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Comment from the Publisher

Thea GOGUADZE

Whenever we find ourselves adjudicating, differentiating, and rationalizing
art—debating what it ought to be, what purposes it should serve—I personally
believe that the mere existence of art surpasses these considerations. Art is a
fundamental human necessity, an unstoppable force. Throughout thousands of
years, no era has been able to fully articulate, much less quell, the relentless
drive to create art or the persistent desire to discuss it. Arguing against the
notion that art is an empty space may prove futile, for it is personal perception
that elevates art, anchoring it firmly in our experience. | subscribe to the view
that art resides in the expansive realm between what is said and what is left
unsaid.
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WHAT YOU SEE
HAT IS ART;
RTIS THEGAP

Marcel Duchamp

The 13" edition of Influence, a magazine dedicated to exploring the
world of conceptual art, introduces you to artists from various
backgrounds and generations, whose ideation-driven works
prompt us to reconsider our perceptions of art and reality. What
does it mean to engage with art rooted in concepts? How does
such art create a parallel hyperreality accessible only through its
medium? What effects does it wield on individuals and the broader
environment?

Art, in its broadest sense, serves as a medium for visual
storytelling. Marcel Duchamp, a pre-conceptualist and
one of art history's most radical figures, famously stated,
"It's not what you see that is art; art is the gap". His work
laid the groundwork for Dada and avant-garde
movements, challenging our understanding of art's
essence.

The 20" century witnessed numerous artistic challenges,
and as we navigate the 21st century's transitional phase,
art remains a unigue human creation that enriches the
emotional and visual dimensions of experience with
immaterial value, viewed through an aesthetic lens.
Humanity's exploration of imagery spans from the
archaic erato today, with conceptual art emergingin the
1960s as a vital categorization within Western art
discourse. This movement initiated a new quest for
expressive language within art's domain.

In today's era, characterized by an overload of information

and the proliferation of idea-driven initiatives, what

significance does conceptuality hold in art? This edition

does not seek to provide a straightforward answer but
rather invites readers to delve into the pages that follow for a
multifaceted exploration.
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kKoka ramishvil

Please elaborate on the genesis of your artistic journey and vision.
What sparked your fascination with conceptual art and when did this
passion begin to develop?

My journeyinto the realm of conceptual art,anintellectual and nuanced art movement bornin the 1960s, was deeply intertwined with my interest in the history of
artasareflection of the evolution orinvolution of consciousness. This period also saw the emergence of minimalist art, arte povera, and pop art, creating avibrant
tapestry of artistic exploration. Despite the overlapping and sometimes confusing categorizations among these movements, conceptual art is often
oversimplified as merely explanatory. However, true conceptual art extends beyond mere interpretation by the artist; it's a nuanced methodology embraced by
relatively few.

My artistic practice has always valued the intellectual alongside the emotional, placing significant emphasis on the context and social environment surrounding
the art. The lifecycle of a piece, from the inception of anidea through its realization and eventual integration into society, delineates the critical stages each work
must traverse. Despite the presence of many inspiring educators during my academic years, the methodologies for teaching such approaches were inexistent at
thattimeandarestill poorly established today.




In the late 20th century, my focus sharpened on the origination,
refinement, and representation of ideas, a pursuit that was then
understood by only a select few. My work sought to intelligibly engage
with the public, aspiring to merge conceptual art, minimalism, and arte
povera into a unified creative expression. This endeavor encapsulated
the diverse influences and experiences | gathered from these artistic
movements.

A pivotal aspect of my journey was my personal connection with
Michelangelo Pistoletto, a seminal figure in arte povera. Invited by
Pistoletto, | had the privilege of teaching a course at the Vienna Academy,
and later, facilitating an exchange program that brought his students to
Georgia. Additionally, my acquaintance with conceptualist Joseph
Kosuth allowed me to closely observe and draw inspiration from his
work, furtherenrichingmyartistic visionand practice.

What fundamental conceptual ideas and themes is your
creativity rooted in?

The core conceptual ideas of my work are deeply rooted in visual
poetry,an emotional depth that transcends the more visible layers
of concept and politics. This emotional core is vividly illustrated in
one of my early works, "War from my window," which, while
categorized as a conceptual and political project, primarily
explores themes of nature, change, and landscapes seemingly
unaffected by the ravages of war. This series deliberately omits
battle scenes and human conflict, choosing instead to present a
counterpoint where the environment and city's landscape do not
mirror the war scene, introducing a temporal dimension that
contrasts with the work's title. This approach, focusing on the
juxtaposition between the title's conceptual weight and the work's
poetic expression, has beenafoundational maneuverin my artistic
development, with the principle of counterpoint continuing to play
asignificantrolein mywork.

The influences of conceptual art, minimalism, and arte povera
have been significant, yet my drive has never been to merely
replicate these movements. Instead, the late 20th century marked
a shift towards engaging with contemporary issues like the
ecological crisis and exploring meditative or therapeutic
approachesinart.

Entering the 21st century, my artistic direction became more
defined, with an emphasis on the emotional and intuitive aspects
of creation. My process involves a blend of emotion and intellect,
where the thrill of surprise and the deliberate departure from past
experiences are key. |'ve adopted a transdisciplinary approach,
weaving together temporal, spatial,and disciplinary elementsinto
a cohesive narrative. My recent works eschew discrete divisions
for a fluid integration of time and space, moving beyond
postmodernist tactics to forge ‘connecting bridges,' thus
presenting aunified, multidimensional exploration.

My artistic practice has always valued the intellectual alongside
the emotional, placing significant emphasis on the context and
social environment surrounding the art. The lifecycle of a piece,
from the inception of an idea through its realization and eventual
integrationintosociety,




How significantly do current events shape your creative journey?

Artists invariably absorb and contemplate their surroundings, yet the breadth of this environment can manifest across varied scales. Some
artists craft works intended solely for theirimmediate circle, while others draw inspiration from the broader context of the city oradopt a more
expansive view that encompasses global, cosmic, or earthly perspectives. These scopes invariably mirror the informational and social issues
prevalent within their environments. Despite engaging with political content, my approach transforms such material into forms of poetry and
choreography. | believe in capturing the essence of our times through the choreographed movements of human bodies, finding therein a more
profound means of expression.

How do you incorporate technology or experimental materials into your
creative expression?

Artinherently embodies a paradox;it's an enigma that defies complete explanation. The artist's journey to forge new worlds is marked by a leap
of imagination. It's a deeply personal and sensitive phase where past experiences, education, and intellect are momentarily set aside to
cultivate fresh perspectives.

| embrace technological advancements in the digital realm of art, including digital media, photography, moving images, and social media.
However, for me, the crucial aspectin the interplay between humans and technology is maintaining balance. The well-being of human life and
its harmonious relationship with the environment and cosmos holds precedence over the conveniences offered by technological
advancements.




How does personal expression intersect with social or political themes in your artwork?

In today's world, the surge of information is overwhelming, leading to mental distress for many. Consequently, | believe art
serves a therapeutic role, aimed at invigorating society with new emotions and insights. While it's recognized that color can
have healing effects, the essence transcends the medium, whether paper or screen. The pivotal factor remains the
relationshipwith information. My concept of "information ecology” offers a glimmer of hope, underscoring that beauty alone
is insufficient. Art's purpose is to reveal the unseen, a mission | consider paramount. My objective is not to shock but to
provoke thought and broaden people's perspectives. An example of this is my audio and video installation "People Think
About Love," a project spanning 20 years with a melody composed by Nika Machaidze. The installation profoundly moved
audiences, eliciting tears and personal revelations about transformative experiences. The impact of this work, as relayed by
viewers, was unexpected, illustrating art's potent ability to withstand the tumultuous forces of economic-political,
informational,and social upheavals.
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Share with us your main artistic statement as an artist. How did this relationship
begin and develop in your work?

| think that the artist himself should become a statement as
its action, reflection, Analyzing the accepted norms, breaking them
down, forming them, and so on, This is a kind of game "Thought is made in
the mouth." - Tristan Tzara
For me, this game started with the theater of my childhood,
where white bed sheet with ropes were an important
attribute for me, a temporary boundary between two domestic objects
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Conceptual art often develops on a defined intellectual layer. Text, mixed media, and Experiential vision is crucial
in your artistic practice. In this regard, what is your perception of form and content?

The grid of the structure of the form is divided between the coordinates where you as a subject
Participant in the objectification of the subject at a specific time

Contextual cues, material as the starting point of syntactic vision, where the story as a visual phrase is a kind of leap
of concrete action between some already existing content.

n the level

Environment and inspiration.
What are the main impulses with which you
develop your creative search?

The search process is like exposure to the negative
This is the chamber space where the stream of consciousness condenses sound, gesture, speech.
Reminiscence as one documentary material
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Levan, could you share insights into your artistic
practice with us? Where do its roots lie? Despite
evolving interests and themes, what core vision
remains integral to your work?

Discovering that, according to microbiology, only 10% of the
human body's cells are "purely” human, with the rest
comprising various microbes, bacteria, and even matter such
as star dust and ancient carbon atoms, has been a relatively
recent revelation for me. It underscores the notion that the
world is an ever-shifting, porous ecosystem. My primary
driving force has always been a deep curiosity about the world
- its forms of existence, interaction, and transformation.
Despite its vast diversity, the underlying logic of movement
(be it growth or development) remains constant, from the
grand scale of galaxy formation to the minutest microbial
cell'sevolution.

Anotheraspectthathasremained consistentover the yearsis
my transdisciplinary, holistic approach to acquiring and
disseminating knowledge. Given the complexity and nuance
ofthe environment and our human perception ofit, I find that
these connections and discussions can only be adequately
expressed through materially complex forms.

I must also acknowledge that from an early age, | harbored a
profound skepticism towards mainstream consciousness
and its typical expressions. I was never drawn to creating a
"pure” painting or sculpture; instead, my interest always lay
in exploring the spaces in between. As such, my stance has
consistently been one of critical observation from a position
of "underground" or "marginalized space," challenging the
norms and conventions of the center.

—

-
-

—




Conceptual art has carved a distinct niche in art
history, often prioritizing the supremacy of the idea,
which may sometimes constrain the viewer's
interpretation. To what extent do you align with this
approach? How much consideration do you give to
the audience that engages withyourwork?

Before delving deeper; it's essential to acknowledge that the
notion of style or movement in Western art history - as a
coherence of aesthetic, formal, and ideological strategies -
currently persists mainly in a historical framework, with
"style" having given way to strategies of their liberated
utilization.

Tracing back to the inception of conceptual art in the 1960s
in the United States, it emerged as a counter-response to the
dominant abstract expressionism of the 1950s, which was
deeply engrossed in the highly subjective expression of the
individual's "inner" world. Conceptual art introduced a shift
towards an analytical, "objective" examination of the external
world, sharply accentuating the issues of "representation.”
Classicinstanceslike Kosuth's chair and Magritte's pipe vividly
illustrate this, highlighting the Western consciousness's
delineation of object-idea, object-image, and object-matter.
Conceptual art, for me, is particularly compelling when it
servesas athinkingmodel - a mechanism and vision form that
laterbecomesamethod.

However, as you mentioned, over time, this analytical clarity
often morphed into formal dogmatism. It's also crucial to

recognize the unique aspect of conceptual art's primary construction on the
dominance of Western consciousness and intellect.

Regarding my practice, I['ve never confined myself to a singular category:.
From conceptual art, I've adopted the analytical, investigative approach and
the work's robust ideological underpinnings. Yet, the "intuitive" and
"subconscious” elements remain pivotal in this exploration. My work
resists a definitive interpretation, engaging with the viewer to become fully
activated. To address your lastinquiry, the viewer is crucial in the final stage
of my work. While my installations were initially more site-specific, they
have evolved to be context-specific, influenced by not just the exhibition
space's architecture or its history, but also by the demographic, social, and
political context. The creations I bring forth initiate a dialogue on the socio-
political dynamics of the environment. My art is fundamentally a mode of
communication, with the dissemination of discovered knowledge during
the creative process being paramount.




Reflecting on the intersection of Georgian and international
artistic landscapes, could you share how your experience as an
artist originating from Georgia has uniquely shaped your
engagementwithglobal cultural dynamics?

My skepticism towards the notions of nationality and nation is deep-
rooted, especially given that today's interpretations are largely shaped
by colonialist legacies. For me, disentangling Georgia and its essence
from its historical, geographical, and cultural contexts is an
impossibility. Hence, | believe that a broader regional perspective is
crucial foramore nuanced understanding of ouridentity.

From a scientific and ecological viewpoint, considering the social
group residing within Georgia's borders presents an intriguing case.
Encircled by mountains on three sides, with the Black Sea offering the
sole open vista to the west, the geographical layout acts as both a shield
and a barrier. This paradoxical relationship with our surroundings
fosters a sense of distinctiveness and separation from external world
events, while also fueling a drive towards pronounced individualization
and a notable frailty in collective movements - a scenario further
complicated by unprocessed Soviet-era traumas.

As amember of this society, | embody these characteristics to varying
degrees. However, the COVID-19 pandemic underscored the necessity
of a global perspective to address the myriad ecological, political, and
social challenges we face. Such intricate issues cannot be tackled in
isolation orsolely from a national standpoint.

Experiencing life in other Global South countries has been pivotal.
While politically, an alignment with Europe mightbe deemed crucial for
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Georgia, culturally, socially, and emotionally, we find richer
affinities with South American and Middle Eastern nations. On
a personal note, I've often felt somewhat adrift and "rootless,"
unable to fully align with any identity construct previously
available to me. Over time, however; ithas become evident that
my identity is a fusion of Global South nuances, a trans-
dualistic consciousness,and queerness.

The interplay of idea, form, and content within
your art, Levan, offers a fascinating insight into
your creative process. Could you elaborate on how
Yyou navigate these elements in your work? Given
that your projects often stem from a research-
based approach, what are the key phases you
undertake from inception to the completion of a
piece?

Every project of mine commences with a visit to the site. It's
crucial for me to physically immerse myselfin the space, to
sense the architecture and its essence, observe potential
visitors, and understand the surrounding environment.
This immersion aids in determining the installation's
overall parameters, scale, and demeanor. However, I must
note that despite having detailed plans, the final formal
decisions are made at the installation's culmination.

Following this, an intensive phase of studio work begins. The
primary drive is always the pursuit of new knowledge. I
routinely revisit a set of questions: What message do [ want
this project to convey? Whatimpact do [ wish for it to have on
the viewer? What growth do [ seek from it personally? These
inquiries, grounded in the current socio-political climate,
guide me towards finding answers. During this phase, the
topic's specificity emerges, directing the choice of materials,
mediums, and format.

For the past four years, my focus has been on exploring
consciousness - its formation mechanisms and transformation
means. Essentially, what knowledge or consciousness does a
new era demand to foster a society rooted in justice, equality,
and empathy? This inquiry leads me to delve into psychology
and trauma work, neuroplasticity, radical phenomena like
organ regeneration (blastema), cosmology, and various
spiritual practices, constructing a holistic understanding of
thesubjectorissue athand.

A pivotal step in project development is selecting a title,
serving as the conceptual core around which the project
revolves. Only after finalizing the title can I proceed to the
physical creation of the artwork. This preparatory stage
intertwines analytical and intuitive efforts. Material research
and information gathering go hand in hand with intuitive
decision-making. My perspective on intuition views it as the
aggregated knowledge of our multicellular complexity.
Western civilization often prioritizes intellect over the body,
hence relegating intuition to a lesser form of knowledge
compared to acquired intelligence. In this context, Professor
Levin's research at Tufts University on cellular intelligence
greatly fascinates me.

The exhibition's installation is a manifestation process,
always leaving room for serendipitous discoveries. From




the opening to the closing of the exhibition,
it transforms into a living entity, allowing
me to fully comprehend my creation.
Pierre Huyghe's notion,

"I don't want to exhibit
something to someone, but
rather the reverse: to exhibit
someone to something,”

resonates deeply with my approach,
capturing the essence of my aspiration for
each exhibition.

Your works frequently incorporate a strong personal
and biographical dimension. In the context of
contemporary reality, how do you view the role of an
independent artist's self-expression, especially in
relation to social and political issues?

The focus of my work has never been solely on personal
narratives or autobiographical elements. To me, my own
stories hold significance only when they intersect with
broader historical and collective experiences. Issues like
patriarchal structures, the suppressive forces of religion, and
systemic upheavals (such as the dissolution of the Soviet
Union) have shaped our societal dynamics. I am fascinated by
the interdependence of multicellular organisms and aim to
uncover and emphasize novel connections and the intricate
web of material, cosmological, and biological interrelations.
The interplay of mutual influences, along with collective and
personal experiences, constitutes a continuous process.

My work, "89.19," which spans from the events from April 9
through the fall of the Berlin Wall, delves into these very
political transformations. Additionally, the expression of self
through dance, particularly within electronic music, captivates
me. The underground culture, music, and communal
gatherings represent areas of deep interest. In my view, these
realms epitomize a porous space of communal linkages.

Consequently, the notion of the artist as a solitary, subjective
"creator" no longer appeals to me, especially as modern cultural
production has evolved to a point where the artist is just one of
many contributors to "art." Over time, my interest has shifted
towards collective creativity and vision, where each individual's
contribution is as vital as each cell in a multicellular organism,
yet simultaneously part of a larger whole. Embracing these
concepts and envisioning the artist through thisbroaderlensis
paramount for advancing to anew stage in the global narrative.
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The thesis presented below -

Transformation of visual signs:
artisticforms and conceptsin
Georgian version of postmodern art

-isresearch focused on aprocess goingin Georgian
contemporary visual art. The work covers the period from
1990-ies tonowadays, i.e.

when Georgia began the new history by declaring
independence and all institutions or forms of social-
cultural relations were destroyed or started look for ways
of modernization.
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Self-definition of Georgian visual art and its search for Bie 8

meaning in new reality is connected with attempts to build
connections with international art processes and widening
of activity areal. Those attempts were based on prehistory
in Soviet times where despite the strong censorship there
were some artists were interested in actual art and do
nonconformist works, later some avant-garde groups
appeared in Perestroika times who started to rethink all
missed experiences of years of isolation, as they intended
to insert them in their local context through different
experiments.

Postmodern art expresses itself as the most liberated
vision where artist is extremely free to choose different
mediums, formats, contexts. He/she can decide to do
installations or video art, do works in new media or by
using traditional painting or graphic techniques or
combine mediums. There are no limitations or demands to
obey established aestheticrules.

The quality of freedom beside the endless stream of
information which was brought with new reality became a
kind of obstacle for cultural processes in post totalitarian
countries in whole. For Georgian art scene was not easy to
receive new conditions and answer requirements of
international art world in order to be a equal member of
processes of contemporary art.

Georgian contemporary art is evolving in a very
complicated context and the situation becomes more
problematic because of lack of different research works,
almost absence of art criticism; It's a result of fact that
methodologies interpreting contemporary art are familiar
for a very few representatives of local art space. Soviet
tradition was recognizing only one artistic way of seeing
embodied in socialist realism and the only theoretical
method as stylistic analysis. This base is not enough to read
or create contemporary art and beside this the art in post
socialist situation has its specific features that are why it's
necessary to consider characteristics defined by local
context.
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The picture of Georgian contemporary visual art displayed in the thesis includes periods of
introducing and rethinking artistic alphabet of contemporary art, the first experiments and
searching forms of presentation. Examined period was accompanied with efforts of analytical works
in order to create authentic forms, to identify own context and enter in the process of international
art world. Forms and concepts of Georgian contemporary art arisen in the stretching conditions of
postmodern art is important not only from the standpoint of art/sphere's development but also it
has another meaning as this segment mentioned here is a consisting part of ongoing discourses
connected with transitional period and is presented as one of the participants in transformation of
society's consciousness. The thesis is presented in a format of historical monograph based on
conceptual analysis, where the contextreveals asa defining pointof issue
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Lobymgdgdo Loghmm 3m33mBoEnol d935003969cm0 boBogmo beogde.
1986-1987 6emgdd0 dboh3zMgdn, G™Icmgdaz RoGmymo v60sb 339-
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6o 339930Lm30L 03 LogMEEL godMYMAVB0 OO 0gm 30o dYMOdol
63emoemo. 9mLgdYm 33e0m9300 Hggduhgdobo oy bihohogdol Ydghgl bo-
Boemdo y39emaoh bodgolidyemoo, MmA doMmFob0830em0l LobgemmLbm
oGbgdomom ,39-10 Lotmymob $3930L ghma30m 3d3Mdgmgdol
Bo63moggbL 89330m0eM0 50030eMmBgdMgMB0m, 8935003960 MB0MNS
o 396Lb3039070m0 J0Ea™m3g00m. 33193380 99hoYM0 Fdomds BYM
00 839cm0dgd, $39x3L 8999 Mo 3Mm3d Mo308300m0, 39HOMOYINO©
LobgemMbbMBn dMEOMEBg6 o 3YFomdBIL Lbgd dbo¢hztgda(s. doM-
$960830em0b 3memgdhozolb 38omdolb bhoemo Moo3oemyMoE gobbb-
39300900 B0bo 39Momeol 3G0ghn30bg0b. o dbohztmgdo y3oMohgbm-
0oL 96049096 3mb67396h M0 MEBohb BHommmBg 3ydomdsl, gdb3go-
396¢hn6 9096 LbzoOLbasd FoboemgdBg, 0ygbgdgb LEAJgbgdTM Logmgde-
390, 96gmd96 09(300-39ORMEFo6LgAL O J360b LdbhgMgbm md0gd-
h90b.
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The text was commissioned by art organization Propaganda network in 2021 and
full version is available on this link: rb.gy/wkn2av
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1970s-1980s (especially the second half) has been perceived as a period of
“Perestroika” which appears to be of vital importance to the post-Soviet
environment. Certain general socio-political events that took place in the 1980s
affected all life areas and apparently ongoing Georgian cultural processes did
not serve as an exception.

A creative timeline of the 1980s can easily be analyzed as a two-stage scenario.
The first phase would be considered around mid 1970s-1980s, while the second
one - emerging specifically in 1984-1985. Artists of an earliest wave have been
mentioned in art history research papers as “1980s Generation” representatives,
including notable painters such as Irakli Parjiani, Levan Chogoshvili, Gia
Bughadze, Merab Abramishvili, Gia Edzgveradze, Luka Lasareishvili, lliko
Zautashvili, Irakli Sutidze, Levan Laghidze, Jemal Kukhalashvili, Shalva
Matuashvili and Gia Gugushvili.

For initial front men of the 1980s, creative processes flowed in a distinctive
direction. They could even be classified as certain groups, according to their
respective areas of interest. E.g., a cluster formed around Georgian artist, Shura
Bandzeladze, was fascinated by Eastern philosophy and abstraction, including
Gia Edzgveradze, lliko Zautashvili, Luka Lasareishvili, Gela Zautashvili, Gia
Mgaloblishvili and others. Another circle was highly captivated by the theme of
Christianity, its philosophy and history, constantly thinking about the ways of
reconnecting with eternal spirituality. This so-called union involved Gia
Bughadze, Levan Chogoshvili, Irakli Parjiani and Merab Abramishvili.

In the second chunk of 1980s, throughout “Perestroika”, a space for Georgian art
gradually became more diverse and open alongside being chaotic and confusing.
Processes were accelerated, a number of activities were conducted
occasionally. Overall, it gave a revolutionary scent to an art scene, accessible to
abroader audience as well as Soviet government.

By then, artistic unions were a common practice that centered around creating
collaboratively in a shared environment. Some of these coalitions were informal
and internal, while others were based on preceding manifestations and similar
values. Unlike similar associations of other Soviet countries, these were driven
by the will of experimenting, learning and exploring. Thus, Georgian 1980s
aesthetics remained in the process of producing itself, without reflecting on
challenges that surrounded them. Their creative quest was primarily guided by
the Western art expertise and context.

The earliest group founded in the 1980s was “Archivarius” that united Mamuka
Tsetskhladze, Gia Loria, Goga Maghlakelidze and Karlo Kacharava, who
generated their own manifesto. They held an introductory exhibition in 1984,
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December, in Gia Loria's own apartment. “Archivarius”
mainly focused on fairytales, mythology and an expression
of a heroic, knightly soul. It was followed by a series of
other displays of their works, which led to 1986 - a year in
which “The 10th Floor” popped up. It was an innovative
union, working in the attic of The State Academy of Arts. In
contrast with “Archivarius”, “The 10th Floor” was much
more spontaneous and fused artists like Mamuka
Tsetskhladze, Mamuka Japaridze, Karlo Kacharava, Oleg
Timchenko, Niko Tsetskhladze, Gia Loria, Goga
Maghlakelidze, Temur lakobashvili, Gia Dolidze, Lia
Shvelidze, Maia Tsetskhladze and Zurab Sumbadze. “The
10th Floor” was never limited to these artists, some have
left and some have joined over time - it was never meant to
be fixed or even precise. However, another exhibition held
on 25th of June of 1986, in Mamuka Japaridze's studio, only
featured artworks of Mamuka Tsetskhladze, Niko
Tsetskhladze, Karlo Kacharava, Oleg Timchenko, Maia
Tsetskhladze, Mamuka Japaridze and Temur lakobashvili.
These pieces of art included portraits of kings, dwarfs,
knights and demons. Members wanted to access
neoexpressionist manners of depiction, rather than just
formindividualistic faces for these characters.



https://archive.propaganda.network/ka/overview/period/2

Arranging a group was a form of survival for young artists,
an outcome that they were searching for. It also served as
a portal towards further development and self-realization,
through shared experiences. The next phase of “The 10th
Floor” was filled with demonstrations, performances and
massive shows.

A broad audience first saw their show in Thilisi History
Museum, which included two vast expositions. Since 1987,
“The 10th Floor” moved its working habitat to The
Marjanishvili Theatre, as Mamuka Tsetskhladze started
working there as a painter-decorator. Therefore, 1987-1990
can be considered as a “The Marjanishvili Studio” phase of
“The 10th Floor”, with renewed approach. Lia Shvelidze,
mentioned earlier, began working more actively, Koka
Ramishvili joined the group... Artists proceeded working on
huge canvases, experimenting with different materials,
with the paint used for constructions still remaining
relevant.

Other than shows of local importance, “The 10th Floor” also
used to take part in international art events. In 1989, “Black
and White Gallery” of Budapest hosted Mamuka
Tsetskhladze, Mamuka Japaridze, Oleg Timchenko, Niko
Tsetskhladze and Koka Ramishvili with an exposition. In
the same year, Koka Ramishvili visited Leningrad (Saint
Petersburg) too, as The Soviet Socialist State Ethnographic
Museum opened up an exhibition presenting Georgian
avant-garde of the 1980s. A year earlier, the same union
(with an extended number of members) participated in an
international symposium of Narva dedicated to avant-
garde art. A lot of new-comers joined “The 10th Floor” in
1991, organizing an exhibition titled “America 500" together,
after which, unfortunately, the unity principle of the group
was lost.

All the events that took place in 1980s art scene of Thilisi,
portray the vigorous willingness to hasten away from the
Soviet dimension and maintain memory of a historical
discourse. Some artists found a way out through
emigration, others discovered an intangible shelter via
working collectively. “Perestroika” had clearly formed a
special environment in which things that were previously
unseen, became visible. Georgian avant-garde managed to
create its own sui generis aesthetic and theoretical
principles in just a decade, alongside expressing
postmodernist hues at certain points.
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- P3960 0ghoyMM0O0 d0doMmmymos 30630900 BLEBdMBOEMYINLO O EIMIMBO0L dngM MO3L-
9mb399tm0 30MHMB0MMdYINL OLIMIEOHOE0L3YE. bgmmmabgde, HMABgME 0madm39bEgdo gob-
BB MO0L, MobogMdbmdL o Moz30LYROM Jagrgdol gwgaeE, dmgmgbomo hmmaoboo. bg-
mMM36900 0ot dM0L JuMYH0ZYM0, IMGOMPY®HO, EEIM0Z8JOMMYMO, IMIMIdMYOINIO. ML 0L
dmombm3l oghoy® 3mBoE0dL...c , 3300b9mM MM 0eM3M Boyhd3znmol gabymo Loyaybol 70-
060 6emgool 3oboxngbhdn, MmMAgMOE 30MaoE dodmbodhogEo dbamaodMms 0bdhgmadhromgool
9Mm0 66Ol EEIMINEIOYMIISL Boddmmo HMHIMNHIMNBANL, (3030 Mol o MobAEY30
3MmmE9LYOOL F0domm. LEM®MYE 08 EMML YJoeMmndEod Bogommzgmmdn dbohgtol obogmo hodo,
HMIIMOE 30MIJH0Y®m ,,3036MBL” Mo30L7ROM 5gdOL O 30MHM367Mm 3oLybolidggdemmdols y3o-
0L306goUL. (30000, M0 631930900 ML AOBL 03 EPMMOL MROEFNOM M 3odMNRYBYBBY. Bo-
39006 39bgnmg090893 00bo FbmME Mabodmodmgms 306ym 6GMgdn Loydem™Mdgb. gb 1950-
1960-06 6engodo 00goYM dbodh3ommo 0l MOMBdY, MMAgmoE 1980-06 Bemgddo dmaboom
3603369¢mm30b (3300M 9390l IMIBoYYMO bggde o 3MbihLoddmms g3mgol obogm 0gmydogo-
Lo Mo YMO 0dmMB393900L 3BoL ©3FMI0bYAL.

1980-1990-060 6¢mgd0ob 0eM03M Boy¢hodzomol Immgobgmos dghBomac Lodmamgol dogmado
0603330 goUL. LEgMMOTMMOLM FZYRYMO o LM FodMNRYHJo0m LbgoELbgo J394bol goemgmyg-
9080, 39891390L0 o LobgmMM3bgdM (396¢MYAT0: BggOEEMNY, 39Maoboo, BNV, LoRMobagmo,
00 0O0hb9MO, 037, BLddgMdbgmo, 09eMa0d, H0EIHMOBEYIN, MYMIINO, 3MMMbIMO, MHYLY-
00, Hhongob0, LddbMmgm MM, M7JLgddYMR0, dMBO0, 0HOM0V, dMLBNO3gMEga™M3060.
Boyhodgnmol 390mgagrgool 9mm-9Mmo odobolnomgdgmo bodobo ghmo o 03039 bo3ydg3-
0L 308700 LAHGYIH@OL 33t Jo0m, Bbgoolbgs 36d3bgmmmdnl 899abol dzgemmdoo.
0000 0l M0mgML B00b0dbYAL, ™3 360F36geMMd 06O bMEMME Bgbgdom, dMdgE 0d Logbgdol
ON0gOHMNM000 3000Bg30 o bgmmmgbgde oMo Panomm LBogobdn, otmodgE Logbgodg A396L
Bo®AmMEagbgddno. ,bgmmmgbgds MMAgmmbog g 39090, 3oty dm3emgbgdl dmmol Rbpgde
(00 EMMOOMYEM M9dgol 9bdoy®gdo. EOIMY30IOMMID O MO30L7RMYd LBMEMgE ol 3otm-




09000, MdMAgBY3 306OHM36900L O BoBMZOEMBOL YMHMNIMMMOD YOS d03MU. bgemmabgdo MHgomMBolimob dgbgdnl o obagmo nggdnL go-
dm3gmgbols bddgomgdvs. Agdn 3oBdobo obogmo 3608369emMBgONL 0eMdmPgbos, HMAgMOE (3M3MYONL ORGP O 3oMmOEMILHM 3MbHgJLHL
030mgbL“ - 03dmM0OL dbohgoMo.

0003006960 gobdM3ngm oo, 39¢Hoa308039M0l 33eMmg30 o 313030 HEMOBLAMEMTdE0S 0eM03M BoYHhd30emoL 3gdmgaggdol bodo domomao do-
3oMmMnYd0Y. 01 P H0dgEoPYGMO LodYOTNJOYOm ob0370MgdL, Molm3nboE goblbge3gdymm 3MmbhadudL 0ygbgol. hadudn, mdngdho, 0dogo,
Bog®Eg o bdo dobmgol ghmbontom 860836gcmm30b0s. Bbdh3oM0 Mog0l b3Hdg3™godn (3OMMOL obagMmEmML MobadgEMmMay JumIHN3o,
000 MJ30L YJROM 3gh0, 30Mg FomME 9830MH07M0 0b BIBLOHOYMO FOAMEENMYINY. JHMO 1T, MO FbOHIMOL Y39cmd bFYIIIIML 0gM-
006900 0bod, HMA LB 06 dMNSL ¥8d> MY 08 3MMBENIAoL BbmemmE HEMPLBHMOEND b FohMYd. Bobo 6337893¢9d0 ymagmmmaal Bhm3g09b
930 06HM3MYHOEOLO O BbHBNNLMZOL. Fobmzal bgmmmgbgde, 039 MMIMME 3bM3Mod, Y39emody dMymmEbIMn 89300bgzgdol-
™300 3063913600 LogMEgd, 3930mbggonlm3al, MMIMgdNE N3oLIbmE aMARgboL dgdmbggzados 30, M0mddol 8maBYMmOZ BRMMTdENL 0d-
(93000 Mbd3gEMMZ3gMddY.
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“..Our activities aim at discrediting the conditions imposed by the ideology. The art, resulting from openness, compassion, and freedom
is itself a significant event. Art is no longer aesthetic, moral, didactic or modest. Today it demands an active position ... " reads the
manifesto of lliko Zautashviliin the 1970s. It clearly expresses the attitudes of a certain part of young intellectuals of the time towards the
Soviet totalitarianism and the Cold War. It is at this time that a new type of artist is emerging in Georgia, who puts the free will and
personal responsibility against the collective "hypnosis". Their works are nowhere to be seen at the official exhibitions of the time. They
can speak openly only in small circles of like-minded people. This generation of artists, born in the 1950s and 1960s, was prepared for the
significant changes that occurred in the 1980s and favored real challenges over the new illusions of the post-Soviet era.

WISH | WAS AN ARTIST WISH | WAS ETERNAL
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From the 1980-1990s lliko Zautashvili's activity has largely shifted to the West. He participates in many international group
exhibitions and solo shows in well-known galleries, museums, and art centers in Switzerland, Germany, Denmark, France, Great
Britain, the USA, Greece, Belgium, Netherlands, Turkey, Poland, Russia, Taiwan, South Korea, Luxembourg, Brazil, Italy, and Bosnia-
Herzegovina.

One of the hallmarks of Zautashvili's artwork is to attempt the creation of different meanings by changing the visual structure of the
work.Insodoing, he seems to argue that meaningis achieved not only by objects but also through the relationship between objects
and that art is not in the objects but in our conception of subjects. “The art I'm looking for reveals itself amid contradictory events
and responds to global issues. Independence and freedom are the conditions upon which the relationship between the individual
and society must be built. Art is a way to get in touch with reality and discover new ideas. My goal is to reveal new meanings which
disclose the hidden and paradoxical context of life,"says the artist.

The human dimension, metaphysical research, and constant transformation are the three main characteristics of lliko Zautashvili's
artwork. He navigates through multimedia means and employs different contexts. Text, object, image, space, and sound are equally
important to him. In his works, Zautashvili strives to expand contemporary aesthetics to say more than just empirical or sensual
experience. One thing that unites all the artist's works is that they are not mere illustrations or quotes of the problem through art. His
works always leave space for reconstruction and fantasy. For him, art, as well as life, is a space for the most unexpected questions that
even ifleft unanswered, provide almost complete information about modernity.
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Y0303 30039630060
Tractatus Logico-Philosophicus, 1921
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bgemm36900L b3oMmow dMOMMa039Gm0L, 0MHOE0MBIMYMOL o 0b6¢hYNE0L LAgEMLMOE ©30380609896. A3960 d3gMMISS bgemm3b930L ©33306M0 (30emboby
393900 393000MMM3MM d 0L 3m6E3I3HNOMYM 30083006 3ob30bocmmm. 0l G bgemmabgdsol Yoo3ommYMmo, 98MM3b69d0Ls o d93hdbgdgdal bobmy-
B0 BoM3MoBgbL, bBoMmow dmybyrmmgdgemmsb 3omedodgdol gBom dnomEBg3s. 93 gobbogm3sdo (396¢hMmomy® 3603369cmmddL 0dgbl 30hagbddhonbol gdymy-
3900 98M0L, bLddyommb, GMaMME BOJHL, S BOJHOL HMaMME bodolb goodMmgdsdy. gbos bobdhgds, ool ymagmmaol Bgodemgds oMAgL Momo3 dydo-
©900. B30 dmbBMId0M, 5333060 33900 ©YInemol, boBYdolb d9b-dyEbHYG dmJdobmsb 0g03gdY. gbve 3GBLIgddHYMN, ¥G3gw B0bdgobo d1bgdol cmgo-
39, M3 9Mdgmm0 LdbgeMM36gd™m 3080BMIMINL FmOgMbgdO® 09130, 3obLOINMEJONM 3MB393HYOTYE B0 MNYMIOJINL 3o630mMgdaldL (FMb dgoso,
3399530 3emygdLyLo o bbg.). 3gmH0dgoy®mo 3odmagbol, ,i30dG0b HMHgdhmMool” boznMohmGm 3mb(39%33003 39dMYMIagmU, 30dag68¢Ho0bobgnem gbmo-
603 0LOBMIMYMMISL, gn3gdgMY godmALb3gmMMALL 308YomYMmO® 033emg3L, BMAgEbLE 3Mb3MIHYMm dGHALHYMmO 653yg3trgdal gobbogmzolol
3063030 (3m0m. ,030dMH0L HMOgIHMES”, Mg 3cmodhBm®dob Unarchived Semiotic-o0b 0bogomgdom gobbmmzogmes 303963ho0bolb obodmaty-
0L Mmm303ye 3mb3gREOL dBIGMMIOL Bodeol 3G MmEgLydMmYM0, 898mgdggdomo gobboemzom. Bodho, Gmam®E boho ©3 8g3mb3zg3odnl LEMY-
™9dYem 65393930630 30D god. 530639, 3o8Ma3g60b LOZMEYI CHMZN3d O 3gMAIHM0S LbzoEOLbgs EGOMNm 3tgBg BYIdN LoeghmE ™ dogdgdl
BoG000396L. dSemhghbognyemo 893mJaggdnmo BmMEgd0m goodMmgoymo Hgommds s bgmmmaobolb HgmmgdLo®mgds 53539 Mgommmdal 3(m0Boldg 8gdmd-
8900900000 0653030 - 3MEbdT0 3EMEgLOL 3o630306HMO9OgM0 beogdes.

09 3 m39b30 (Mmganh0dYM0S 36350 Ld30Mbo - MO 3L bgemm36930L bLgdomdnzs? Mo 6086mdM030 Lobhgdnm byrmdm3aobgemMAL bgemm360? Modgbo®
890demgdd P30009M9boe 06000300 YG 893mMJaggd0m0 3G Mgl baBootm gobwgl. B3gbl Ggoemmdddn vMLgdYM LmEndMYMo s 93BoLHgbE0mY-
60 09950 030b 0603303 3odm®gbol 30875emYE0 96 S MOBoHYMF0d ZobobomogL bogdmEM-EMMom 303806 gdL. 893mdaggdnmn a3ngdMol goblbgogy-
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The limits of my
language mean the
limits of my world

Ludwig Wittgenstein
Tractatus Logico-Philosophicus, 1921

The text is adapted from a report presented at the 13th Semiotics Scientific Conference
of the same name

Art is frequently perceived as theiillogical, the irrational, and the intuitive. Our endeavor seeks to broaden
such a rudimentary perception of art by viewing it through a conceptual lens. What renders art
distinctive—a fusion of intellect and emotion—is often realized by engaging with the intangible. At the
heart of this discourse are Wittgenstein's insights on the comprehension of thought, the conception of the
world as a compilation of facts, and the depiction of facts as images. This framework allows for an element
of silence, where not everything must be articulated. | believe this mode of understanding bears
resemblance to the Zen-Buddhist appreciation of silence. It embodies a logic that is non-schematic yet
inherently natural, serving as a wellspring of inspiration for numerous artistic movements, particularly
those within conceptual art (e.g., John Cage, the Fluxus movement, etc.). The curatorial concept behind
the multimedia exhibition "The Trajectory of Thought" visually delves into the realm of the unspoken,
drawing upon Wittgenstein's notion of linguistic determinism and ephemeral expression. This
exploration will be further elaborated upon during discussions of specific artworks. The "Trajectory of
Thought," as initiated by the platform Unarchived Semiotic, extends Wittgenstein's logical framework of
determinism to encompass a processual and creative examination of thought. Here, the fact as an icon
emerges within the completed work. Moreover, the spatial logicand geometry of the exhibition unveil the
author's investigative journey across different layers and periods. The reality as reimagined through
alternative creative forms, along with the artist's meditations on the crisis of this very reality, emerge as the
driving forces behind creative dynamics—manifesting as a vibrant, ongoing process.

In this process, these are legitimate questions - what is the semiotics of art? What sign system does the
artist utilize? How likely is it that a highly individual creative process becomes shared? The visual language
and dramaturgy of the exhibition explore the spatial-temporal connections around the social and
existential themes in our reality. The environment and circumstances, revealed through different visual
formations of creative thought, manifest in time-worn reflections, prints, and images, whether left behind
or suddenly vanished. Through spatial dialogue, the exhibition's concept enriches the visual language of
art with philosophical and anthropological dimensions. The relationship between the sign and the
signified, the individual and the environment, the observer and the author, is articulated in the exhibition
format through the works of artists from different generations and experiences - Tornike Gognadze, Keti
Kapanadze, Thea Nili, Nino Sakandelidze, Oto Shengelia, and Davit Chikhladze. The diverse creative
approaches of the invited artists - photography, spatial objects, installations, digital and graphic drawings
- create an undefined trajectory of creative thought in space, characterized by a minimalist-conceptual
understanding of the exposition. By examining the works and creations of the artists featured in "The
Trajectory of Thought', we aim to elucidate the dimension of art and creative thinking, which is clearly
structured and collectively forms a distinct conceptual niche for boundless contemplation.




Tornike
Gognadze

Young artist Tornike Gognadze's works emerge
from the interplay of geometry, abstraction, and
spatial relationships. Gognadze frequently delves
into personal history and experiences, crafting an
overhauled narrative of the past and memories
through personal stories. These narratives often
derive from research into the Soviet and post-
Soviet context, religious and political influences,
showcasing how the artist typically transforms
spaces through architectural interventions. The
piece "Space Station" engages with the reality of
the pandemic, where concepts of home, space,
and the individual's isolation are reimagined into
sketches of spatial objects and painted fabric. This
journey from intimate fabric sketch studies to the
creation of a spatial object illustrates the artist's
method of exploring personal observations. In this
exploration, geometric motifs sketched on airy silk
fabric, painted with natural madder dye, transition
into a transparent glass structure, reflecting a
meticulous examination of the intersection
between personal space and artistic expression.




Fragmentation of structure, shape, line, and a laconic yet intermittent dynamism,
coupled with a play on memory and reminiscence, are themes that unify Nino
Sakandelidze's series of paintings titled "Wrinkle-by-wrinkle, | study your memory
of the past and tomorrow." The artist embarks on an experimental journey into
archetypal memory - the potential for recollection and the intimate spaces
between remembering and forgetting. Sakandelidze employs her unique visual
semantics (sign language) to tap into the brain's capacity for thought, challenging
viewers to consider the interplay of power, chance, inevitability, and choice
through the material's submission — the contours revealed within the inextensible
cracks of coarse calico. "My static action is better than your planned movement"
serves as a provocative statement by Sakandelidze, who, alongside iron
sculptures, showcases a manifestation of creative thought within the exhibition
space. These sculptures are part of a long-term project where the personal
intersects with the historical, metaphorically "cutting" through the iron curtain.
Sakandelidze's work is marked by an attention to detail, a nuanced perception of
the mundane, and a philosophical-poetic approach to intuitive sensitivity. She
navigates the realms of modern visual perception through a continuum of
opposition, reflecting her own surrounding reality — simultaneously painful,
ironic, and playful. With a keen eye for both aesthetic and anti-aesthetic elements,
Sakandelidze lends equal weight to fragments of everyday life. Her reflections on
the past, viewed through a contemporary lens, intertwine a critical-poetic
discourse often related to Georgia's recent history, the legacy of Soviet influence,
and the poetic dissection of daily existence.
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At the exhibition, Keti Kapanadze's work unfolds as a metaphorical experiment in the
structuring of thought, presented through her photo and word-objects. These words serve as
formulas, acting as associative signs of the irreversible process of thought, markers of physical,
mental, and emotional transformations from beginning to end. In her aluminum objects and
abstract photographic works, Kapanadze's efforts reveal a dualistic interpretation, engaging
with the conditionality of imagination and established meanings.

Keti Kapanadze stands out as the first female conceptual visual artist in the recent history of
Georgian contemporary art, with her current residence and workspace located in Bonn,
Germany. Her early conceptual pieces, graphic series, and photographic works delve into the
playful nature of words, the intricate detailing of environments, and the imagery as a signifier.
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"The Trajectory of Thought" prominently features the pictorial investigation of environments as a key thesis. Thea Nili, through the analysis of digital
imagery and the minimal reconstruction of disintegrated forms within the exhibition, articulates a common theme in her practice. Nili's series, as
elucidatedin the title "Anatomy of Existence," showcases the precision of forms derived from the disassembly ofimages, thereby constructing herown
encoded reality and responding to the external physical world. This process of abstract image creation, achieved through the pixelization and
destruction of realistic photographic imagery, explores the interplay between virtuality, reality, and the author's perception through photographic
archaeology. Nili, who has spent years working in Germany, now resides and creates in Thilisi, blending photography with digital media in her artistic
practice.
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Oto Shengelia, a young artist, explores the playful and linguistic
connection with virtuality in a distinct manner. His focus is on a
pivotal aspect of modern culture: virtualization. Shengelia's
works often stem from an experimental grasp of this notion,
where an image, once translated into digital language, re-
emerges in physical reality in an entirely new guise.
Consequently, the artwork, as an instrument, transforms into an
image itself—a medium where form and content are inseparably
intertwined. Through a series of exhibited computer script
paintings, Shengelia investigates the polarities of physical and
virtual realities. He converts digital scripts of computer images
into pictorial objects, engaging in a playful manipulation
between the realms of the real and the imaginary. This approach
renders the outcome itself as a tool, embodying Marshall
McLuhan's idea that the medium is the message, especially as it
pertains to thinking of simulacra and the diminishing distinction
between the original and the copy.
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"Mirrorim" is a series of visual poetry by Davit Chikhladze, focusing on sinlge-word
works that delve into visual language and the fabric of language as a vessel of
meaning. These works present typographical paradoxes that transcend their
formal structures and inherent meanings, unveiling new lexical entities that
express motivational, hidden, or potentially perilous aspirations lurking within the
subconscious. Presented as a video installation, "Mirrorim" embeds perpetual signs
or hints within its spatial context. Chikhladze, a poet, theater artist, and critic, is
recognized as a pioneer of experimental and innovative processes in the latest
chapter of Georgian art history. Having spent years in New York, he currently resides
in Tbilisi, where he directs the Margo Performance Theater. Chikhladze's work,
whether in poetry or experimental theater productions, is marked by performative
nature and atypicality, underscored by a keen observation of time and space.
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At the conclusion of our discussion on the artists and their works, we aim to
encapsulate the core motivation of the topic at hand: to explore the indeterminacy
of creative thinking through the nexus of art and semiotics. The works examined,
serving as conceptual arguments, unveil structures rooted in research and a
rational approach to creativity. Despite the diversity in mediums and ideas, a
unified methodology emerges, positioning the discussed works within a collective
cognitive map of creative thought. The concept of trajectory — interpreted as a
marker of movement and cyclicality — translates thought, comprehension, analysis,
and reflection from theoretical to practical visual representation. This fusion of
multidisciplinary, scientific, and creative methodologies engenders an 'aura’
(invoking Walter Benjamin's definition), establishing a realm of thought where
structure is perceived not as schematic but as deeply sensory. Therefore, the
indeterminacy of creative thought embodies both a rational and mystical
dimension, adhering to an intricate internal logic and unfolding within an infinite
creative process. This perspective seeks to engage with conceptual art's exponents,
suggesting that all limitations and apparent necessities are essential structural
determinations, uncovering a broader scale of unbounded creative will. This is
most evident in the act of revealing the ineffable or in contemplations upon it,
showcasing the vast expanses of creative potential.

About the
exhibition

Tornike Gognadze, Nino Sakandelidze, Keti Kapanadze,
Tea Nili, Oto Shengelia, David Chikhladze

The multimedia exhibition "The Trajectory of Thought" was conceived as part of an
initiative to foster contemporary art projects, hosted at the Gori Art House. This
endeavor was realized in collaboration with the Gori Photographers' Club and
supported by the Gori Municipality in the fall of 2022. In the summer of 2023, with
support from TBC Concept, the @unarchived_semiotics platform adapted and
showcased the exhibition at TBC Concept's multifunctional space in Thilisi.

Founded by art historian and curator Mariam Shergelashvili in 2022, the
unarchived_semiotics platform embarks on presenting multimedia initiatives and
artistic inquiries that span various temporal layers, concepts, and artistic
experiences. unarchived_semiotics delvesinto the dynamics between the sign and
the signified, the individual and the environment, as well as the observer and the
author, showcasing the works of artists from diverse generations and backgrounds,
thus exploring a broad spectrum of semiotic relationships within the realm of
contemporary art.

The
Trajectory
of Thoughts
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Since completing his academic art education in 1987,
Mamuka Japaridze has dedicated his career to conceptual
projects.

His artistic medium shifts according to the specific
context and space, encompassing a diverse range of
expressions such as happenings, collections of objects
and images, long-term photographic archives, and video
projections; this also includes photography, linguistic
manipulations, drawings, sound series, and prints. His
work "ARTRA" was showcased at the 48th Venice Biennale
in 1999 within the Georgian Pavilion. In the same year, his
video projection titled "Eye Trees" was exhibited in Atlanta,
USA.

Japaridze's creations have been featured multiple times at
the National Museum of Georgia, including “Reframing the
80s" in 2012 and "Re:Museum” in 2014. In 2016, his
installation was part of the "Beyond Credit" exhibition at
the "Art in General" gallery in New York, displayed
alongside the works of other Georgian artists. Mamuka
Japaridze continues to live and produce art in Thilisi and
London.

“I recall the inquiries posed by foreigners upon witnessing my rigid
minimalism against the backdrop of the post-Soviet Georgian imagery
of that era. Meanwhile, | had dedicated myself to meditation, rational
and logical exploration, as well as to time and self-engagement for the
sake of preservation. In the early nineties, amidst a tumultuous period,
my stance likely appeared strikingly alien. Yet, fortunately, this
language and artistic strategies found resonance within the scope of
contemporary international discourse. It was the dawn of the digital
revolution, a time when devising strategies to navigate impending
changes became a contemplation for artists. Concurrently, the
Georgian language encountered its own challenge; the poster logos
emblematic of budding capitalism necessitated translation, presenting
us with a novel task. During this crisis, the conceptual art of myself and
several peers emerged at the vanguard, unveiling a vision and
perspective of the future. Whether these ideas were utopian in nature
(indeed, my black and white square ornament might well resemble
Thomas More's alphabet) remains uncertain. However, for me, this art
acts as a catalyst, evoking the memory of an era in which the images of
the past are revealed to me.

Generally, my exploration revolves around how objects exist across
different periods of time - within a realm beyond temporal confines and
beyond the objects' definitions shaped by human utilitarian
perspectives. A fundamental principle guiding my inquiry is the
examination of the boundary separating art from non-art. For me, the
four-dimensional space of the artwork, alongside the aspects of events
occurring at specific moments, holds significant importance.”
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KOTE JINCHARADZE

Kote Jincharadze, an alumnus of
the Thilisi State Art Academy, has
served as a professor at the same
institution since 2001. Throughout
the 2000s, Jincharadze's artistic
endeavors were showcased in
various art spaces under different
titles, such as "OBJECT SPACE" at
Rouin Gallery (Geneva, Switzerland,
2011), and "Silence is a sign of consent”
- a performance in Pont-Neiff, Paris,
France, in 2011, ,Substances of Time".
His work is rooted in conceptual art,
with a focus on significant epoch-
making inventions as the main
theme of his projectsand exhibitions.
These inventions, ranging from
the primitive fire lighters of early
humans to contemporary sophistica-
ted mechanisms, are depicted in
his paintings and graphics through
minimalist yet expressive means.
Jincharadze's projects invite viewers
to engage in thoughtful contempla-
tion and critique. Additionally, his
political and social action-perfor-
mances have garnered attention,
such as the 2013 work "Silenceis a
sign of consent” in Vilnius, Lithua-
nia, and the 2014 performance
"Knitting Fog"(indirect translation)
in Thilisi, aimed at advocating for
workers'rights.

In 2005, Jincharadze established
the modern art center "Arteli -
Racha" to enhance and invigorate
the cultural scene in the region.
Furthering his commitment to the
arts, since 2015, he has organized
the international visual art festival
"Artra.” This annual autumn event,
featuring Georgian and internatio-
nal artists, aims to promote and
develop contemporary art in the
region through collaborations
with local art institutions.
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The language of art,
with its myriad dialects,
defies straightforward
translation.

Yet, paradoxically, it stands as the universal tongue,
understood by all. This is largely because humans tend to
think in stereotypes, prompting artists to communicate their
ideas and messages through universally recognizable
symbols or more or less popular hieroglyphs.

What do we truly understand about the universe? Some might

jest it rests upon three whales or, according to others, atop

three elephants. Artist Kote Jincharadze finds such simplifications unsatisfying in his quest for
answers to profound questions. Through the manipulation of imagination, coupled with
impressions, knowledge, and documentation, he constructs his own model of the world. This
model is a sophisticated amalgamation of symbols and motion, existential themes, and
detached observations. In seeking the distinctive style of Kote's special system of symbolic
metaphors, one must look to postmodernism, where utilitarian objects, photo-documents, and
scientific principles frequently emerge as foundational elements. References abound, pointing
to something or someone beyond themselves. Postmodernism shies away from direct
expressions of sentiment, such as plainly stating "I love you." Instead, it prefers roundabout
expressions, suggesting, "as some would say, | love you."” Similarly, Kote's expressions traverse
the realms of science, photography, and beyond. His creations transcend their original
inspirations, offering his spiritual insights in the language of art. It's as though the audience
views the world through the lenses of a theater binocular, understanding it piecemeal, with
each piece living its own life. In this unique eco-symbolism, a compelling system of persuasion is
constructed not merely through decoding an idea but by directly and emotionally engaging with
it. For the artist, the essence of a bridge, for example, isn't in its physical form but in its symbolic
value—a signal, a sign of life, representing complexities far beyond the tangible object. Kote
Jincharadze's oeuvre represents a distinct segment of contemporary conceptualism, serving as
both a paraphrase and, more poignantly, a lyrical metaphor for understanding and experiencing
the world.

io
bugadze

Kote Jincharadze's artistry achieves
a dual purpose: it is aesthetically
purifying as an art object and
conceptually therapeutic as an
expression of the artist-human
stance. This duality reveals a rich
interplay between aesthetic allure
and psychological depth, showcasing
the artist's motivation from both
perspectives.

Jincharadze's journey, to a degree,
embodies the quest for a some-
what elusive ideal. This quest
signifies a revival of the harmonious
blend of ethics and aesthetics
within a novel temporal and spatial
context.
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“I'm interested in giving clues to the viewer and make
them think in order to decipher piece by piece a certain art
setup which can resemble in a story. I'm mostly get
inspired by timeless themes and global issues as well from
self-experienced situations, but when it all leads me to
expression | like to describe it almost always indirectly. For
example, historical fact, literature (philosophy and
science mostly), film, musical peace or certain person can
lead me to new process without direct illustration of it all.
My multimedia Installations consist of drawings,
sculptures, paintings (layered and sometimes texturized
acrylics, oil paints and pigments), objects, prints,
animations, videos and sound. Each realized project has
a different statement. From notifications to technical
drawings to production processes to final setups
sometimes with studio assistants I'm trying to take all
extra's out in order fo reduce art pieces visually and
represent them as minimal as | can no matter how
complex the concept might be. As an artist | might add
things illusionary to complete empty or different reality,
but art as we all know is an artifact — it can't be more real
than transformed expression sometimes aesthetic, wise or
terrible.”

About art

Konstantin Mindadze is a multimedia artist. Paintings,
drawings, sculpture and video are part of larger projects,
which are often installed in large-scale facilities. He is
sometimes also a sound artist for his environmental
installations. The artist studied at Graphic Lyceum and
Rietveld Academy. His artistic activity started with the
destruction of works made during studies. There are
topics, which he constantly analyzes. Synthetic structure of
the world, mental and biological reactions, lifecycle and
death, existence and transience, love and loss,
destruction and transformation, globalization and
technologies, fears and religions, consumerism and
commercialism, historical facts and processes of decay
are the basic themes to which the artist often returns. He
usually works on several projects simultaneously.
Konstantin is sometimes interested in observing the
changes of subjects and events. Some elements of his
setups sometimes transform in parallel with true events
and change visually. Mindadze's series “fragmentation” is
related to the issues of life cycle and creates endless series
of fragments, composed of different types of fragments.
The series is based on philosophical ideas, which strive to
make Equilibrium balance with minimalist shapes. The
work is formed by different shaped fractured planes and
creates a painting which is performed with the utmost
precision. The works are perceived as sculptural objects
by the author. Fragmented planes represents a
continuation of one another, the distance between them
and the emply space participate in the creation of the
complete look of the artwork. In the last few years the artist
has created environmental installations for the long-term
exhibitions presented in various exhibition spaces and
major museums. Besides his controversial multimedia
pieces, one of his signature oeuvre includes above
mentioned, ongoing series of “fragmentations”. In
Amsterdam he is a member of Artists and Curators
association Arti et Amicitice. In Georgia he is founder
CAl (Contemporary Art Industry). Lives and works in
Amsterdam, the Netherlands and Thilisi, Georgia.
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The Universe in its holistic essence is the focus of the research of Irina Gabiani according to
whom we all belong to a unique system, to a "big organism" imagined as a kind of complex,
interrelated chain, of which we, and everything around us, are a part.

Trying to see beyond what we can perceive with our eyes, going beyond the vision of the world
as we use to know, the artist researches the innumerable similarities between the infinitely big
and the infinitely small within matter. Irina Gabiani works with drawing, painting, installation,
video and performance.

Irina Gabiani new series of works “Minimal-Complexity”

“Minimal-Complexity” is the title of the new series of works by Irina Gabiani, through which the
Artist reinterprets the language of Minimalism. Gabiani unveils the complexity hidden in the
apparently solid structures, geometric shapes and lines, in light of her view of the Universe,
where everything and everyone is interrelated, interconnected, and where every behaviour is,
therefore, consequentially connected. Reminding the viewers of such ontological
characteristics of the Universe and of the consequent individual responsibility, which derives
from them, is key to Gabiani's Art. On 24th of February, 2024 Irina Gabiani had her solo
exhibition entitled “Minimal - Complexity” at Galerie PJ, Metz, France.




About artist:

Irina Gabiani was born in 1971, in Thilisi, Georgia. She got her artistic education both in
Georgia and abroad: 1986-1990 — lakob Nikoladze Art College, Thilisi, Georgia; 1990-
1994 — Thilisi State Academy of Art, Georgia; 1994-1997 — Gerrit Rietveld Art Academy,
Amsterdam, Netherlands (MA). Irina works in multimedia art. She left Georgia in 1994 and
she currently lives and works in Luxemburg. She participates in different exhibitions in Georgia
and abroad. She takes part in festivals and biennales, including Venice 54th Biennale.
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Although most of my works are oriented towards ideas and concepts, there
exists a layer within them that cannot be "translated" into words. Hence, | regard
the explicit verbal formulation of an artistic statement with a measure of
skepticism, for such a statement implies a certain framework and imposes
limitations on the artist. | am inclined to believe that each new piece represents a
new statement inits ownright. As | have indicated in my works, the primary focus
is always on an idea. Before commencing work, | am already aware of what |
desire and what | intend to do; following this, | search for the most suitable form.
Despite adhering to minimalist aesthetics, | strive to imbue my work with multi-
ple layers and complexity in content, allowing it to be interpreted from various
perspectives and within different contexts. There are messages that can only be,
or are better, communicated through visual cues. | consider such messages to be
anintegral part of my art.

Born1974. Multimedia artist. Lives and works in Thilisi, Georgia.
Education: Graduated from Thilisi State Academy of Arts in 1998 (MFA)

Field of activity includes painting, drawing, sculpture and installation. From the
beginning of 2000th his art has been influenced by conceptualism and post-
minimalism. His works vary from minimalist drawings to site-specific
installations and public sculptures.

In 2008, he co-founded and conceived the idea for the art magazine "Impress-
ions,” which was published during 2008-2009. Since 1996, he has participated in
both local and international exhibitions and is the creator of several public sculp-
tures.

Currently, his primary areas of focus include installation, sculpture, drawing,
painting, and mixed media. He resides and works in Georgia.
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TEZI GABUNIA

The current situation puts us in front of the strange and invisible
processes. The events are taking a dramatic turn. In this series of
changes, the role of the artist becomes critical. Primarily, this role
concerns the reassessment of the existing order of things. Art has
been able to give a contrasting meaning to objects since ancient
times - like turning the tragedy into the beauty and vice versa. Under
current circumstances, daily, practical contact with objects has
increased. As a result, their aesthetic value has been called under the
question.In his works, Tezi Gabunia focuses on everyday objects. They
become like museum artifacts. This underlines two circumstances:
oneis that they acquire the properties of a work of art, and the other is
that objects reveal their own identity through the representation of a
function. This process is preceded by the separation of a subject and
it's function as an act of impossible consumption and use. Should we
accept this order of things? Or should we oppose their identity? In
both cases, critical tension is created, which itself is the result of the
existing changes.
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As the Earth spins endlessly around the sun, pockets of traditions and
customs venture through a turbulent process of reincarnation. Rites
and rituals evolve and persist into the modern day, holding together
the communities in which they originated. Collective memory is
inextricably tied to localities, informed, and shaped by the endemic
vegetation and wildlife. Preservation of identity depends on the
delicate balance between remembrance and evolution. The speed
and manner of change determine the losses and gains this process
can bring to the communities it affects. The visual language informed
by the customs of Tusheti is a conduit for exploring change and
adaptation integral to the life cycle. Reinterpreting elements from the
Tushetian way of life, folklore, rites, and ritualistic objects, the artist
presents a vision of the future and pays tribute to the customs that
ground the community in its identity. The works address the themes
of remembrance, balance, liberation, continuity, and death.

Text by Salome Papashvili
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Artist's Biography

Mishiko Sulakauri (b. 1996, Thilisi)

Mikheil (Mishiko) Sulakauri's practice considers societal transformation
through observed changes in heritage sites, shared spaces, and rural
and urban environments. The act of seeing is integral to his process.
Absurdist, chaotic sights stemming from uncanny placements and
additions to spaces and contexts around him fuel his work. Sulakauri
captures instances of simultaneity and juxtaposition in his
surroundings and riffs on these momentary aberrations. He creates a
personal semiotic language combining pre- Christian markings,
contemporary technological and construction signs, and multinational
corporation logos. These symbols and references weave together
narratives of uncertainty, anxiety, sanctioned and unsanctioned change,
absurdity, luck, resilience, and survival. Sulakauri's practice highlights
the interplay between past and present, tradition and innovation, and
individual and collective memory. His use of materials is guided by his
process, which often leads him to experimentation.

Sulakauri started out as a graffiti artist in his adolescence, developing
a signature style under the moniker “LAMB", which has graced Tbilist
streets for over a decade. He is a co- founder of a graffiti collective “36y"
(false), established in 2017.
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Artists Statement

Tamusa Zarkua's artistic practice revolves around the creation of
objects and installations that stem from research and a deep
exploration of various materials. Her work is driven by a desire to
construct narratives that delve into the intricate interplay between
cultural, environmental, familial influences and the process of
creating identity.

Zarkua's focus lies in examining the psychological aspects of self-
discovery within the context of diverse cultural backgrounds and the
uncharted territories of personal experience. Her works stand at the
intersection of opposing forces, where the dynamics of attachment
and detachment, devotion and betrayal, shape the fluidity of identity.

To what extent does an individual have an uninhibited freedom of
thought and to what extent does one have a past, an ancestor, or a
background from which identity is formed? These are the questions
that herworks raise.

She challenges the notion of identity as a static construct, instead
viewing it as a continuum, an ongoing process of transformation
shaped by external and internal forces.

Her work seeks to unravel the complex web of cultural and
environmental influences that contribute to the shaping of identity,
focusing on local examples to illuminate these themes.

About artist

Tamusa Zarkua (b.1997, Thbilisi,Georgia) is an emerging multimedia
artist based in Tbilisi, Georgia. In 2021, she received her BA degree
from the Visual Arts school at Free University of Thilisi (VAADSs). She
has been actively involved in various group shows since 2018,
including "Oxygen Tbilisi" and "And Connection," which she co-
organized with fellow artists in an abandoned school gymnasium. In
2019, she held her first solo show titled "1.9999," followed by a self
organized site-specific installation called "Saddle is My Only Land" in
2021, and with a significant solo show “Past to Betray” at the gallery
Ch64 in 2023. She has participated in both local and international
residencies, with a notable highlight being the 2022 international
Salzburg academy class of Rossella Biscotti, where she was awarded a
scholarship, followed by Weltkunstizimmer and Museum Goch
residency in Dusseldorf, Germany, within which she was part of the
show “The Me That's There Now" with her first video installation “I
Combust in Familiar Numbers”. Her works have been featured in
different online and printed publications.
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Gio
Sumbadze




Gio Sumbadze (b. in 1976, Tbilisi) is a multimedia artist. He works
in photography and has video works/installations. In addition,
he makes graphic design. His artworks focus on architecture and
structure of the nature as well as on the architectural planning
which sometlimes repeats shades of the nature and even confronts
them. As he says hias “artworks are typological documentations
of space and time”. The artist takes feedback from who/what gets
into his lens. This is the main source of inspiration for him.

Gio Sumbadze has been participating in the art projects in
Georgia and out of the country since 1990s. He cooperates with
Georgian and foreign curators and artists. In 2013 Gio Sumbadze
represented Georgia at the 55" Venice Art Biennale. Architectural
project “Kamikadze Loggia” was inspired by informal architecture
in Thilisi.

Gio Sumbadze is a member of an artistic group GOSLAB in Thilisi,
Georgia.

.......

-‘-_:\.‘_"\;."1-!".\'." rGL

ILIAE)

e




dJhNaad 6I0AMAINCN &
RJ01J 5N639hIdI

g P A
— = e e F =

T e s T IE =

7 A R X

et
T




5
-

Joemodo hgdmgob bogboo —

bggemhoboobo,
93MmJoemy™mo o Jmbobyybo.

1o %%oy

39 0 ©gmYd ghmo Fdomdo Lohyzgdol BgMnm o306ygom.
3067390m0, M3 9O 03039790 0YM 30MHIEMM 3980M130L Mgg-
Lo —“B39680”, comeEm vd80dol gyRoBy, gemgdhOm HGHOBLRMET-
hodob 390090mBg. dobomo, Joemodo Bogbor Jgnmaym,
00em0obob 39000mgdBg MV6FGEMM3g 3mgBod OdgILNYm. o
806 2011 Bgemo oym. goemogdol 3900emg00 30P09em0 0ym. S5 93-

-

960 3Mox0h0 O dM3 FMOemgdo, domenme bogymedo bobg-
™300, 60bmL+zom®man o6 PBABY® Lohyzgdo 96go bmemdyg Bo-
39000803 Joemogdo-60g60 o6 gogoatdgamgm. oM(3 30 30(30 MOH™MI,
35300 33mbos G™3 ©3 000gol VY(30NIOTNO ©O3YIGYBId0 O
000emolb 96 G™Bgemodg Lbgs Joemoglh mebodgrtmag 3mgdool
390900 309(393-

2011 Bgemb byEydadol 3g-5 3emothmBg, Joemogdol bo306Bg gowe-
390000. B3960 503600006 dgemo mdaemabio R o 30tz9emoc
3b90003000 130eMOLL YmM390™m MM d1ig MM s BgdmLd,
Joemog - md0M0bmb.

35306 09360 MM 33dmbeod. ™AMoLl 3otgydbgdl dsbdobom
60990L 3960 HYS30000 O 39035¢m09MHJA0m, BMAHMgLL 39mgd-
00 (OO 303(M™M3900000 A396m30L LdEbHIMgLM dEgnemMgdL. gl
00030emgd0 30h™3907em0 96 YIMMgOgem 89bmdgdn, oB-
0emo Jobbgdo, bodgmme 3038060l bomAgbgdo oym. gl og0-
900 9380 ym3gmm30lb dmdGO3000 P3bOYE gobisl, dgdo-
BybgdgmU, bg3c06L, 8ol ImMAZ3Mgemb. gobsl, MmgLsE
3900 390b g0gmdbmdl, 3ogMsd P339 Bombymadn, Googsb oy
039 bd dmBbrootoym, P339 dmbgod. 963ymdo 30 v0, 00 (39000
6060030 dbmdnb 3300mb bgos, oLGYEMgdYm 53003b.

3meo, 30306, obg 330dOMd0m, HMA 9L ©EaNMgO0 309000,
R3960 939460l o B3960 ©30900. O M3 63 03NN, 3 o0-
090L LomOYMgdo LYnMgdy. 93 vEamMgdL Lintwgdom Lbobg-

mg00. dbg o306ygm B9gMo. dbg O306Yygm 3900eMmgdBg BgMo,
oby, “writing off the page”.



BotmULymob, 963ymb o dmBogemob, gbhmo bodhyzom 30 ™ol SmBg-
®0bm30b M9dg 396mdgdL 30330Mm93m. 30330m930 J9BMOYAL o o3
996md9080, 53 8gbmdgdnl goemAdgdm my dob 39c00mgdda gobzomomg-
dyem dm3zemgbgol, godgtmoem 53090, 306ygdymo dod006g900L 0b-
H™M0gol. gb dgbmdgdo dmasgm Jombbgdo o Bmgigh 3080bmgdos,
Bmag$g® 00389LoxwMgd0 o dmasgh 9.6. béHydma3900, bgdobdogh d93-
»b3g3990, 396l 3Modhn3zo80 Joemodo o 896mdgdn dbmemm dgo-
ol goMgdmgdo 30 96, §3990g00Mgo.

353806, 10 6gmob 60b, BobogdgdL 0o Lohyzgdl, MobdE 39000mgddy 3696-
000, 06hgMbghBn 3036HM390000. 803 demm 36mtdo RodmBgMHnemo dgmbooo
obodeog B0bogdy, HMIgMOE 9Mms GMA Bog930mbd, tmgdLogds 30
Jmatoo. gb Lbohyzgdo o 60boogdgdo ogm bmE. Jugemgdob, bbgo-
obbgs 3MmaMmodgdnl 07y bbgoobbgs bvoghgdob d6dobg0900, Moemo39d0,
99bLgbgdg00 o ©.8. o dbg, 93 Bd3M3b0 L IMgOHM390YM0 (3030
Loghyagdom, Lohyzgdom O dd6939000), BMBENgdNE MYoTMMBSB0 Foco-
Amhobolbol o8ML LMHYmOE 0330000696, FoLOMOYMgONm Lbgoolbzo
00030emUb. 91 hggdLhgdn 0bzeMolyMO nym, MO0 Y39emo 63 3BrXMgMOTL
0 boohb 063emolyMow 30ygbgdnm. dogoemomogo: im feeling lucky -
google-ob bodogdm Lobhgdob gogmozns, search - dogdod, MomoEL dgdbo
(9emdom, 0bgeod(3 3magblgbgdom), try again later - 39360 boagob 0y 3Gma-
605900 30Lbos, GmEgboE goems Gomos 897demgdgmos o 3ma30009d00m
16000 bzom.

2015 69emb Jotroygmo o308ygom Bgdo. 303900 boghyso oym bgom.
0930, 35603009, bygem 306390m0 JormYem0 BB, d901ddn o369-
90 - Mgl 96 bgom. gL “comgl o6 bgoem” bygem 35306yogds bmendg oo
byom 3030m0, HmA 306H390m0 bodyzs oym bgsem. “bgoem” mgbo oMol
908600830¢m0b 7 bmdgtdn. a3, “©Mm”, GmM3gmmos demdom Rgdo oB-

M0m, 59 LGNS y39emdg 36033690mM3060 Logyzss, dbmemme 3 m3g
930000 MHgLb3ndemozol dmgobdg, odB30M 93¢v68g. 0b “Mm3” bgemom
303039090, 0L ©39306M0 093L LdMo(3 LdMSx)d0. JoM Yo bog-
439%0b bgMool 3Mg300 “bddobom og3oemMgdy”. 93 Lohyagdl 396 do-
B 3539079000007, 8930093 30 9339 390eVIOBY 3oEE33IMbCOY. 53 bochy-
3900 300093 90 gobBdMBemgds 993L, o0 Loghysd 396M3bemad, gb A3g-

60 bohyzgdo 39MEbemoL L3303 309(3090).
Lochyz900b bgtos “boBobom O30eMgdS” Lothy39d00 MO3SF0D.

36mgddhdo “boBobom 30mMgdd” MMMy Lodyzob bd3y-
00 306(3993(300 0g3b.

“bodobom o30emgdal” ymagmo Lohyzob 3608369¢mMAOL
4360b 3oyt gogemo o degnemo, booE Lohyzs bagds. mo-
omgyemo bohyzob 3608369cmmdd bydngdhyeos o odm3o-
90900 36obggemol (36md0gthgdodn sMLgdnm dbmzne-30-
9089, ®m3emgdbog 063936 bogyzd. “bodobom 30 gdS” bod-
439000, 60869000, 9890000 OO SLM(30(3090000 M3J0V. (-
39Mz9emo bohyzgdol, o306yg07mmo 3603369emmAgdal gob-
Lgbgodo.

9L dMg oBgMogmo dm3mmg hgduhoo, 3Gmgddh “bLodobom
00300mg900L” 0mBg&o.

08 bg®0od0 PYIghgboc ob bohyzgdns bgMoma, HmIgem-

00 g3odmbobgo Ybohyzme dgydemgdgemos. 06y Logyzgol,
HmIemgdboE 3960 obo¢ho3, Yoo oBgthm. dbgmgdos “bo-
Byd9”, “mm”, “bgho3”, “09wsd” s ©.9. bgtobmzolb dGhoas-
o L3gEoomYMow OG0l 8993bncmo, gmya gb sbmgdo by-
00 oboBY. y3gemo bohyzo MdmIgemaE hommmBdgo, bgemo-
000 obOBYMN. gmy oJohgdhmMos o ddodhmad, Mo-
b3 39390900, 439emOxRIML boBogL. dSeMmddm d30dm™ad3, gb
bohysgdo, 3030653 30, HMES HoemBg dMOL S OO Jo-
mogddn, ydoemogdme, Jomodolb gotgdg, 3063 dmbobgg-
3900, Bobgdl, dmgbgdl, Bmaigt d9bmdgdl doblgbgdl.
Lodhyszo - Jomogdgdn. obg Abgdo oyLlMmHYmgdgmo 303-
3060, Mmgm®3 dohotmgdmol 333980, boMzgdo ohg3emo-
om0 3gmMg Lot 39 o 0d 96 g3em0emo 306H396m0 o 3990093
obg3 39m®g o dbg YLOLEOYM™E - Joemogdo Lohysd o
bohyzo goemogdo, by, PLobmymmeo.




The word and the city
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The city is like a book for me - Thick-skinned, epochal, and
lackluster.

Detu and | embarked on our collaborative journey through
the medium of words. Our inaugural project was the
inscription of Karlo Katcharava's poem "Within Us" on the wall
of an electric transformer along Dodo Abashidze Street. My
aspiration was for the city to transform into a living book, with
modern poetry imprinted on the walls of Tbilisi. It was 2011,
and the city's walls stood largely bare, adorned sporadically
with simple graffiti, murals, personal names like Nino+Giorgi,
or occasionally, obscene phrases. Our vision of the city-as-a-
book did not proceed further. The reasons still remain unclear
tome, butlholdafirm conviction that | will revisit this concept,
aiming to metamorphose Thilisi or perhaps another city into a
vibrantanthology of a poetry.

In 2011, we relocated to the 5th micro-district of Nutsubidze,
situated on the city's outskirts. From our balcony, Tbilisi
unfolded in its entirety, offering a panoramic view. For the first
time, | observed the city from such a distance and elevation
each morning, perceiving Tbilisi as a sprawling labyrinth.

Back then, we had an abundance of time at our disposal. We
ventured into the outskirts of Thilisi, exploring and
photographing, gathering locations that intrigued us. These
were places left abandoned or unfinished, decrepit factories,
echoes of the Soviet Union. Each site stirred within me an
unsettling mix of emotions — disturbance, sorrow, fear. It was
the kind of feeling that weighs heavily on your heart, yet it
belongs to the past, for if anything dreadful was destined to
occur, it had already transpired. In the present, what remains
are the leftovers of that ominous foreboding, a narrative
concluded.

We came to view these places as news — news of our
country and of ourselves. We realized that these sites and
their stories required headlines, they needed to be
named. This realization marked the beginning of our
writing journey, a venture beyond conventional
means, leading us to inscribe our thoughts

directly onto the walls, effectively "writing off

the page'

Our research delves into buildings to
encapsulate time - past, present, and
future.

Shota Chantladze

We explore buildings and the events that unfolded in, around, or
within their walls, uncovering lost stories and the tales of forgotten
individuals. These structures vary widely, encompassing factories,
casinos, shelters, and the so-called Khrushchevkas. In our practice,
the city and its buildings are not merely location settings but they
arethe subjects.

Adecade ago, | gathered sentences and words we had inscribed on
walls and compiled them on the Internet. In a black notebook, |
noted down approximately a hundred sentences which, when read
in sequence, resembled a poem.These words and sentences bore a
social nature, encompassing commands, buttons, reminders from
networks, various programs, or web-sites. Armed with these
digitally sourced and collected words - commands that shifted in
meaning when brought into the tangible world — we ventured to
different locations. These texts were in English, mirroring the
language we used for interacting with these programs and sites.
For instance, "I'm feeling lucky" is a button on the Google search
engine, "search" implies looking for something, and "try again
later" isa common response from sites or programs when an action
cannot be completedimmediately, suggesting a later attempt.

In 2015, we shifted our focus to writing in Georgian, initiating this
transition with the word "tomorrow!" Nonetheless, it was in Batumi
where we inscribed our first Georgian sentence - "today or
tomorrow." | frequently forget this detail, mistakenly recalling
"tomorrow" as our inaugural word. The word "tomorrow"
("bgogm") remains visible at number 7 on Mazniashvili Street.
However, "time" ("co®m"), arguably the most pivotal word in our




series, adorned the Republic Square on a burnt screen for merely three months. We crafted "time" by hand, and today, it lies folded
somewhere in a basement. We dubbed this series of Georgian words "home-work." Initially, we pain-ted these words on canvas
before trans-ferringthem on to walls.

These words acquire an additional dimension; considering the saying "the word is silver," we transformed these selected silver
jewelry,imbuing them with tangible value and a new form of expression.

The "Homework" seriesis a play on words.

Each term is imbued with its own unique concept. The significance of each word within the "Homework" project is co-created by
the observer and the context in which the word is encountered. Its meaning is inherently subjective, shaped by the personal
associations and interpretations brought forth by the viewer. "Homework" is an intricate dance with words, symbols, thoughts,
and connections, a process of recollecting forgotten words and meanings lost to time.

This brief narrative serves as an earlier penned description of the "Homework" project. The essence of most words in this series
defies visual depiction; they demand articulation through written language. These are words like "Silence," "Time," "If only,"
"Always," and so forth. A unique font was crafted specifically for this series, with Detu meticulously drawing each letter by hand. All
words on the canvas are rendered manually, reflecting Detu's architectural precision in everything we undertake. This meticulous
approach might explain why these words, even when presented on canvas outside the urban context, evoke imagery of cityscapes
— curves, alleyways, squares, sometimes even buildings. The words become cities themselves. Thus, a perpetual cycle unfolds,
reminiscent of the infinite reflections between two mirrors in a train compartment, where the image of one mirror is captured in
the other, creating an endless series of reflections —a word in the city, and the city in a word, ad infinitum.
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KALABEGASHVILI

Marm

Born in 1999, Thilisi.

Mari is an emerging multimedia
visual artist and cultural practitioner
based in Georgia. She received

her BA degree from the Visual

Arts, Architecture, and

Design School at the Free

University of Thilisi.

Afterwards, continued her

studies as a guest student in the
class of Prof. Gregor Schneider

at the Kunstakademie Dusseldorf
and in the class of Prof. Benjamin
FoerserBaldenius at the Stadelschule
Frankfurt.




Having an interdisciplinary background in cultural affairs, Mari's works
take on an organizational role and create a determination to
synchronize with the dynamics of the given environment in its context
without being distanced from it. With cross-pollination methods of
practice and community-oriented projects, she builds up her works
using contradictions as an entry point and poses the question of what
happens after "ever after". Her research-based practice involves arange
of media, all of which feed on the collaborative knowledge-sharing
process with people from a variety of disciplines. Apart from her praxis,
she is currently involved with the Parallel Class project creating
alternative educational initiatives for high school students throughout
the country.
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STATEMENT

Every act of creative expression is an outward manifestation

of work on the inner self, characterized by the enrichment of
one's spiritual essence. The diversity of the artistic language
becomes apparent in the realm of observation and perception,
where the vividness of an inherent sense of the world emerges
as a dynamic and ever-evolving creative force.




b. 1986: Giorgi Danibegashvili is a multidisciplinary artist who lives and works in Thilisi,
Georgia. He graduated from Tbilisi State Academy in Fine Arts in 2012, and since then has
participated in local and international exhibitions. In 2017 his work was selected among the
finalists of the competition 'Contemporary Talents' by the prestigious Francoise Schneider
Foundation.

In 2021 Danibegashvili was included in the list of finalists of European Prize for Applied Arts.
in 2023, his work 'Naked' was shortlisted for the sixth edition by the renowned Loewe
Foundation Craft Prize. His recent exhibitions have included a solo show at the Thilisi History
Museum, Tbilisi as well as group shows at State Silk Museum, Thilisi, International Craft Fair
Handwerksmesse Miinchen, and Noguchi Museum, USA.
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TATIA

Darchiashvili

| perceive these drawings as a reflection of the emotions and experiences
that | have accumulated over time. | do not change them after | have
applied these to paper. To me, they are like inspirational recordings when
you do not allow yourself to correct either the form or the content. | would
compare them to short messages coming out of my consciousness which
rather than tell a story convey what | already know, have experienced or
examined. | see these drawings as a throwback to petroglyphs that were
created with primal sincerity, without any preparatory work and sketches.
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R.A.V. (Reach Art Visual) published a collectible book
about one of the significant Georgian conceptualist
artists, Temo Javakhi, dedicated to the artist’s

70" anniversary.

For the further information about the project and
the book, visit the link:

https://lwww.reachartvisual.com/frontend/web/site/books_detail ?id=24
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Tamuna Chabashvili.

“l demand the Voice”, 2021

This work is based on the State Silk Museum
archival material
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