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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.
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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.
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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..
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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 Tbilisi 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 
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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.
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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. I was born and 
raised in the Soviet Union. In the Tbilisi State Academy of Arts, I studied ar-
chitecture, industrial design and film. However, painting was the most exciting 
and really touching for me. 

I was working in painting during 15 years until 1991 and partially 1992-93. In 
1991, I started to work in documentary photography, which made a big change 
in my view and let say «strategy» of my art. I made two very important works, 
«War from my window» and «Pronostic Eventual» (documenting the interiors 
of diplomatic missions in Tbilisi after «perestroika»)
The works came out very important for me as with those works I was invited to 
the important  
and interesting exhibitions and projects in Europe and other countries. It was 
a crucial moment in my career. I was working with a real document as by 
means of photo and film I was documenting the history of Georgia in the 90-s 
after the crush of the USSR.

- Was it in 1992?

- From 1991 to 2000, I 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. I do not really like to employ video or 
photography for making just an image. I have never done this. 

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

- I just wanted to make these documents unique. When I document some-
thing, it becomes a part of history, history of a human being, of a country, or 
the history of development:  I mean it is the part of history, a real part and that 
is why during those 10 years, I was working in and occupied by documenta-
tion. 
However, let’s come back to the question why I returned to painting. Before I 
came and started to work here in Switzerland, I was working in Germany and 
UK. However, in Germany and UK I had not yet established my own platform 
or social space. Off course, some processes were taking place. I was mostly 
working in the Outside - Inside regime, you know. Here I was presenting the 
work, something coming from within. It was quite difficult because in one 
hand, I 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 
Tbilisi, 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, Tbilisi.

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  Tbilisi 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, Tbilisi.

Video still from Pronostic Eventuel - 1998, video installation, 
colour, video 12 min. Moderna Museum, Stogkolm.
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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.

Embassy of the USA in Tbilisi,1998, colour photography on aluminium, 30cm X 40cm.
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Embassy of the Vatikan in 
Tbilisi,1998, colour photos 

on aluminium, 30cm X 40cm.
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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 Genève) à l’affichage publicitaire. Avec cette opération, qui fait suite 
à plusieurs travaux centrés sur le thème 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 à déplacer, à 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 fenêtre sur 
le monde qu’est habituellement l’emplacement d’affichage; en lieu et place 
d’information culturelle ou de discours commercial, une bâtisse 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 l’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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architecturaux administratifs. Alors seulement les frontières se brouillent 
complètement et le spectateur perçoit l’ambassade pour ce qu’elle est en 
premier lieu: une image de marque; la réflexion suit son chemin, et c’est la 
nationalité  elle même qui est renvoyée à un statut purement commercial: ne 
doit-on pas, en effet, acheter sa nationalisation? Et plus loin encore, l’idée 
même 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 brèches sans concession dans notre 
espace mental et politique. 

Catalogue, QUOI DE 9/11 PHOTOGRAPHES, 
Genéve, 2003. 

Embassy of Poland inTbilisi,1998, colour photography, 120cm X 180cm.
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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, I 
decided to start working with an image again. 

The first artwork I made at this stage was the video project «Drawing Les-
sons». It was opposing the main trends in making the video art of the time. I 
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 I made 
was a kind of sculpture in the virtual space, because I 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 I am not interested to speak about now, as I 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. I mean, it is closer to the body and that is what interests me. 

Referring to what I told you before, 
at first, it was an image interested 
me. Later I started to work with 
documents, and after I came back 
to an image. It is an essential part 
of my vocabulary and platform: I 
have two very important directions: 
I work with an image and I work 
with documents. I always work with 
these two things but I show them 
always separately. I 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..
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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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I do not want to mix them and to make the fiction of documentation. I have 
the work ‘Fictional Documentation’ where I 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 I 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 I make a project, I 
start with a drawing. I 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 I 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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Family Albom - 2004, serie, colour photography on aluminium, 30cm X 40cm..

with the future. For example, one of the best documents, for me is the ones 
possessed by police stations. I 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, I 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 I 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. 
I 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. 
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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! ú 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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Story of Kaspar Hauser N 5 - 2002, 6 pieces, aquarell, paper, 28cm X 36cm

Koka Ramishvili

Histoires de Kaspar Hauser

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

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

Quant au caractère d’expression et l’état d’âme qui anime les “Histoires…”, - 
elles sont une sorte de narration de la part de Kaspar Hauser. C’est-à-dire une 
narration naïve, sans camouflage, donnée sous perception d’un enfant qui a vu 
le monde à travers les yeux d’un adulte…

2002, Geneva.
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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. I 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 I 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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Story of Kaspar 
Hauser - 2002, 
installation in 

Edward Mitterrand 
Gallery, Geneva.

Boy - 2003, aquarell, 
paper, 40cm X 30cm

Though this has become a business already and I do not want to go into this 
now so let’s return to the painting. Why would I 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.  
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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.
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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 
Landerror - 
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. I have learned a lot from painting. The most important thing that excited
and deeply touched me was the portraits of painters. I am not a landscape 
painter. I am a painter of the inside of room. I cannot paint outside. I paint 
the most important thing inside the room that is a human being off course. If 
nobody is inside, the space is empty. I do not want to paint an empty space. 
That is why I put a portrait in the empty space.  That is the idea behind it.  
When I 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 I 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… I am more up to intimacy.  When I draw a 
body of a human being, I am in this body, and I really like it. It is like touching 
somebody. That gives me an energy and power and I like it. Off course, there 
are things I have to work on as a professional.
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Otherwise, I cannot fascinate myself. I have to find a new world in painting. If 
not, it will be just another story, absolutely bad and boring. What I have to do 
is to create a kind of new world. For me it is something I can realize through 
colours. 

Colours are very important for me. I am not talking only about the physical 
side of a colour, it is, let’s say, a part of our spiritual existence. I am more on 
Goethe’s side of colour than on Newton’s theory, which does not interest me. 
I 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 I am interested in working with it.
I want the people having bought my work to bring home something more 
profound than a formal surface. I 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, I am not against it, but I do not 
agree with him, as it works just for a document. I 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 I am working on presently is a video installation in a big mountain 
house in France.  I 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. I am using a «bull’s-eye window». I mean the magnifying 
glass at the door to see outside… I am working with this material, which I 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 I 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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Виктор Мизиано

Верность Событию 
Поэтика Коки Рамишвили

«От документа к образу» - в этом определении, данном Кокой 
Рамишвили своей творческой эволюции, узнают себя многие 
художники его поколения. Для многих 90-е годы обернулись кризисом 
сложившихся методик производства образа. Многим казалось тогда, что 
постсоветская реальность – непредсказуемо быстротечная  и пугающе 
зрелищная, не поддается схватыванию в образ, оставляя лишь два 
способа художественного освоения. Ее можно либо беспристрастно 
документировать, либо провоцировать прямым социальным действием, 
результаты которого могут сохраняться опять таки лишь в форме 
видео или фото документа. «Война из моего окна» - это пример первой 
возможности, в то время как «Pronostic Eventuel» - пример второй. 
Справедливо и то, что чем больше «ревущие 90-е» оставались позади, 
тем больше ко многим возвращалась вера в автономность произведения. 
Этот поворот от «документа к образу» у Коки Рамишвили наглядно 
проявился в обращении после документальной фото и видео съемки 
к  условности анимации (например, «Доброе утро») и к рукотворности 
станковой живописи (например, «История Каспара Хаузера»). 
Можно добавить, что творческий опыт Рамишвили это также и 
достоверный документ человеческого опыта, который довелось 
пережить ему лично, но который он также разделяет со многими. 
В созданных им образах зафиксировано то, что констатировали все 
эти годы социальные аналитики – утрата субъектом контроля  над 
общественной динамикой («Война из моего окна»), встраивание  в 
новые политические и географические границы («Pronostic Eventuel»), 
идентификационный кризис («История Каспара Хаузера»), распад 
целостного субъекта («Equilibrium») и другие характерные симптомы 
актуальности. 
Возможно, однако, и иное рассмотрение творческой эволюции 
Рамишвили, - рассмотрение, в котором сопряжение «образа» и 
«документа» отойдет от следования линейному становлению («от 
документа к образу»). Важным в нем будет не только оговорить, что 
документ у Рамишвили всегда, в том числе и в его ранних работах, 
носил статус образа и что его поздние автономные образы сохраняют 
статус симптома. Важнее здесь будет исходить из того принципиального 
факта, что образ  - его возможности и пределы, его структура и 
взаимоотношение с референтной реальностью, неизменно являлась 
для Рамишвили центральной проблемой его авторской поэтики. 
Говоря иначе, все творчество этого художника – это не только работа 
образами, но, по сути, последовательное и неустанное исследование 
самого феномена образа. Важно это может быть хотя бы потому, 
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что на этот раз подобный творческий интерес менее типичен и в его 
поколении разделяется далеко не  многими. Продуктивной поэтому 
может оказаться попытка показать, как авторская концепция образа 
осуществилась в самих работах Рамишвили и описать его поэтику не 
диахронически, а синхронически, т.е. не столько как развитие, сколько 
как константную структуру.

Двоичный код. В самом деле, то, что объединяет большую часть 
произведений Рамишвили, как ранних, так и поздних, – так это их 
неизменная сконструированность на принципе контрапункта. Так 
«Война из моего окна» и «Pronostic Eventuel» строятся на диалектике 
внутреннего и внешнего, где в первой из работ внешнее пространство 
раскрывается из внутреннего, а во второй – внешнему пространству 
предъявляется пространство внутреннее. Социальный прядок предстает 
в этих работах расщепленным на открытое и сокрытое, на приватное и 
публичное, на историю и повседневность. 
В  «Истории Каспара Хаузера» описанная феноменологическими 
процедурами картина мира предстает разведенной на структурно 
противоположные полюса – на верх и низ, на анфас и затылок, на правое 
и левое. Двоичность у Рамишвили носит характер онтологического 
статуса реальности, которая пребывает в постоянном конфликте 
достоверного и фиктивного («Доброе утро»), условности и реальности 
(«Урок рисования»), хроникального конкретного факта и некой 
абстрактной нефеноменальной ипостаси («Landerror»). 
В «Family Album» Рамишвили напоминает нам, что контрапункт 
суть удел человеческий, немыслимый без борьбы и влечения плов. 
В «Смене» этот конфликт мужского и женского провоцирует почти 
ницшеанскую метафорику: маскулинная воля к власти и к истории 
противостоит здесь феминной укорененности в природном круговороте 
жизни и смерти, как, впрочем, и «в духе музыки». 

Первичный опыт бытия-в-мире. Как известно, Роланд Барт, усматривал 
специфику фотографии в ее причастности к опыту первичного бытия-
в-мире, которое он называл punctum’oм. Другие мыслители - от Пьера 
Паоло Пазолини до Жиля Делеза, усматривали эту способность 
в кинематографе. Работая с фотографией и видеоизображением, 
Рамишвили неоднократно пытался максимально задействовать этот 
ресурс фото и видео-языка. Так «Война из моего окна» строится 
на принципе регистрирующей съемки, максимально снимающей 
эстетизирующее и рефлексивное начало. Однако в «Смене» фрагмент 
кинохроники замедляется, перемонтируется и кадрируется так, что 
документальный характер кинофрагмента исчезает. Изображение 
превращается здесь в зрелище пульсирующих пластических масс 
– воплощение энергии некой нерасчлененной человеческой массы, 
бессознательного творца истории. Так апелляция к первичному уровню 
человеческого бытия-в-мире предъявлена здесь уже не столько в 
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средствах выражения, сколько в предмете воплощения, т.е тематически. 
Обратившись к живописной технике Рамишвили создает цикл работ, 
который сменив несколько вариантов названия, в конечном счете 
нарекается им как «История Каспара Хаузера» с тем, что бы не оставить 
никаких сомнений в тематическом плане работы. Образный строй этих 
живописных произведений призван инсценировать опыт наивного 
сознания, пребывающего в первичном недискурсивном контакте с 
миром. 
В свою очередь «Уроки рисования», тематизируя тактильность, есть 
одновременно апелляция как к первоосновам искусства, так и к 
первоосновам человеческого опыта. Наконец образ двойника в «Equilib-
rium» суть одна из древнейших базовых мифолологем - архетипического 
разделения мира на бинарные начала. Так два структурных элемента 
поэтики Рамишвили – разделение образа на бинарные модели и его 
причастность к первичному опыту, встречаются между собой.

Становление/ожидание. Объясняя свое обращение к «образу», 
Рамишвили ссылается на то, что в отличие от «документа» образ 
обращен к будущему и что ему адекватно некое созидательное 
ориентированное на становление творческое усилие. Cтановлениt и 
есть еще один структурный элемент, определяющий не только поздние 
работы художника, но фактически большую часть его произведений. В 
его ранней работе «Cигнал» тема становления предъявлена программно: 
на видео экране мы видим человеческую фигуру, пребывающую в 
состоянии направленного прямо на зрителя мерного и непрестанного 
бега. 
Становление – это драматургическая основа «Смены», где на наших 
глазах завораживающим «мужским балетом» разворачивается сцена 
государственного переворота, в то время как в «Войне из моего окна» 
становлением кадров отмеряются равномерные этапы гражданской 
войны в Тбилиси. Последовательно разворачивается и визуальное 
освоение поверхности мира в «Истории Каспара Хаузера», и также 
последовательно на наших глазах рождаются и исчезают графические 
изображения в «Уроке рисования». 
Все эти динамические коллизии предстают в работах Рамишвили 
именно как становление: повествование в них, даже если и приходит 
к некому окончанию, однако репрезентировано без акцентировки 
моментов кульминации и завершения. Более того, действие в работах 
Рамишвили чаще всего строятся по принципу его незавершенности: 
никогда не суждено добежать до цели бегуну в  «Сигнале», никогда не 
кончается дождь в «Добром утре», как и потенциально нескончаемо 
становление живописания Каспара Хаузера и т.д.. 
Мерность, замедленность, поступательность, неумолимость – все эти 
свойства разворачивания действия у Рамишвили приводят к общему 
эффекту – к саспенсу, т.е. к полному тревоги ожиданию разрешения. 
При чем напряженность саспенса нарастает по мере того, как зрителю 
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становится ясно, что априорная неизбывность разрешения действия 
задана здесь самими условиями авторской поэтики. Так ожидание у 
Рамишвили суть оборотная сторона становления.

Событие. Государственный переворот, сцена убийства, создание 
и уничтожение произведения, супружеская размолвка – таковы 
конкретные, часто реальные события, что положены Рамишвили в 
основу его произведений. Событие, в конечном счете, присутствует в 
каждой его работе. Более того, даже если в работе ничего не происходит, 
но обычно провоцируемое ею томительное ожидание события, делает 
его основой работы. 
Однако, важнее другое: событие у Рамишвили - это не только 
элемент повествования, но и ключевой элемент его поэтической 
системы. Двоичный код предопределяет ее внутреннюю динамику, 
приводит в действие становление, которое, лишенное возможности к 
разрешению, оборачивается вечным ожиданием. Сам этот механизм, 
осуществляясь на уровне первичного бытия-в-мире, функционирует 
на онтологическом уровне. Поэтому в работах  Рамишвили за каждой 
конкретной жизненной ситуацией - будь она из сферы политической или 
криминальной хроники, супружеской жизни или из мира мастерской 

GOOD MORNING (Platforms for Events) - 2005, video installation, colour, video 12 min. 
MAMCO, Geneva..
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художника, за каждой из них неизменно проступают бытийные основы 
мира. Можно сказать, что за событиями у Рамишвили неизменно зияет 
Событие – раскрытие мира и небытия, жизни и смерти, явления и 
исчезновения, рождения и увядания, влечения и отчуждения  и т.п. 
На этом этапе становится понятным: почему искусство Рамишвили 
столь одержимо проблемой образа. Ведь если его поэтика обращена к 
онтологии, то, следовательно, каждое его произведение – это модель 
мира. Поэтому, образная конструкция его произведения, каждый 
ее нюанс полон фундаментальных смыслов и чреват колоссальной 
ответственностью. Мир и его конструкция являют себя ровно в той 
мере, в какой художник совладает с задачей построения образа.      
Понятным становится и другое: почему искусство Рамишвили при всей 
амбициозности его задач никогда не пришло к созданию масштабного 
произведения. По сути, все его работы – это эскизы и штудии, что в 
«Истории Каспара Хаузера» предъявлено с программной ясностью. Все 
его работы - это как бы подготовительный материал для некого грядущего 
Произведения, которому никогда не суждено осуществится, как никогда 
не суждено кончиться дождю в «Добром утре». 
Эта неспособность образа разрешиться в Произведении для 
Рамишвили является отнюдь не формальной проблемой. Скорее – это 
проблема познавательная, так как его поэтика – как уже говорилось – 
функционирует на онтологическом уровне. Но в тоже самое время, – это 
и проблема этическая и политическая. Произведение – это то, что от 
художника ждут сегодня рынок и власть. Если художник отождествляет 
образ с картиной мира, то его взыскание Произведения означало бы 
претензию на познавательную исчерпанность. Произведение в этом 
случае стало бы тождественно Событию. Однако весь личный опыт 
художника, который он разделяет со своим поколением, неумолимо 
подводит его к выводу о фундаментальной невозможности События в 
современном мире. В него может верить лишь sacta semplicitas, Каспар 
Хаузер, на его возможность может ссылаться лишь пропаганда власти, 
его могут симулировать лишь художники-коньюктурщики. 
И все же Рамишвили отнюдь не отрекается от События, иначе бы его 
поэтика не строилась на становлении/ожидании. Не являя Событие 
в своей полноте, каждая работа художника несет в себе следы его 
присутствия.   Ведь отречение от События тождественно цинизму, 
которое разделяется сегодня моральным большинством. Цель 
неустанной работы художника показать, как за каждым «документом» 
проступает «образ», как каждый осколок реальности продолжает 
отсылать к Событию, утраченному и недостижимому. И это верность 
Событию есть также выбор этический и политический.        

2008, Москва.
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Violet Extaze - 2007, 2 pieces, oil on canvas, 50cm X 40cm.
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dokumentidan gamosaxulebamdis

interviu koka ramiSvilTan

esaubra erik giro A(MB&F-is dizaineri) 

- ratom daubrundiT ferweras Tqveni SemoqmedebiTi cx-

ovrebis am etapze?

- madlobas gixdiT am kiTxvisTvis. Zalian saintereso 

kiTxvaa... davibade da gavizarde sabWoTa kavSirSi. Tbili-

sis saxelmwifo samxatvro akademiaSi vswavlobdi arq-

iteqturas, sawarmoo dizains da films. miuxedavad amisa, 

ferwera yovelTvis iyo CemTvis is, rac yvelaze metad 

maRelvebda da yvelaze axlos iyo CemTan. 

ferweraSi 1991 wlamde TxuTmeti weli vimuSave, rasac nawi-

lobriv 1992-2003 wlebSic vagrZelebdi. 1991 wels daviwye 

muSaoba foto/video dokumentTan, ramac mniSvnelovnad 

Secvala Cemi xedva da SeiZleba iTqvas, Cemi xelovnebis 

‘strategia’. me gavakeTe ori mniSvnelovani namuSevari “omi 

Cemi fanjridan” da «Pronostic Eventual» (diplomatiuri 

misiebis interierebis fotografiuli dokumentacia ‘per-

estroikis’ Semdgom TbilisSi). es namuSevari mniSvnelovani 

gamodga im mxrivac, rom mis saCveneblad miwveuli gaxldiT 

Zalian saintereso gamofenebze sxvadasxva qveynebSi. es 

Zalian mniSvnelovani etapi iyo Cems SemoqmedebaSi. fotosa 

da filmis saSualebiT realur dokumentTan vmuSaobdi. 

is, rasac am periodSi vakeTebdi, faqtobrivad iyo saqarT-

velos istoriis dokumentacia 90-an wlebSi, sabWoTa kav-

Siris kolafsis Semdeg.  

- es iyo 1992 weli?

- 1991-dan 2000 wlamde imijze metad dokumenti maintereseb-

da. CemTvis dokuments ufro meti saerTo aqvs realobasTan, 

vidre video kameriT gadaRebul an foto qaRaldze dafiq-

sirebul imijs. video kameris an fotografiis gamoyeneba 

mxolod imijis Sesaqmnelad Cemi ar aris. amas arasodes 

vakeTeb. 

- arc gamogonili imijis? 

- diax... SeiZleba... 

- anu Tqven iyenebT imijs, rogorc anabeWds? 

- mindoda, rom es dokumentebi unikaluri yofiliyo. doku-
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menti SeqmnisTanave adamianis, movlenebis an qveynis ganvi-

Tarebis istoriis nawili xdeba. amitom aTi wlis ganmav-

lobaSi mxolod dokumenti mainteresebda.   

Tumca, davubrundeT Tqvens SekiTxvas.. Sveicariamde ger-

maniasa da did britaneTSi vmuSaobdi, magram am qveynebSi 

Cemi sakuTari platforma an socialuri sivrce ar Semiqm-

nia. marTalia, garkveul procesebs hqonda adgili, magram 

sirTule is iyo, rom ar mindoda isev dokumentze muSaoba, 

erTi mxriv Cndeboda kiTxva, - ra saxis dokumentze? meore 

mxriv, dasavleTSi Zalian bevri muSaobs dokumentze. ami-

tom es aRar iqneboda saintereso CemTvis, an sxvisTvis. amis 

gamo am etapze isev imijze muSaobas davubrundi. 

pirveli namuSevari, romelic am dros gavakeTe video 

proeqti ‘xatvis gakveTilebi’ iyo, romelic mniSvnelovnad 

gansxvavdeboda video-artis imdroindeli tendenciebisgan. 

Pronostic Eventuel, Embassy of China in Tbilisi,1998, colour photography on aluminium, 30cm X 40cm.
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namuSevari Zalian radikaluri da eqscentriuli iyo. ‘xat-

vis gakveTilebi’ aris biografiuli namuSevari, romelic 

ara videos, fotografiis, an filmis, aramed naxatis saSu-

alebiT aris ‘dawerili’. naxatebi ar gamoirCeodnen raime 

RirebulebiT, radgan CemTvis yvelaze mniSvnelovani mon-

taJis procesi iyo. es iyo qandakeba virtualur sivrceSi. 

es iyo kompresia da dekompresia. es hgavda xatvas vir-

tualur sivrceSi, rasac Cems mier realurad daxatuli 

imijebi emateboda. CemTvis Zalian mniSvnelovani iyo imis 

Cveneba, rac TiTqosda ‘akrZaluli’ iyo dasavleTSi: «han-

darbeiter». es politikuri sakiTxia. axla amaze saubari 

aRar mainteresebs. axla ferweraze minda vilaparako. 

Tumca, unda iTqvas, rom ferwerasTan ‘xatvris gakveTilebma’ 

damabruna. 

ferwera ufro metia, vidre mxolod dokumentireba. fo-

tografia feris xsovnas efuZneba, maSin rodesac ferwera 

ukve feria, romelic tilos sivrceSi arsebobs. ferwera 

sxeulis nawarmoebia da pirdapiri kavSiri aqvs masTan. is 

ar aris teqnikuri produqti. is taqtiluria, unda Seexo, 

raRac unda moimoqmedo, anu is ufro axlosaa sxeulTan. es 

ki swored isaa, ris gamoc ferwera ase mainteresebs... 

ferwera Cemi leqsikonis da platformis ganuyofeli 

nawilia. me or metad mniSvnelovan mimarTulebaze vmuSaob, 

- esenia imiji (gamosaxuleba) da dokumenti. maTze yovelT-

vis erTdroulad vmuSaob, magram yovelTvis cal- calke 

vaCveneb. minda mayurebelma Cemi namuSevrebis naxvisas 

naTlad aRiqvas, Tu sad aris imiji da sad dokumenti. ar 

minda isini erTmaneTSi avurio da dokumentirebis fiqcia 

miviRo. magaliTisTvis, maqvs aseTi namuSevari ‘fiqciuri 

dokumentacia’, sadac viyeneb fotoebs, rogorc fiqciur 

dokumentebs. 

ferwera momavals ukavSirdeba. mas TiTqos momavalSi 

akeTeb, maSin rodesac dokumenti warsulis nawilia, romel-

ic mogonebas exeba. ferwera aris is, rasac momavlisTvis 

akeTeb. is TiTqosda momavlis platformaa. 

es mxolod Cemi Teoria ar aris. magaliTad deliozi 

(marTla ar momwons misi saxelis xSiri moSvelieba, 

rasac dRes Zalian xSirad mimarTaven) Tavis erT-erT 

wignSi klinikisa da kritikis Sesaxeb wers. is ambobs, rom 

rodesac vinmes realobis Cveneba unda, is avad xdeba. es 
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klinikuri mdgomareobaa, roca TiTqos dahipnozebuli da 

gaSeSebuli xar. aseTive SegrZnebaa, rodesac fotos an 

realur dokuments uyureb. is yovelTvis hgavs hipnozur  

mdgomareobas, radgan arasodes SegiZlia Secvalo realoba, 

romelsac maTze xedav. arasodes! radgan rom Secvalo, 

amisTvis qmedebaa saWiro. aq imas vgulisxmob, rom raimes 

Sesacvlelad raime unda moimoqmedo. realobis Secvla mx-

olod qmedebiTaa SesaZlebeli. es ras niSnavs? es niSnavs 

imas, rom unda xato xeliT, tviniT, fexiT, cxovrebiT... xatva 

CemTvis garkveuli metaforaa, maSin rodesac montaJi – xat-

vaa. 

dokumenturi fotografiis uamravi magaliTi arsebobs. 

rogor moqmedeben isini  Cvenze, rogor gvahipnozeben. Cven 

SegviZlia mxolod davinaxoT dokumentirebuli realoba, 

misi Secvla ki ar SegviZlia, radgan is warsuls ekuTvnis. 

xatva piriqiT, – Sen Sens momavals xatav. amaSia gansxvaveba. 

Tanac, ferwera Seni sxeulis siRrmidan modis. es Zalian 

mniSvnelovania. ferweras teqnologia naklebad Seexo da 

   Tony Blair - 2007, 2 pieces, oil on canvas, 30cm X 20cm.
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naklebi gavlena moaxdina. amitomac is TviTgamoxatvis met 

Tavisuflebas gulisxmobs. ferweras araferi aqvs saerTo 

dokumentTan,  naturalizmTan, vityodi socialur CarCoebT-

anac ki... daxato sakuTari momavali dizainerul proeqts 

magonebs, magaliTad, rodesac Sen, erik giro xatav proeqts...

- diax, es marTalac hgavs dizains, radgan rodesac proeq-

tze vmuSaob, xatviT viwyeb. vxatav imas, rac momavalSi 

iarsebebs da mxolod am dros Cndeba produqti. 

- es kargi magaliTia. es faqtia. fotografiisgan SeuZle-

belia raime produqtis Seqmna. es ori sxvadasxva samyaroa. 

dokumetis samyaro, romelic warsuls ukavSirdeba da 

naxatis, romelic momavals exmaureba. magaliTad, CemTvis 

yvelaze saukeTeso dokumenti policiis ganyofilebebSia. 

quCebis, maRaziebis da sxva adgilebis makontrolebeli 

kamerebis mier Seqmnil dokumentebs vgulisxmob. es re-

aluri dokumentebia, radgan policia mxolod realuri 

dokumentebis mopovebiT aris dainteresebuli da ara imi-

jebis dokumentirebiT, an raime msgavsi qmedebiT. es Zalian 

mniSvnelovani momentia. erT-erT Cems namuSevarSi swored 

quCis kamerebis produqts viyeneb. Tumca, Tu isev imijs da-

vubrundebiT, axla is ufro personaluri da sainteresoa 

CemTvis, vidre dokumenti.   

- isic unda iTqvas, rom ferweruli namuSevari erTia 

sruliad garkveuli RirebulebiT..

- geTanxmebi.. meore mxriv, Tu sxeulze visaubrebT, - ferw-

era janmrTelia, unikaluria, erTaderTi da sufTaa. is ar 

aris refleqsia an referensi ferze. Tu wiTel saRebavs 

iyeneb, feri sivrceSi arsebobs. Tu wiTels fotoze xedav, 

iZulebuli xar Sens mexsierebas mimarTo wiTeli feris 

aRsaqmelad, radgan fotografia mxolod informacias ga-

Zlevs wiTelze. ferwera ar gaZlevs informacias wiTelze. 

fotografia ar aris taqtiluri (SegrZnebiTi), is infor-

maciulia. ferwera da skulptura taqtiluria, radgan maT 

Sexebis aura gaaCniaT. is mxolod imisTvisaa Seqmnili, rom 

siamovneba warsulSi darCenili Sexebis gaxsenebiT miiRo.  

- da ar xdeba realuri Sexeba. rodesac vinme naxats, es-

kizs an dizains yidulobs, is uSualo Sexebas yidulobs. 

rodesac vinme fotografias yidulobs, is laboratoriaSi 

viRacis mier Seqmnil produqts yidulobs. gasul kviras 
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Vermilon Extaze - 2007, 2 pieces, oil on canvas, 60cm X 50cm.
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iv klainis didi monoqromuli namuSevrebi vnaxeT, rodesac 

maT uaxlovdebi, feri sigiJemde vibrirebs. 

- aqedan modis maTi fasic. isini realuria. es ar aris 

marto lurji feri, es lurjis usasrulo samyaroa. 

- reproduqcias aseTi gavlenis moxdena ar SeuZlia. 

swored amitom ase damainteresa Senma gadawyvetilebam 

portretebis Seqmnis Sesaxeb. es sxva samyaroa, klasikuri 

samyaro. 

- portreti ferweris istoriaSi yvelaze Cveulebrivi da 

amave dros araCveulebrivia. ferwerisagn bevri ram viswav-

le. CemTvis yvelaze amaRelvebeli da emociuri mxatvrebis 

portretebi iyo. me ara var peizaJis mxatvari. me ar Semi-

Zlia vxato gareT. me oTaxSi, adamians vxatav. Tu oTaxSi 

aravinaa, sivrce carielia. ar minda carieli sivrcis xatva. 

amitomac portrets cariel sivrceSi vxatav. rodesac 

vinmes TvalebSi vuyureb, – es ufro sainteresoa CemTvis, vi-

dre peizaJi. es is mikrokosmosia, romelic ufro axlosaa 

CemTan vidre makrokosmosi, romelic oTaxs gareTaa.   

My mother’s heart - 2007, oil on 
canvas, 60cm X 50cm

Mother’s portreat - 2000, black and white photography, 30cm X 40cm.
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anselm kiferis namuSevrebi aviRoT.. kiferi did ferwerul 

peizaJebs akeTebs, misi ferwera marTlac SesaniSnavia, 

magram Cemi ar aris. matisi an bekoni TavianT studiebSi 

ufro aRmafrTovanebs, radgan intimurobis momxre var. 

rodesac adamianis sxeuls vxatav, me mis sxeulSi var da 

is Zalian momwons. es igivea, rac Sexeba, romelic energias 

da Zalas maZlevs. ferebis saSualebiT TiTqos axali sam-

yaro unda Sevqmna.

feri Zalian mniSvnelovania CemTvis. feris mxolod fizi-

kur mxares ar vgulisxmob. feri, modiT ase vTqvaT, Cveni 

sulieri arsebobis nawilia. me goeTes ferebis Teoria 

mainteresebs, radgan is mTlianad exmaureba cxovrebis mor-

alur mxares. magaliTad, zixar wiTel oTaxSi da Zalian 

mniSvnelovan personas elodebi. yvelaferi zedmiwevniT 

naTelia. Tumca, Zalian ucnauri iqneboda mjdariyavi mwvane 

oTaxSi yviTeli kedlebiT da igive personas dalodebodi... 

seriozuli situaciebi yovelTvis wiTelTan aris asocire-

buli, vgulisxmob garkveuli saxis wiTels da ara nebis-

miers. ferebs TiTqosda moraluri Semadgeneli gaaCniaT. 

ferebiT adamianebi SegiZlia aCveno. yvelas Tavis feri, an 

tonaloba aqvs, amitomac ase mainteresebs amaze muSaoba. 

minda adamianebma, romlebic 

Cems namuSevrebs yiduloben 

saxlSi raRac ufro Rrma 

waiRon, vidre mxolod for-

maluri zedapiri. minda Cemi 

ferwerebis garSemo arsebul 

patara sivrceSi realuri at-

mosfero Sevqmna. 

adamiani yovelTvis raRacas 

eZebs, - siyvaruls, Rimils, 

Sexebas...

2007, jeneva.

Bathroom 02 - 2007, oil on 
canvas, 60cm X 50cm.

Family Albom ( detail ) - 2004, 
serie, colour photography on 

aluminium, 30cm X 40cm.
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xaTuna xabuliani

dualisturi sistema fsiqologiuri ganwyobebiT

koka ramiSvilisTvis Ddokumenturi foto aqtualur mediu-

mad 1990-iani wlebis dasawyisSi iqca da am periodSi misT-

vis dokumentis Rirebuleba ufro mniSvnelovani iyo, vidre 

gamosaxulebisa. es iyo mediumi, romelmac saSualeba misca 

daefiqsirebina axali mocemuloba, - procesi, romelic 

sabWoTa sistemis daSlas mohyva. es gardamavali situacia 

gaxda koka ramiSvilis vizualuri kvlevis Temac da misi 

artistuli poziciis ganmsazRvrelic 1990-iani wlebis 

dasawyisSi. namuSevari “omi Cemi fanjridan” Tbilisis omis 

suraTs afiqsirebda erTi adgilidan sxvadasxva dros gad-

aRebuli erTi da igive peizaJiT. es movlenac im procesis 

Semadgeneli iyo, rac totalitaruli reJimis ngrevas Tan 

mohyva. momdevno refleqsiuri proeqti – “SesaZlo progno-

zebi” (1997-98ww.) mimdinare procesebs ukve globalisturi 

problematikis fonze ganixilavda. saqarTvelo ukve axal 

pirobebSi aRmoCnda da msoflios sxvadasxva qveynebi misiT 
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dainteresdnen, qarTul sivrceSi gaCnda am qveynebis sael-

Coebi da dedaqalaqma Tbilismac SeiZina axali Sinaarsebi.

es saelCoebi koka ramiSvilma erT-erT interviuSi im peri-

odis krizisuli garemos erogenul zonebad moixsenia, anu 

usicocxlo, socialuri problemebiTa da energo krizisiT 

daTrgunul garemoSi arsebul mcire oazisebad. foto 

seria moicavs saelCoebis eqsterierebs, anu maT arqiteqtu-

rulsa da socialur konteqsts; aseve interierebs, rogorc 

am axali warmonaqmnebis gaxsnil Sinaarss, romelic dafar-

ulia ZiriTadi mosaxleobisaTvis da am interierebSi ga-

daRebul TiTo skamsa, Tu savarZels, rogorc konkretuli 

informaciis niSans, koncefts, romelic gaxsnil, Tu jer 

gauxsnel informaciul kodebs atarebs. amgvarad, es doku-

menturi fotoebi konteqstualuri gaazrebis Sedegad sak-

maod rTuli da ambivalenturi informaciis matarebel imi-

jebad gadaiqceodnen. rac Seexeba SerCeul mediums, masac 

gansakuTrebuli datvirTva hqonda. postsabWoTa periodSi 

ukve formirebuli mxatvrebisaTvis zogadad mxatvruli 

mediumebis Tema Zalian mniSvnelovani iyo, -  isini Camoyal-

Story of Kaspar Hauser N 7 - 2002, 5 pieces, aquarell, paper, 35cm X 50cm.
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ibdnen realobaSi, sadac oficialuri xelovneba ideolo-

giuri iyo da eyrdnoboda sakmaod Zlier xatvis skolas; 

es mxatvrebi ar iyvnen CarTulni im diskursSi, romelic 

Tanamedrove xelovnebis sakomunikacio enas qmnida. koka 

ramiSvili erT-erT interviuSi (Cawerilia maf_media art 

fermaSi 2003 wels vato wereTlisa da daniel brefinis 

mier) saubrobs or gansxvavvebul sistemaze da mis 

namuSevarze - “xatvis gakveTili”, romelic 2003 wels 

moskovSi gelmanis galereaSi iyo naCvenebi. dualisturi 

samyaros kontrastebi klasikuri naxatisa da cifruli 

teqnoligiis Tanaarsebobis Temaze davida am namuSevarSi. 

es mokle filmi xeliT xatvis process aCvenebs fanqris 

qaRaldTan Sexebis gaaqtiurebuli xmiT. avtori Tavis 

namuSevars ganmartavs, rogorc im ori sxvadasxva realo-

bis Sexvedras, romelTac misi cxovreba Seadgines. zemoT 

xsenebul interviuSi sakuTari Temis axsnisas Tqva, rom is 

aris mxatvari da Tbilisis akademiaSi swavlisas eufle-

boda xeliT xatvas, ram denime wlis manZilze ki cxov-

robda SveicariaSi, sadac Tanamedrove mxatvrebi axalsa 

da Zalian ZviradRirebul mediumebs iyeneben. man es ori 

realoba gaaerTiana am namuSevarSi da aCvena is dualis-

turi situacia, romelic misi Taobis postsabWoTa kon-

ceftualur mxatvrobas axasiaTebs. aRsaniSnavia isic, rom 

namuSevari or mediumze Seiqmna video formatiT, anu me-

same mediumiT. aq ukve is gamocdilebac emateba, rac koka 

ramiSvilma germaniaSi, did britaneTsa da SveicariaSi 

muSaobisas miiRo; is ukve naklebad interesdeba dokumen-

tze agebuli namuSevrebiT, rac “ukve imdenad bevria, rom 

interess aRar iwvevs.” isev ubrundeba imijs, gamosaxule-

bas, romelic “ufro metia, vidre dokumentacia” da misive 

ganmartebiT “sxeulidan gamodis da pirdapiri urTierTq-

medeba aqvs sxeulTan, is ar aris teqnikis produqti, aramed 

ufro sagrZnobia.” amasTan, imiji ufro momavalze, jer 

gauxsnelzea orientirebuli gansxvavebiT fotografiisagan, 

romelic ukve momxdar faqtebs afiqsirebs. periodulad 

koka ramiSvili kvlav ubrundeba dokuments, rogorc medi-

ums, magram arasdros iyenebs Sereul versias, anu ar cdi-

lobs dokumentis gadmocemas mxatvruli gamosaxulebis 

principiT. mxatvruli gamosaxuleba misTvis ufro cocx-
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ali, atmosferodan Semotanilia. seriaSi “kaspar hauzeris 

ambavi” (2002) akvarelebiT Sesrulebuli kompoziciebi sx-

vadasxva SegrZnebebs, fsiqologiur ganwyobebs da fsiqode-

liur motivebs warmoadgens. es namuSevrebi momentaluri 

fotos (snapshot) kadrebis msgavsia da fragmentulad 

aCvenebs sxeulis nawilebs, moZraobebs, intimur SegrZnebebs 

da cariel sivrceSi darCenil adamianebs. SeiZleba iTqvas, 

rom mTeli seria fsiqologiuri ganwyobebis koleqciaa. aq 

ar aris mTliani siuJeti, narativi, “dasrulebuli” saxis 

kompozicia. fragmentebis es koleqcia TiTqos raRac ada-

mianuri dramis araverbaluri ilustraciaa, miniSnebebiT 

stresebze, apaTiasa, Tu emociur daZabulobebze. fsiqolo-

giuri Tema grZeldeba “ojaxuri portretebis” foto ver-

siaSi, sadac aseve fragmentulad naCvenebi anonimuri (maTi 

saxeebi ar Caans) personaJebi Zalian gaxsnilad aCveneben 

rutinul  ganwyobas, daucvelobasa da intimur scenebs. 

fsiqologiuroba foto da animaciur faqturebTan erTad 

gansazRvravs Zalian efeqturi namuSevris – “dila mSvido-

bisa”- s xasiaTs. es audio vizualuri skulptura monacv-

leobiT aCevnebs interiersa da eqsteriers Tavsxma wvi-

mis kadrs miRma. am sivrceebSi aranairi qmedeba ar xdeba, 

Tumca wvimis aqtiuri dineba TiTqos jer ucnobi energiis 

akumulacias akeTebs da erTgvar prognozs moicavs, rom aq 

“raRac realuri SeiZleba moxdes.”

2008, Tbilisi.
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koka ramiSvili.

‘dila mSvidobisa’ 
platforma xdomilebebisTvis

namuSevris rTuli fsiqologiuri gavlena (efeqti) in-

terieris da eqsterieris xatebis (imijebis) monacvelo-

biT iqmneba. orive maTgani kokispiruli wvimis wveTebiTaa 

dafaruli. wvimis hipnozuri bgerebi, aqa-iq Weqa-quxilis 

xma da statiuri eleqtro muxtebis napewklebi, romlebic 

ara-dinamur (gaCerebul) sivrceSi grovdeba, moulodneli 

xdomilebis molodinis Zlier SegrZnebas badebs. es audio-

vizualuri skulptura gamosavals ramdenime kompaqturad 

dajgufebul fragmentSi poulobs, romlebic, sasurvelia, 

maT droiT da sivrcobriv ganzomilebaSi iyos aRqmuli. 

fotografia da animacia namuSevarSi im mizniT erTiandeba, 

rom gaqres fotografiis, rogorc warsulis dokumentire-

bis efeqti, anu faqti, romelic awmyos (awmyo xdomilebis) 

fsiqologiur da vizualur platformas qmnis. ‘plat-

formas xdomilebebisTvis’, sadac xatebi (imijebi) Tavs ar 

esxmian mayurebels. piriqiT, maTi sicariele Cveni sakuTari, 

Sinagani ‘interieris’ gancdis rTul SegrZnebas badebs. 

‘interieris’, romelic ara dokumenti da fantaziaa, aramed 

realuri sivrcea (xedi); sivrce, sadac realuri xdomile-

baa SesaZlebeli. 

2004. Jeneva.

“warsulSi gancdil siZneleebTan Sesagueblad saWiroa am gancdebi-

sgan ganTavisufleba, im xatebisagn (imijebisgan) gankurneba, riTac aqamde 

viyaviT Sepyroblni. magram wera, piriqiT, Sinagan mogzaurobas gulisx-

mobs, romelic avadmyofobas esazRvreba” (s.l. folkini, Jil deliozis 

naSromis “kritika da klinika” rusuli Targmanis bolosityvaobisTvis. 

sankt- peterburgi: Machina, 2002, gv.230). Tavs ufleba miveci da es citata 

fotografiasa da animaciaze gavavrcele. pirvel SemTxvevaSi es animaciis 

sakiTxia, meoreSi – fotografiis. bavSvis pirveli nabijebi xatviT iwyeba 

– is momavlisTvisaa gaxsnili, maSin, rodesac gardacvlili ukan fo-

tografias tovebs, romelsac warsulSi mivyavarT.
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qeTi jafariZe

dila mSvidobisa - s Sesaxeb

namuSevarSi ‘dila mSvidobisa’ mxatvari gviwvevs, raTa 

monawileoba miviRoT ‘platformaSi xdomilebebisTvis’, 

- sicarielis gagrZelebuli SegrZneba, romelic moulod-

neli xdomilebis molodins iwvevs... interieris da eqs-

terieris fotografiuli proeqciebi kokispiruli wvimis 

wveTebiTa dafaruli, xolo warsulis gayinuli xatebi 

(imijebi) warmavali awmyos xmauriTaa gajerebuli. namuSe-

vari Zlier personaluria da mxatvris gardamaval mdgo-

mareobaze miuTiTebs, mdgomareobaze, rodesac relokacia 

da dislokacia erT wertilSi iyris Tavs. es aris cariel 

“kvadratSi” aRmocenebuli namuSevari, romelic, warsulsa 

da momavals Soris, mxatvris Sinagan gaucxoebaze metyve-

lebs. es aris droSi gayinuli ‘Senaxuli’ mogonebebis 

sivrce, romelsac wvimis wveTebis hipnozuri bgerebi da 

damabrmavebeli animacia axlavs Tan. es aris orazrovne-

bis, vnebis, dokumentis, fiqciis, tkivilisa da warmodgenebis 

sinTezi. “dila mSvidobisa”, – rodesac yvela niSani sawi-

naaRmdegoze moiTiTebs, – SemaZrwunebeli Rame da am RameSi 

dabadebuli namuSevari, sadac bneli eleqtronuli samyaro 

sizmrebSi iZireba: naxevrad realuri, naxevrad fiqciuri. 

“dila mSvidobisa”, romelic Sorsaa sauzmis im rutinis-

gan, rac yvela CvenTaganisTvis dilas ukavSirdeba. da isev, 

“dila mSvidobisa”, romelsac arsad mivyavarT, garda saku-

Tari Tavis, sakuTari droisa da adgilisa. es aris medi-

taciidan dabadebuli, meditaciuri namuSevari. rogorc 

mxatvari ambobs: ‘‘platforma xdomilebebisTvis’, sadac 

xatebi (imijebi) Tavs ar esxmian mayurebels. piriqiT, maTi 

sicariele Cveni sakuTari, Sinagani ‘interieris’ gancdis 

rTul SegrZnebas badebs. ‘interieris’, romelic ara doku-

menti da fantazia, aramed realuri sivrcea (xedi), sivrce, 

sadac realuri xdomilebaa SesaZlebeli.’ 

2006, londoni. 
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koka ramiSvili.

omi Cemi fanjridan

vuZRvni dedaCemis xsovnas

1980-iani wlebis bolosa da 1990-iani wlebis dasawyisSi 
yofil sabWoTa kavSirs mcire, uazro samoqalaqo omebis 
talRam gadauara. namuSevari ‘omi Cemi fanjridan’ Tormeti 
Sav-TeTri fotografiisgan Sedgeba, romlebic Tbilisis 
omis drosaa gadaRebuli. namuSevari oTx ZiriTad aspeqts 
warmoaCens. foto-kamera, romlis obieqtivi samTavrobo 
Stabs uyurebs, odnav gadaadgildeba marjvniv an marcxniv 
da yoveldRe erTsa da imave scenas iRebs.

namuSevari mayurebels 1991 wlis Sobis Tormeti dRis 
emociur klimats sTavazobs. omi 24  dekembers daiwyo da 
1992 wlis 6 ianvars damTavrda. gadaRebuli fotoebis 
Tanmimdevroba da gadaRebis momenti saSualebas aZlevs 
avtors Tavi aaridos samxedro operaciebis qronologiur 
narativs da kompoziciis ganzrax dramatulobas. TiTqosda 
tyviisfer fardaSi gaxveul Sav-TeTr peizaJSi, avtors 
mayureblis yuradReba samxedro operaciebis detalebi-
dan, amindis, bunebis, qalaqis ganwyobaze gadaaqvs. am gziT 
saomari moqmedeba ara centraluri, aramed saerTo di-
aleqtikis nawili xdeba. realurad omi qalaqis centrSi 
mimdinareobda. Tumca, mimdebare raionebSi ar wydeboda 
Cveulebrivi, yoveldRiuri cxovreba. ar iketeboda kafeebi, 
maRaziebi, konoTeatrebi Tu sazogadoebrivi TavSeyris sxva 
adgilebi. adamianebi samsaxurSi dadiodnen da saxlSi 
brundebodnen. 
24  dekembers dawyebuli samoqalaqo omi, romelic Tormeti 
dRe gagrZelda, prezident zviad gamsaxurdias mTavro-
bis gadagdebiT dasrulda. fanjridan, saidanac fotoebia 
gadaRebuli kargad moCanda samTavrobo Stabi – sabrZolo 
moqmedebebis ZiriTadi adgili. namuSevari qalaqis mcx-
ovrebTa gulgrili damokidebulebis metaforaa Tormeti 
dRis ganmavlobaSi qalaqSi ganviTarebuli movlenebis 
mimarT.

1991-1992,  Tbilisi.
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koka ramiSvili

Pronostic eventuel

Pproeqtis - ‘SesaZleblobis prognozi’-is idea inspiri-
rebulia saqarTvelos dedaqalaq TbilisSi omisSemdgomi 
globaluri politikuri, socialuri da ekonomikuri cvli-
lebebiT. 
qronikuli energokrizisis gamo ormilioniani qalaqi 
permanentul sibneleSi da SiSSia CaZiruli. gaugebari 
saSinao politikis gamo koleqtiur mexsierebaSi ucnauri 
wyveta xdeba. meores mxriv, saqarTvelos sagareo politika, 
misi geo-politikuri mniSvneloba aRmavlobas ganicdis. 
Tbilisi politikurad saintereso da damaintrigebeli 
xdeba. saqarTvelo kars uRebs gare samyaros da isic aq-
tiurad Semodis dedaqalaqis cxovrebaSi. ucxouri sael-
Coebi da sakonsuloebi qalaqis arqiteqturul-politikuri 
peizaJis ganuyofeli nawili xdeba, rac saqarTvelos axal 
statusze miuTiTebs. swored saelCoebi arian saqarTvelos 
gare samyarosTan urTierTobis damadasturebeli fizikuri 
institutebi. post-sabWoTa qveynisTvis isini namdvil ero-
genul zonebad gardaiqmnebian. rasakvirvelia, saelCoebis 
gamoCena did interess iwvevs. ‘SesaZleblobis prognozi’ 
saqarTvelos moqalaqeebs maTTvis saintereso arqiteqtu-
rul-politikuri peizaJis kvlevas sTavazobs. sainteresoa, 
Tu ramdenad gamoxatavs arqtiteqturul-esTetikuri ‘kamu-
fliaJi’ saqarTvelos megobari qveynebis zraxvebsa da miz-
nebs, qveynebisa, visTanac saqarTvelos diplomatiuri urT-
ierToba aqvs. proeqtis kidev erTi mniSvnelovani mxarea 
Semwynareblobis limiti, anu ramdenad dasaSvebia ucxouri 
misiebis vizualuri analizi. sxva sityvebiT, namuSevari 
demokratiis sazRvrebs avlens, xazs usvams mis damokideb-
ulebas ideologiisa da Tavisuflebis stereotipebTan da 
cdilobs warmoaCinos Tu ramdenad moqnilia diplomati-
uri misia vizualuri analizis TvalsazrisiT. namuSevari 
absoluturad gaazrebuli nabijia gare samyarosTan dia-
logisken da 21-e saukunis mijnaze, qveynis arqiteqtrul 
eskizsac iTvaliswinebs, rac momavali, ‘Ria sazogadoebis’ 
proeqciac SeiZleba iyos. proeqtis bolo etapi publikaci-
is Seqmnaa, sadac TiToeuli diplomatiuri misia oTxi 
aspeqtiT iqneba warmodgenili: saelCos arqiteqtruli kon-
cefcia, fasadi, Sida sivrce, erTi skami an savarZeli.   

1997, Tbilisi.
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en tronSi

.. proeqti ‘Pronostic Eventuel’ socialuri da politikuri 
qcevis pirobebs warmoaCens. Senobam, romelic moklebulia 
adeqvatur arqiteqturul Tu esTetikur ambicias da amave 
dros, arqiteqturuli detalebiT garkveul ekonomikur 
Taviseburebaze miuTiTebs, socialuri Rirebulebebis mTel 
ierarqias aireklavs. tipologiuri swavleba SedarebiT 
meTodebs iyenebs, rac struqturalistur procedurasac 
emsgavseba. rogorc roland barti ambobs: ‘struqtural-
isturi qmedebis mizani, miuxedavad imisa refleqsiuria is 
Tu poeturi, obieqtis rekonstruqciaa, romelic obieqtis 
funqcionirebis wess (funqcias) avlens.’ mxatvris mier 
gamoyenebuli tipologiuri aRweris meTodi evropuli 
kulturis istorias exmaureba. mxatvari cdilobs pasuxi 
gasces kiTxvas, Tu ramdenadaa SesaZlebeli saqarTvelos 
an post-sabWoTa sivrcis rekonstruqcia. mxatvari arCeul 
Temas (subieqts) obieqturad ganixilavs. misi midgoma skep-
tikuria, rac arqiteqturasa da Senobebis mier axlad SeZe-
nil funqcias Soris arsebul winaaRmdegobaSi vlindeba. 

katalogisTvis ‘istoriis meore mxare’. 2000, parizi.
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patricia london ante parizi

mzera

uecrad danaxuls ar endobi, magram zustad ici rasac xe-
dav. civilizebuli tvini yovelTvis gaurbis imis miRebas, 
rasac xedavs. Tumca, ganmeorebiTi danaxvis Semdeg veRar 
uaryof, rom qalis sikvdils xedav. Semdeg fiqrob, iqneb 
gainZres da masSi sicocxlis minimaluri gamovlinebis 
dadasturebas eZeb. 
rac ufro daJinebiT uyureb, miT ufro Zlieri Soki gipy-
robs. qali sikvdilamdea nacemi. SeuZlebelia gaeqce 
quCaSi dagdebuli mkvdari qalis naxviT miRebul tkivils. 
ucnauria, nanaxi sinanulis gancdaSi ar gagdebs. is 
saSinelebis realur koncefcias gTavazobs. meditaciuri 
musika da eleganturi Savi, lurji da nacrisferi xazebis 
monacvleoba, iv sen loranis parfiumis boTls Camogvanan 
da cnobierebas TiTqos danaxulis dajerebaSi avarjiSe-
ben, TiTqos geubnebian, miiRe tkivili, romelic ara marto 
filmSia, aramed Sensa da CemSic.      

2007, miunxeni.. 

Video still from
videoinstallation 
Landerror - 
2006, colour video 
4 min 20 sec, music 
Nika Machaidze
MAMCO, Geneva.

Embassy of  France 
in Tbilisi, 1998, 
colour 
photography 
on aluminium, 
30cm X 40cm.
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evgenia qiqoZe

 ... dramatuli efeqti, rogorc namuSevris Sedegi, im 
fsiqologiuri ganzomilebiT iqmneba, romelic qaRaldze 
xatvis process axasiaTebs. es Txrobis procesia da yvela 
misTvis damaxasiaTebel komponents moicavs: ganmeorebado-
ba, tendenciuroba, detalebis zusti damuSaveba. saundtreki, 
romelic qaRaldze rbili fanqaris mosmisas warmoqmnil 
bgerebs efuZneba, specialurad namuSevrisTvisaa^Seqmnili 
da films Zlier emociur muxts sZens. 

2003, moskovi..

koka ramiSvili

xatvis gakveTili

‘xatvis gakveTilis’ dasawyisSi xati (imiji) qreba. xatvis 
procesi transformirdeba: imijis dekonstruqcia misi 
fizikuri kvalis  gaqrobamde grZeldeba da bolos is mx-
olod Cvens mexsierebaSi rCeba. mogvianebiT, cifruli mon-
taJis saSualebiT, romelic sagrZnoblad aCqarebs xatvis 
process, xati (imiji) axal xarisxs iZens, – is gardaiqmneba 
niSnad, romlis wakiTxva mxolod mis garSemo arsebul 
sxva niSnebTan mimarTebaSia SesaZlebeli. am gziT xatva 
werad gardaiqmneba, xolo Tavad namuSevari Canawerebis 
rveuls emsgavseba, romelic SveicariaSi, JenevaSi mcxovrebi 
adamianis biografiis nawils gvamcnobs. 

2003, Jeneva.

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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