already a colour remained in the front
space of the painting. Painting derivates from a body and has a direct relation with
a body. It is not a technical product. It is tactile, you have to touch and you have to
do something. | mean, it is closer to the body and that is what interests me.

Referring to what | told you before,
at first, it was an image interested
me. Later | started to work with
documents, and after | came back
to an image. It is an essential part
of my vocabulary and platform: |
have two very important directions:
| work with an image and | work
with documents. | always work with
these two things but | show them
always separately. | want to make
the people looking at my work to
understand very clearly where an
image is and where a document.

Work table for Drawing Lesson,
2003,Geneva..

32



Evguenia Kikodze
Drawing Lesson

... The resulting dramatic effect is created by the psychological dimension
that the process of drawing acquires on paper, an effect resembling that of
narration and the qualities proper to it, such as repetition, tendentiousness,
and a fixation with detail. The soundtrack, based on the scratching noise a
soft lead pencil makes on paper, was especially composed for the work and
gives the film a strong emotional charge.

2003, Moscow.

Koka Ramishvili

At the origin of “The Drawing Lesson,” an image disappears. The process
of drawing is here reversed: the image is deconstructed, erasing all physi-
cal traces until it remains only in our memories. But later, through digital
montage, used to rapidly increase the speed of the drawing process, the image
acquires a new quality-that of a sign which cannot be read except in associa-
tion with other signs. Drawing thus becomes writing, and the work itself
becomes a sort of notebook, part of the biography of a man displaced, living
in Geneva, Switzerland.

2003, Geneva.

Drawing Lesson - 2003, video installation, colour, video 12 min. MAMCO, Geneva..
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Video still from Drawing Lesson - 2003, video installation, colour, video 12 min. MAMCO, Geneva.
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| do not want to mix them and to make the fiction of documentation. | have
the work ‘Fictional Documentation’ where | have used photography presented
like false document. It is a sole example. Paintings for me have something

to do with future. It is like making something «in the future» while documents
have something to do with photography, with the past that is connected with
memory. Painting is something what you do for the future; it is a kind of plat-
form for future.

This is not a theory only of my own. It goes back to few very important philos-
ophers and not only philosophers. For example Deleuze, (I do not really like
to mention him as today everybody are quoting him) has written in one of his
books about the clinic and the critic. He says when one wants to show reality,
he falls ill. It is a clinical condition, when you are somewhat hypnotized and
cannot turn back. When you are looking at photography, a real document, it is
always like hypnoses, as you cannot change this reality. Never. It is impossi-
ble, because to change anything you need to do something, to take action. Do
you know what | mean? For example, it is the same in politics. When we are
looking at TV or newspaper images of terrible documents, war, etc. we can-
not change anything. It may provoke emotions but we are not able to change
anything. It is also a big business, though. For example, Paparazzi are making
very good photos, real documents, but only for big amount of money, the
business attracts... My point is that we cannot change reality unless we DO
something. Only if you do something, you may change reality. What does it
mean? You have to draw, by hand, by mind, by legs, by life. Drawing is a kind
of metaphor for me, while a montage is a kind of drawing.

Gilles Deleuze is just a very simple example brought here. There are many
examples of photographic documents, how they touch you, their power to
hypnotize you. You can just look at documented reality but never change it as
it belongs to the past. To oppose this you have to draw. You have to draw your
future. Is it on your agenda or not you should draw. This is how it works. It is a
theoretical base of my artwork and a kind of painting that interests me.

I mean that «drawing your future» is like a designer’s project, when you Eric’s
Giroud draw a project ...

Eric: Yes, it is in fact very similar to design, because when | make a project, |
start with a drawing. | draw (what will exist in the future), and only then comes
the project».

Koka: It is a very good example. It is a fact. Your words are a good proof of
what | am saying. You cannot make the future or any kind of product out of
photography.

Eric: ...and when we make a new product it is for the future. It is a new one. It
was not existed before»

Koka... going on: Absolutely. This is very simple. You just have to think about.
Most people never think about it. These are really two different worlds. The
world of documents associated to the past and the world of images, associated
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Garden in my Mind N 2 - 2007, oil on canvas, 80cm X 60cm.
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Family Albom
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with the future. For example, one of the best documents, for me is the ones
possessed by police stations. | mean the documents from the CCTV surveil-
lance cameras controlling the streets, etc. These are real documents, as the
police is only interested in having a real document and not the image docu-
mentation or anything like that. It is something very important. In one of my
last works, | used the films of the street controlling police camera like a docu-
ment, like a real document. It was something like an «eye» of the machine.
Harun Farocki, an artist from Germany, made a very interesting piece | saw
named «The eye of the Machine». He collected interesting documents from
the first Gulf War. These are videos done by the special cameras attached to
the Military machines. It is focusing on the enemy tanks and the people one
has to kill. If the camera of such machine fixes you, you are gone as they are
interconnected. It is horrible but it is a brilliant documentation, because it has
nothing to do with an image. It is more like a remote control. He is a very interest-
ing artist and he works with the documents. However, if we come back to an image,
now it is more important and interesting for me personally than documents.

| mean that painting is something that comes from within the body. It is very
important. It is altered less by the technology, as the technology does not
influences it that much.

Family Albom - 2004, serie, colour photography on aluminium, 30cm X 40cm..
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Koka Ramishvili

GOOD MORNING

Platforms for Events

The complex psychological influences [effects] of the piece arise from the
alternating projection of interior and exterior images, both of which are cov-
ered by [screened by] incessantly falling rain. The hypnotic sound of the rain,
occasional rolls of thunder, and the crackle of static electricity accumulate in
a space of non-action [inaction], strongly creating the sense that something
is about to happen. The relief of this audiovisual sculpture consists of a few
tightly grouped fragments, which in turn are meant to be viewed [appreci-
ated] in their temporal and spatial dimensions. Photography and animation
here unite to diminish the effect of the photograph as documentation of the
past, a fact which creates a visual and psychological platform for the present
[for present events].* The images of Platforms for Events do not aggress the
spectator; on the contrary, their emptiness provokes a difficult sense of our
own interiority, not as a document or fantasy, but as a real place [site] where
events can occur [a place where something can really happen].

2004, Geneva.

*Coming to terms with a difficulty experienced in the past requires a lib-
eration from this experience, the healing of an image with which we have
been obsessed. But writing, to the contrary, supposes an interior voyage that
borders on illness. (Afterward, S.L. Folkine, Russian translation of Giles
Deleuze, “Critique et Clinique”, St. Petersburg: Machina, 2002, p. 230). I
have taken the liberty of extending this citation to photography and anima-
tion. In the first instance, it is a question of animation; in the second, pho-
tography. A child’s first steps are accompanied by drawings that open on the
future; by contrast, the dead leave behind a photographic record that takes us
back to the past.
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Keti Japaridze

On ‘Good Morning’

Good Morning! 0 is an invitation by the artist to participate in Platforms

for Events: accumulating a prolonged sense of emptiness whilst at the same
time creating a growing expectation that something is about to happen...
Photographic projections of interior and exterior images are covered with
incessantly driving rain, frozen images from the past are stretched within the
noise of the passing present. It is a very personal work born out of the artist’s
transitional state, out of a delirium where his relocation and dislocation come
together. It is a work generating an empty square stretched within one’s per-
sonal limbo; in between past and present; in the space of obsessive ‘saved’,
or ‘time-frozen” memories and their recollections, within the hypnotic noise
of rainfall and the blinding animation. It is a work made out of ambiguities
and passions, where documentation and fiction, pain and imagination are
fused with each other. Good Morning: when all the signs in it show the op-
posite: an ominous night; and a work which comes out of night, a very dark
electronic world merged with the dream world: half real, half fiction. Good
Morning: far from breakfast show clichés, not what we usually expect... and
again Good Morning, which leads us nowhere but in here, to ourselves, to our
place and our time. This is a work to mediate and meditate with, as the artist
invites: ‘The images of platforms for events do not aggress the spectator; on
the contrary, their emptiness provokes a difficult sense of our own interiority,
not as document or fantasy, but as a real place (site) where events can occur
(a place where something can really happen)’.

2004, London.

Video still from GOOD MORNING (Platforms for Events) - 2005, colour video, 7 min.
MAMCO, Geneva..
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Koka Ramishvili

Histoires de Kaspar Hauser

Dans ses premiéres versions, ce projet s’appelait “Genéve” , ensuite “Portraits
anonymes “, puis “ I’ Architecture de I’Ame “ pour finalement aboutire dans
une série de feuilles d’aquarelle que j’ai nommée “Histoires de Kaspar Haus-

L3

er.

Celles-ci ont été engendrées par le choque, que j’ai subi en changeant le lieu de
mon habitation, I’entourage social et par la situation économique extrémement
compliquée dans laquelle je me suis trouvé. “Histoires...” - c’est la création
d’un langage simple, ou I’image joue plus le réle d’une lettre ou d’un mot, que
celui de I’'image. Forme de narration qui traduit mes impressions liées directe-
ment a la Suisse, a Genéve en particulier.

Quant au caractere d’expression et 1’état d’ame qui anime les “Histoires...”, -
elles sont une sorte de narration de la part de Kaspar Hauser. C’est-a-dire une
narration naive, sans camouflage, donnée sous perception d’un enfant qui a vu

le monde a travers les yeux d’un adulte...

2002, Geneva.

Story of Kaspar Hauser N 5 - 2002, 6 pieces, aquarell, paper, 28¢cm X 36cm
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Therefore, painting keeps more freedom as a part of the art activity. Paint-
ing has nothing to do with documents, with naturalism, with, let’s say, social
frames, etc.

To make a parallel with music, painting is like classic music or good jazz! Con-
sider pop music for example, you can listen to pop music on every channel.
There is the pop music played by many groups, by powerful stars, but each
time they play the same song.

The classic music and jazz is something like painting. You play each time the
same theme but it is different every time. It is like painting. | had very interest-
ing conversation with an art collector. He told me that he has bought a big
photography by Vanessa Beecroft for 5000 Lstg. It was a second edition. So,
he is owing one out of two. Later he saw the third exemplary in some gal-
lery, the same, only 3 cm smaller...That is the thing; it is an industry, which
works....

Eric:- And continuing the parallel with the music, we had a vinyl, a CD and
now mp3. But it is the same song... different ways

Koka:- it is a business, which | don’t like. If business had to be omnipresent, it
would be bad. Really.

Eric:- with the painting, it is one piece, one price

Koka: Yes, that is correct. On the other hand, if we speak also body wise,
painting is healthy. Why would you like to buy something containing penicil-
lin? This is unhealthy. A food without penicillin is healthier. You can buy, for
example a fish from the Atlantic full of penicillin. You can buy a fish without
penicillin for higher price ...
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Though this has become a business already and | do not want to go into this
now so let’s return to the painting. Why would | like it? Because it is healthier,
unique, the only one and poison free. It is not a reflection of the reference of
colour. If you have a red painting, the colour is in the space. If you have a red
photography, the colour is only on the photography and that’s it. You have to
go into your memory to look for the red colour. It shows only the information
about the red colour.

The painting does not show the information about the red colour. It is the red
colour. Photography is not tactile but only informational. Painting and sculp-
ture are tactile as they have an aura of the touch. Photography is not some-
thing tactile and made only for getting pleasure through touch retained in the
memory.

Story of Kaspar
Hauser - 2002,
installation in
Edward Mitterrand
Gallery, Geneva.

Boy - 2003, aquarell,
paper, 40cm X 30cm
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Eric: ... and you don’t have the touch . When one buys a drawing, a sketch,
a design one buys the direct touch. When one buys photography, it is made

in a lab, and is touched by an unknown person. Last week, we saw the big
monochromes of Yves Klein, the big ones.... When you are close to them, it is
crazy,... the colour vibrates so much!

Koka: That is why it is so expensive, because, it is really something. It is not
only the blue colour; it is the infinite world of the blue.

Eric: The reproductions can never affect you this way. That is why your choice of
making portraits right now interests me. It is another world, also a classical world.



Patricia London Ante Paris
Landerror

LOOK on Koka Ramishvili’s video Landerror

The first glance of your eyes you don’t trust, thus at once you know what you
see. The civilized mind tries to avoid accepting, what one sees.

Then you are shown it again and again, and you no more can deny that you
watch the death of a woman. Then you think, she will move again, at every
repetition of the film you search for a minimal gesture of life.

But the more often you look at it, the shock dives deeper under your shin. A
woman has been beaten to death. You can no more escape the pain of watch-
ing a woman die and then see her lying dead in the street.

You accept the pain and not compassion arises, but the sheer concept of real
horror.

The meditative music and the elegant black, blue, grey stripes which look
like YSL’s rive gauche perfume, allow your cultivated consciousness to trust
to LOOK, recognize and open your heart to the painful fact, that this real hor-
ror in the film is not only there, but here within you and me.

This recognizing look opens the inhibition of one’s genetically implied bad-
ness and gives to one self and any one relief and a feeling of companion.

2007, Munchen.

Video still from

videoinstallation

2006, colour video
4 min 20 sec, music
Nika Machaidze
MAMCO, Geneva.
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Story of Kaspar Hauser N 3 - 2002, 6 pieces, aquarell, paper, 28cm X 36cm.

Koka: Portraits are the most usual and unusual things in the history of pain-
ting. | have learned a lot from painting. The most important thing that excited
and deeply touched me was the portraits of painters. | am not a landscape
painter. | am a painter of the inside of room. | cannot paint outside. | paint
the most important thing inside the room that is a human being off course. If
nobody is inside, the space is empty. | do not want to paint an empty space.
That is why | put a portrait in the empty space. That is the idea behind it.
When | look into somebody’s eyes, it is something more interesting for me
than looking at a landscape. It is like a microcosm that is closer to me than a
macrocosm, emphasizing that | am inside of the room and not outside. Take
the work, for example of Anselm Kiefer who makes big paintings of landscape,
incredible paintings, but it is not mine.... Matisse in his studio, Francis Bacon
in his studio fascinates me more... | am more up to intimacy. When | draw a
body of a human being, | am in this body, and | really like it. It is like touching
somebody. That gives me an energy and power and | like it. Off course, there
are things | have to work on as a professional.
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Otherwise, | cannot fascinate myself. | have to find a new world in painting. If
not, it will be just another story, absolutely bad and boring. What | have to do
is to create a kind of new world. For me it is something | can realize through
colours.

Colours are very important for me. | am not talking only about the physical
side of a colour, it is, let’s say, a part of our spiritual existence. | am more on
Goethe’s side of colour than on Newton’s theory, which does not interest me.
| am interested more in Goethe’s theory of colour, because it has more to do
with the moral side of one’s life. For example, you are sitting in a Red Cabinet
and waiting for a very important person... It is very clear.

However, sitting in a Green Cabinet with yellow walls and waiting for the same
person could be very strange... Serious things have something to do with a
red colour... not every red, but some of red. It is a kind of moral constituent of
colours. You can also show the people through the colours... everybody has
his own colour or tonality and that is why | am interested in working with it.

| want the people having bought my work to bring home something more
profound than a formal surface. | would like to build a real atmosphere in the
small space around my paintings.
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Referring to the theory of Walter Benjamin, | am not against it, but | do not
agree with him, as it works just for a document. | mean Walter Benjamin’s
theory about the disappearance of paintings aura, etc... It is when we have ti-
rages. This idea could be very interesting and revolutionary in the beginning of
the 20th century with the October Revolution and same kind of things. Today
as we are witnessing a kind of distraction of the world, looking at the working
style of big companies under the camouflage of democracy, this theory does
not work anymore. However, we are still waiting for something, for love, for
smile, for anything with this kind of touch...

The project | am working on presently is a video installation in a big mountain
house in France. | am making a family portrait for the interior, using a video
installation. It is a very small installation placed in the room. It is not a video
projection though. | am using a «bull’'s-eye window». | mean the magnifying
glass at the door to see outside... | am working with this material, which | am
installing on the wall to look what is going on in another room. It is small video
miniatures and when you look at them you would think that what | am showing
is really happens in the other room...
2007, Geneva
http://www.mbandf.com/mbandf/index.php

Video still from Miniatures, (Felix) - 2007, video installation, colour video, 10 min.

Bathroom 01

- 2007, oil on
canvas,

60cm X 50cm.
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BukTtop Musunano

Bepnocts Co0bITHIO
ITostuka Koku PamuniBuim

«OT 1oKyMeHTa K 00pasy» - B 3TOM OIpe/ieleHuH, 1aHHOM Kokoi
PamumiBuinm cBoeit TBOpUYECKOH SBOIIONNH, Y3HAIOT ce0st MHOTHE
XyHAOXKHHUKH ero rnokosienus. st Muornx 90-e rozsl 00epHYIICh KPH3UCOM
CJIOKMBIIMXCSI METOJIMK ITPOM3BOICTBA 00Opa3a. MHOTMM Ka3aJoCh TOT/A, YTO
MIOCTCOBETCKAs PEaIbHOCTh — HEMPEICKa3yeMo ObICTPOTEUHas | IMyTalolie
3pENHIIHAs, HE MTOAIACTCS CXBAaTBIBAHHUIO B 00pa3, OCTaBIISS JIMIIb JBA
croco0a Xy/10’KecTBeHHOTro ocBoeHusl. Ee MoxkHO 1m0 GecrpuctpacTHo
JIOKyMEHTHPOBATh, TMOO POBONNPOBATH NPSMBIM COLMAILHBIM JACHCTBUEM,
Ppe3yabTaThl KOTOPOTO MOTYT COXPaHSATBCS OISTh TaKW JIMIIB B (hopme

BUieo Wi (hoto moKyMeHTa. «BoiiHa 13 MOero OKHay - 3TO IpUMeEp NepBOi
BO3MOXHOCTH, B TO BpeMsi Kak «Pronostic Eventuel» - mpumep Bropoii.
CrpaBeuInBO ¥ TO, 4TO 4eM Oodbiie «peBynime 90-e» o0cTaBannch M03aH,
TeM OOJIbIIIE KO MHOTUM BO3BpAIlAJIACh BEPA B ABTOHOMHOCTH ITPOM3BEACHHUSL.
DTOT MOBOPOT OT «IOKYMEHTa K 00pa3y» y Kokn PamumBuim HarsiaHo
MIPOSIBIIICS B OOPAIEHHH T10CIIe JOKYMEHTAIBHOH (POTO U BUAEO CHEMKHU

K YCIIOBHOCTH aHMMAaIMu (Harpumep, «/1o6poe yTpo») 1 K pyKOTBOPHOCTH
CTaHKOBOH xuBomnucH (Hanpumep, «Mcropus Kacnapa Xaysepay).

MoskHO 100aBHUTh, YTO TBOPYECKHU ONBIT PAaMUIIBIIIN 3TO TaKXkKe U
JIOCTOBEPHBII JOKYMEHT YeJIOBEUECKOTO OMBITa, KOTOPHIH JJOBEIOCH
MePEeKUTh €My JIMYHO, HO KOTOPBIM OH TAaKXKe pa3feiseT cO MHOTUMH.

B cozganHbIX MM 00pa3ax 3a(UKCHPOBAHO TO, YTO KOHCTATHPOBAIIH BCE

9TH TOZbI COLMANIbHBIC aHANTHKY — yTpaTa CyObeKTOM KOHTPOJIS HaJ
oOmiecTBeHHON nuHAMEKOM («BoitHa U3 Moero okHay), BCTpanBaHUE B
HOBEBIC ITOMUTHYECCKHUE U Teorpaduueckue rpanuisl («Pronostic Eventuely),
nneHTuuKannonHbii kpusuc («Mcropus Kacmapa Xaysepay), pacman
nesrocTHoro cyorekTa («Equilibriumy) u qpyrue xapakTepHble CHMITOMBI
AKTyaJIbHOCTH.

Bo3MOKHO, OJHAKO, 1 HHOE PACCMOTPEHHE TBOPYECKOI IBOIIOLUH
PamumBuiy, - paccMOTpeHHe, B KOTOPOM CONPSDKEHNE «o0pasza»
«JIOKyMEHTa» OTOH/IET OT CIIeJOBaHMUS JIMHEHHOMY CTaHOBJICHHUIO («OT
JIOKyMEHTa K 00pa3y»). BaxxHbIM B HeM OyJieT HE TOJIIBKO OTOBOPHTH, YTO
JIOKyMEHT y PaMuIIBIIIN BCerzia, B TOM YMCIIE U B €r0 PaHHHUX padoTax,
HOCHWJI cTaTyc 00pas3a 1 4To €ro MO3/JHHE aBTOHOMHBIE 00pa3bl COXPAHSIIOT
cTaryc cumnrToma. Baxxaee 31ech OyneT HCXOMUThH U3 TOTO MPUHINIHAIBHOTO
(hakTa, uTO 00pa3 - €ro BOBMOXKHOCTH U IIPEJIEIIBI, €ro CTPYKTYpa U
B3aUMOOTHOILICHUE ¢ peePEHTHOI PeaTbHOCTHIO, HEM3MEHHO SIBIISIIACH
Ut PaMUIIBrIIHM TICHTpabHON TIPOOIEMON €r0 aBTOPCKON TTOATHKH.

T'oBopst MHAuUe, BCE TBOPYECTBO 3TOTO XyAOXKHHUKA — 3TO HE TOJIBKO pabora
o0pazamu, HO, TI0 CyTH, OCJIEA0BATEIHLHOE U HEYCTAHHOE NCCIIeIOBAHNE
camoro eHOMeHa 00pa3a. BakHO 3TO MOXKET OBITH XOTS OBI IIOTOMY,
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YTO Ha ATOT pa3 MOJOOHBIN TBOPUECKUI HHTEPEC MEHEe TUITHYEH U B €r0
TTOKOJICHUH Pa3JesaeTcs Jaleko He MHOTMMU. [IpogyKTHBHOM mosToMy
MOYKET 0Ka3aThCsl TOMBITKA I0Ka3aTh, KaK aBTOPCKasi KOHIIETIIHs o0pa3a
OCYIIECTBMIIACH B CaMUX paboTax PaMHIIBIIN U OMHCaTh €r0 MO3TUKY He
TUAXPOHUYECKHU, a CHHXPOHHYECKH, T.€. HE CTOJBKO KaK pa3BUTHE, CKOJIBKO
KaK KOHCTAHTHYIO CTPYKTYDY.

Jlsouunwviii koo. B camoM zene, To, 4T0 00beTUHAET OONBIIYIO YaCTh
Mpou3BeAeHNi PaMUIIBUIN, Kak paHHUX, TaK U TO3HUX, — TaK ATO UX
HEU3MEHHasi CKOHCTPYHPOBAHHOCTH Ha MPUHIINIIE KOHTPAITyHKTa. Tak
«Boitaa n3 Mmoero okaa» u «Pronostic Eventuel» cTposiTcst Ha quanekTuke
BHYTPEHHETO U BHEIIIHETO, T7I€ B IEpBOH U3 pabOT BHEIIHEE MPOCTPAHCTBO
PacKpBIBaeTCs U3 BHYTPEHHETO, a BO BTOPOil — BHEITHEMY IIPOCTPAHCTBY
MIPEIBABIACTCA IPOCTPAHCTBO BHyTpeHHee. ConnatbHbIA MPSI0K PEACTaeT
B ATHX paboTax paclIeIVICHHBIM Ha OTKPHITOE U COKPBITOE, Ha MTPUBATHOE U
myOIMYHOE, HA HCTOPHIO U TIOBCETHEBHOCTb.

B «Mcropun Kacmapa Xay3sepa» onrcanHasi (eHOMEHOJIOIHYCCKUMHE
TpoIeTypaMy KapTHHA MUpPa IPEACTaeT pa3BeIeHHON Ha CTPYKTYpPHO
IIPOTUBOIIONIOXKHBIE TIOJIFOCA — HA BEPX U HU3, Ha aH(acC U 3aThUIOK, HA PABOE
u eBoe. J[BOMUHOCTh y PaMUIIBUIIN HOCUT XapaKTep OHTOIOTUYIECKOTO
cTaryca peaJbHOCTH, KOTOpas MpeObIBAET B IIOCTOSHHOM KOH(INKTE
JIOCTOBEPHOTO U (GUKTHBHOTO («Jl00poe yTpo»), YCIOBHOCTH M PEaIbHOCTH
(«Ypok pucoBaHHs» ), XPOHUKATIHFHOTO KOHKPETHOTO (haKkTa U HEKOH
a0ctpakTHOU HepeHoMeHabHOH uoctacu («Landerrory).

B «Family Albumy PamMumBuin HamoMuHaeT HaM, YTO KOHTPAITyHKT

CYTb yZel 4eJIOBeUECKHA, HEMBICTUMBIN 03 OOPHObI U BIeUEHUS TUIOB.

B «Cmene» 3TOT KOH(IUKT MYKCKOTO U )KEHCKOTO IPOBOIHPYET IMOYTH
HUIIIIEAHCKYI0 MeTa(oprKy: MaCKYJIMHHAS BOJIS K BIACTH U K HCTOPHU
MIPOTHBOCTOUT 3/1€Ch PEMUHHON YKOPEHEHHOCTH B IPHUPOJTHOM KPYTOBOPOTE
JKU3HHU U CMEPTH, KaK, BIIPOYEM, U «B TyXe MY3BIKI.

Ilepsuunviii onvim ovimus-e-uupe. Kak m3Becto, Ponann bapr, ycmarpusan
crneuduky dororpaduu B ee MPUIACTHOCTH K OIBITY IEPBUYHOTO OBITHSI-
B-MHUpE, KOTOPO€ OH Ha3bIBaJI punctum om. Jlpyrue Meicautent - ot Ilsepa
ITaomno ITazonunau no XKuns Jlenesa, ycMaTpuBalid 3Ty ClIOCOOHOCTD

B kuHemarorpade. Paboras ¢ ¢ororpadueii 1 BuIeon300pakeHUEeM,
PaMumIBHIN HEOTHOKPATHO MHITAJICS MAKCUMAJIBHO 337IeHCTBOBATH 3TOT
pecypce ¢oto u Buaeo-s13biKa. Tak «BoiiHa U3 MOEro OKHa» CTPOUTCS

Ha MPUHIINIIE PETUCTPUPYIOMIEH CheMKH, MAaKCHMAaJIbHO CHUMATOIIEH
screTH3upyoniee U peduiekcruBHoe Havano. OnHako B «CMeHe» (pparMeHt
KHHOXPOHHKH 3aMeJIseTCs, IEPEMOHTHPYETCS U KaJPHPYEeTCs TaK, 4TO
JIOKyMEHTAJbHBII Xapakrep KHHO(parMeHTa ucdyesaer. Mizoopaxenne
MIpeBpaIacTCs 3eCh B 3pENUIIIE MyIbCUPYIONINX TNTACTHYECKUX Macc

— BOIUJIOILIEHHE SHEPTUU HEKOW HepacuJIeHEHHOUW YeI0BeYeCKOM MacChl,
6ecco3HaTeNbHOTO TBOPIIA UCTOPUH. Tak ane/muIsnys K IepBUYHOMY YPOBHIO
YeJIOBEYECKOTO OBITHSA-B-MHPE MPEIBIBICHA 37I€Ch YK€ HE CTOJBKO B
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CPEJ/ICTBAX BBIPAKEHUSI, CKOJILKO B TIPEIMETE BOILIOIICHHS, T.€ TEMATHYESCKH.
OOpaTHBLIKCH K KUBOIUCHOM TeXHUKe PaMUIIBHIM CO3AaeT UKIT padorT,
KOTOPBI/ CMEHHB HECKOJIBKO BAPHAHTOB HA3BaHMUsI, B KOHEUHOM CUETE
Hapekaetcst uM kak «Vcropus Kacnapa Xaysepa» ¢ TeM, 4To Obl HE OCTaBUTh
HUKAaKHX COMHEHUH B TEMaTHIECKOM Tu1aHe paboThl. OOpa3HbIid CTPO ITHX
YKMBOIIMCHBIX MTPOM3BEICHUI MPU3BaH UHCIICHUPOBATH OIBIT HAUBHOTO
CO3HaHMs, MPEOBIBAIOIIETO B IEPBUYHOM HEJMCKYPCHBHOM KOHTAKTE C
MHUPOM.

B cBoro ouepens « YpOKH pHCOBAHUSI», TEMATU3UPYs TAKTHILHOCTD, €CTh
OJTHOBPEMEHHO aIeuIsIHs KaK K IEPBOOCHOBAM HCKYCCTBa, TaK U K
IIEPBOOCHOBAM YeJI0BEUECKOro ombita. Hakoner 00pa3 nBoitnnka B «Equilib-
riumy CyTh OJJHA U3 IPEBHEHIINX 0a30BBIX MU(DOIOIOTEM - APXETUITUIECKOTO
pasieneHus MUpa Ha OMHapHbIe Havaia. Tak Ba CTPYKTYPHBIX dJIeMEHTa
MOATHKK PaMuIBuim — pasnenenne o0pasa Ha OMHAPHBIE MOJICNN H €T0
MPUYACTHOCTH K MIEPBUYHOMY OIIBITY, BCTPEUAIOTCS MKy COOOIA.

Cmanosnenue/odxcudanue. OObICHSS CBOE 0OpalleHHE K «00pasy»,
PaMumBuimM cCpiTaeTcs Ha TO, YTO B OTIMYHUE OT «JIOKYMEHTa» 00pa3
oOparieH kK OyayIieMy 1 4To eMy a/IeKBaTHO HEKOE CO3HIaTeIbHOE
OpHEHTHPOBAHHOE HA CTAHOBJIEHHE TBOpUeckoe ycunue. CTaHOBIEHHt U
€CTh eIlle OJTUH CTPYKTYPHBIH SJIEMEHT, ONPEACIIIOMNI HEe TOJIBKO MO3THIE
paboThI XyIOKHHUKA, HO (PaKTUIECKH OOJIBIITYIO YacTh €r0 Mpou3BeAeHNu. B
ero panHei pabote «CHUrHam TeMa CTaHOBJICHUS MPeIbsIBIeHa IPOrPaMMHO:
Ha BHJIEO PKPaHE MBI BHJIUM YEIIOBEUECKYIO (QUTYPY, TPEOBIBAIOILYIO B
COCTOSIHUH HAIIPaBJICHHOTO MPSMO Ha 3pUTENS MEPHOTO U HETIPECTaHHOTO
Oera.

CraHOBJIEHHE — 3TO JpamMaTyprudeckas ocHoBa « CMEHBI», T/Ie Ha HAIIUX
I71a3ax 3aBOPAKUBAIOIINM «MYKCKHM 0aleTOM» pa3BOpauynBaeTcs CIeHa
TOCYIapCTBEHHOTO IIEPEBOPOTA, B TO BpeMs Kak B «BoifHe 13 MOETro OKHa
CTaHOBJICHHEM KaJPOB OTMEPSIIOTCS PABHOMEPHBIE ITAIbI IPakTaHCKOH
BoiHBI B TOmnucu. [TocnenoBarensHO pa3BOpaYMBAETCS U BU3YAIbHOE
ocBoeHue noBepxHocT Mupa B «Mcropuu Kacmapa Xaysepay, i Takxe
MTOCIIEIOBATENIFHO Ha HAIIMX IYIa3aX POXKIAAIOTCSA M MCUE3aI0T TpaduyuecKue
n300pakeHNs B «YPOKE PUCOBAHIIS.

Bce T auHamMuueckre KOJUTM3UH PEACTaloT B paborax PamMummBmim
HMMEHHO KaK CTaHOBJICHHE: TIOBECTBOBAHHUE B HUX, 1aKe €CIIU U MIPUXOTUT
K HEKOMY OKOHYAHHUIO, OTHAKO PEIPE3CHTUPOBAHO 03 aKIICHTUPOBKU
MOMEHTOB KYJIbMUHAIIUH ¥ 3aBepIueHus. bonee Toro, neiictBue B paborax
PamMumBmm gamie BCero CTpOSTCS MO MPUHITUITY €0 He3aBEepIIeHHOCTH:
HUKOTJIa HE CY)KJIEHO M00eXaTh A0 1esn OeryHy B «CHUrHaie», HUKOTIa He
KOHYaeTcs T0kKAb B «/{00poM yTpe», Kak U HOTEeHIIHAIBHO HECKOHIaeMO
craHoBiIeHue xxuBonucanua Kacnapa Xaysepa u T.10..

MepHOCTB, 3aMEVIEHHOCTH, TOCTYATeIbHOCTh, HEYMOJIMMOCTh — BCE ITH
CBOKMCTBA pa3BOpaYMBAHMSI IEHCTBUS Y PaMUIIIBUIIM IPUBOIAT K O0IIEMY

3 deKTy — K CacreHcy, T.e. K MOJHOMY TPEBOT'H OXKUIAAHHUIO Pa3pPELICHUSL.
[Ipu yem HaNpsHKEHHOCTH CAacleHCca HAapacTaeT 0 Mepe TOT0, KaK 3pUTEITI0
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CTaHOBHUTCS SICHO, UTO alprOpHasi HEN30BIBHOCTD Pa3peIICHNs ACHCTBUS
3aJjaHa 3/1eCh CAMHUMH yCIOBHSIMU aBTOPCKOI MOSTHKH. Tak OXHUIaHUE y
PamumBuim cyTh 000pOTHAsI CTOPOHA CTAHOBIICHUSI.

Cobwimue. I'ocynapCTBEHHBII TIEPEBOPOT, CIieHa YOMIICTBa, co3Manne

1 YHHUTOXXECHHUE PON3BEICHHS, CYTIpyKeCKasl pa3MOJIBKA — TAKOBBI
KOHKPETHBIE, 9aCTO PEaIbHbIE COOBITHS, YTO MOJIOKEHBI PaMuIIBIIIN B
OCHOBY ero npou3BenieHnil. CoOBbITHE, B KOHETHOM CUETE, IPUCYTCTBYET B
Kax0H ero pabore. bomee Toro, naxe eciau B paboTe HUYETO HE MPONUCXO/IHT,
HO OOBIYHO TIPOBOLIMPYEMOE €10 TOMUTEIBHOE OXKHUIAHUE COOBITHS, JIETIaeT
€r0 OCHOBOM Pa0OTHI

OnHaxo, BaXKHEE JIpyroe: COOBITHE Y PaMUIIBIIIH - 5TO HE TOIBKO

9JIEMEHT MOBECTBOBAHUS, HO M KIIFOUEBON IEMEHT €r0 MTOTHYECKON
CHCTEMBI. J|BONYHBIIN KO ITPEAOTIPECTSIET €€ BHYTPEHHIOI THHAMUKY,
MIPUBOANT B JACHCTBHE CTAHOBICHUE, KOTOPOE, JIMIIIEHHOE BO3MOKHOCTH K
pa3peleHnio, 000paunBaeTCsl BEUHBIM OkuaHneM. CaM 3TOT MEXaHH3M,
OCYIIECTBIISASACH HA YPOBHE NEPBUYHOTO OBITHSA-B-MHUPE, (QDYHKIIMOHUPYET

Ha OHTOJIOTHYEeCcKOM ypoBHE. [ToaToMy B paborax PammmBumm 3a kakmaoit
KOHKPETHOH KU3HEHHOH cUTyanuei - Oynb oHa U3 cephl TOTUTHICCKON MITH
KPUMHUHAJIbHOW XPOHUKH, CYIPY>KECKOH KU3HU WM U3 MUPA MacTepCKOn

GOOD MORNING (Platforms for Events) - 2005, video installation, colour, video 12 min.
MAMCO, Geneva..



Xy/TOXKHHUKA, 32 K&¥KI0W U3 HUX HEU3MEHHO TPOCTYMAIOT OBITHIHHBIE OCHOBBI
Mupa. MOXHO CKa3aTh, 9TO 32 COOBITHSIMU Y PaMUIIBIIN HEM3MEHHO 3USIET
CoOBbITHE — PaCKPBITHE MHUpa U HEOBITUS, )KU3HU U CMEPTH, SIBICHUS U
MCUYE3HOBECHUS, POYKACHUS U YBSJAHNUS, BICUCHHS M OTHYKACHHUS H T.II.

Ha »TOM 3Tane cTaHOBUTCS OHATHBIM: ITOYEMY MCKyCcCTBO PaMumBumm
CTOJTb OZIEP>)KUMO TIpoOIeMoit 0Opasa. Benp ecim ero mostuka obpaiieHa K
OHTOJIOTHH, TO, CJIEIOBATEIILHO, KaXK/I0€ €T0 MPOU3BEICHUE — ITO MO
mupa. [TosTomy, 0Opa3Has KOHCTPYKIUS €ro NPONU3BEICHHS, KaX bl

ee HIOaHC TTOJIOH (pyHJJAMEHTAIBbHBIX CMBICIIOB M YPEBAT KOJIOCCATBHON
OTBETCTBEHHOCTBIO. MUp U €r0 KOHCTPYKIIHS SIBIISTIOT ceOsl POBHO B TOM
Mepe, B Kakoi XyJJO)KHHK COBJIAJaeT ¢ 3a/1a4ei MOCTPOEHUs 00pasa.
[TOHSITHBIM CTAaHOBUTCS M JIpyTro€: IOYeMY HCKyccTBO PamMutBuim npu Beeit
aMOMIIMO3HOCTH €r0 3a/1a9 HUKOT/Ia HE TPHUIILIO K CO3JaHHI0 MAaCIITaOHOTO
npounssezenus. [1o cyTu, Bce ero paboThl — 3TO 3CKHU3BI M INTYANH, YTO B
«Hcropun Kacnapa Xaysepa» npenbsBieHO ¢ IPOrpaMMHOM sICHOCTBIO. Bee
€ro paboTBhI - 3TO KaK ObI ITOATOTOBUTEIILHBINA MaTepHal Il HEKOTO IPSITYIIETo
[Tpown3Benens, KOTOPOMY HUKOIZIA HE CY>K/ICHO OCYIIECTBUTCS, KaK HUKOT/IA
HE CYK/ICHO KOHUHUTBCS JOXKAIO0 B «JloOpoMm yTpe».

Ora HecocoOHOCTh 00pa3a pazpemmnThes B [IponsBenennu uis
PamumiBrm siBIsieTCsl OTHIONG HE (OopMaIbHOH pobiemoii. Cropee — 3To
npoOiemMa mo3HaBaTenbHast, TaK KaK €ro MO3THKA — KaK y>Ke TOBOPMIIOCH —
(YHKIIMOHUPYET Ha OHTOJIOTHYECKOM ypoBHE. Ho B To)ke camoe BpeMsi, — 3TO
u rpobiemMa dTHdeckas 1 monurnueckas. [Iponssenenne — 31o 10, 4TO OT
Xy/IOXKHHKA YTy T CETOHS PHIHOK M BIIACTh. ECITH Xy/TOXKHUK OTOKAECTBIISET
00pa3 ¢ KapTHHOW MHpa, TO ero B3bIckaHue [IponsBenenns o3Havano Obl
MIPETEH3NIO Ha T03HABATENIbHYIO HcUepiaHHOCTh. [Ipon3BeneHue B 3TOM
cirydae ctajo Obl ToxkaecTBeHHO CoObITHI0. OTHAKO BECh JIMYHBIH OITBIT
Xy/IOXKHHKA, KOTOPBIH OH PA3/IEIsIET CO CBOUM ITOKOJICHUEM, HEYMOIIMO
TIOZIBOJIUT €TO K BBIBOY O (DyH/IaMEHTAIBHON HEBO3MOKHOCTH COOBITHS B
COBpPEMEHHOM Mupe. B Hero MoskeT BepuTh b sacta semplicitas, Kacmap
Xaysep, Ha ero BO3MOXXHOCTb MOXKET CCBIJIAThCS JIUIIb ITPOTIaraHaa BIacTH,
€ro MOTYT CHMYJINPOBATh JIUIIb XYO)KHUKH-KOHBIOKTY PIITHKH.

U Bce sxe PamumBuim oTHIONb He oTpekaercst oT CoObITHS, HHade ObI ero
MIO3THKA HE CTPOMJIAch Ha cTaHOBIeHHK/oxuaanun. He sBisist CoObiTe

B CBOCH MONHOTE, Kaykaask paboTa XyZoKHUKA HECET B ce0e CIIe/Ibl €T0
npucytctBus. Benb orpeuenne ot CoOBITHS TOXIECTBEHHO IMHU3MY,
KOTOPOE Pa3EsIeTCs CETOIHS MOpPaIbHBIM OONbIIMHCTBOM. Llemnn
HEYCTAaHHOM PabOTHI Xy/IOXKHUKA MTOKA3aTh, KAK 33 KaXK/IbIM «ITOKYMEHTOM»
MIPOCTYTIAET «00pa3y, KaKk Kax/IbIil OCKOJIOK PEaIbHOCTH MPOAOIIKACT
orceutaTh K COOBITHIO, yTpaueHHOMY 1 HEAOCTHRHUMOMY. M 3TO BepHOCTH
CoOBITHIO €CTh TaKKe BEIOOP ITUYECKUI 1 TIOTUTHIECKUH.

2008, Mockaa.
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Violet Extaze - 2007, 2 pieces, oil on canvas, 50cm X 40cm.
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Pronostic Eventuel, Embassy of China in Thilisi, 1998, colour photography on aluminium, 30cm X 40cm.
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Tony Blair - 2007, 2 pieces, oil on canvas, 30cm X 20cm.
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Vermilon Extaze - 2007, 2 pieces, oil on canvas, 60cm X 50cm.

69



70



Mother’s portreat - 2000, black and white photography, 30cm X 40cm.
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My mother’s heart - 2007, oil on
canvas, 60cm X 50cm
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Video still from Drawing Factory - 2004, colour, video 1 min. MAMCO, Geneva.
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Finish boy - 2007, oil on canvas, 40cm X 40cm.
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Violet Book ( The other Book ) - 2007, oil on canvas, 40cm X 40cm.
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