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Guram Tsibakhashvili’s
Journey to his Inner Self

The life story of any human being is the story of a journey.
Going away and not coming back. Going away and coming
back. The story of any text is the story of a human being, and
hence, the story of a journey. Need | enumerate? “The Knight
in the Panther’s Skin”; “The Divine Comedy”; “Don Quijote”;
“Moby Dick”; “Ulysses” and others. These journeys are also di-
rected towards one’s inner self. is the road there isnot easy.
There are crossroads: if you go one way - you will regret it, if
you go the other way - you will never come back, the third
way is short and only those wanting to avoid complications
choose it. Probably you remember this classic choice from
Georgian fairy tales. Another Georgian tale “The Land Wants
Its Due”is even more dramatic than the journey of Ulysses. The
main character travels in search of immortality, on condition
that he never comes back. However, the nostalgia is so strong
that eventually he prefers to die in his motherland. This is not
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a story of a group of people. This is one of the principles of hu-
man “movement”. In the beginning | mentioned going away
and coming back, or going away without coming back. Here
are two primary examples:

Homer'’s “Ulysses” is a great book about travelling — the
main human instinct and earthly obligation. The model of
Ulysses is unique: if the main character and his companions
are viewed as one - he sacrifices everything to return to his
motherland in Ithaca. The same idea is evident in “Don Qui-
jote”. The famous Hidalgo, like Ulysses (Joyce) and Ulysses
from Bagdad (Schmitt), are all chidren of a post-modern world
and the road is viewed as circular. The character represent-
ing the second model has no motherland (in this regard we
should recall Hailey’s story about a man without a mother-
land). Mark Twain’s Huckleberry Finn is a new type of Ulysses:
his road (the river and the raft) is as complicated as that of
the original ancient hero, except that in this case there is no
return. If we view Huckleberry and his companions as one, he
travels forward and sacrifices everything for a sole purpose -
to have little break and continue his journey forward. Nobody
knows which journey is more tragic.

Guram Tsibakhashvili’s book is a kind of photographic
novel that tells the story of a strange, even unique time - the
time beyond both of the above-mentioned models: this is the
epoch of desire to escape from one’s self, the territory, the
home, the return to one’s inner self and, at the same time, to
escape forever, return to one’s home and country or escape
for good. The book is surprisingly fragmentary, tragic and
comic, written by a genius. | would say this is one of the best
versions of Ulysses, the best journey of Odysseus with certain
resemblances to the story of Prometheus. The expectation of
enchained characters with nuances peculiar to the given pe-
riod, elevated daily routine. It’s a classic story told in a peculiar
language.

So, the National Library represents Guram Tsibakhashvili’s
journey. This book is your journey too, your Odysseus, your
Ulysses.

Giorgi Kekelidze
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Ulysses. By Guram Tsibakhashvili

Dublin on the brink of the XX century - the capital of co-
lonial Ireland, and Thilisi of 90’s, to which the expectation of
national independence has finally come true...

“Dear dirty Thilisi” — as once Dublin was for James Joyce.
. Anatomic shapes move, eat, laugh, sing and dance on the
background of gloomy post-soviet landscapes, inhuman
architecture (De Chirico would be envious), naked electro
equipment, communication and canalization tubes... Vicious
book “Ulysses” is - messing up a mind just as the chivalric
novels did to Don Quixote. Guram once said: “After Ulysses
my perception of the world has changed”... The perception
is everything for the photographer: “The inevitable modality

10

of the visible” - this flash of Aristotelian meaning in Stephen
Dedalus’s consciousness, drives us to Guram’s modality of vi-
sion. It's marginal; his world has neither hierarchical order
nor the compounding axis of the whole system. Everything
is equal facing everything. The detail exists as the whole and
the marginal gets in the center of attention. The stream of
consciousness flows as the spontaneous visual impressions.
The photography is a static genre - it has intended to freeze
the time in the present space. No shot from Tsibakhashvili’s
photos follows this principle. | have no idea how, but in these
pictures even most sustainable things are dynamic and keep
on flowing. Thus Joyce's “stream of consciousness” principle is
being adapted by the “photo-stream of consciousness.”

Guram'’s vision is that of some lizard - peripheral. Some
photos look like they were seen with the inverted eye, an eye
of alizard sitting on the rock. This lizard lives at the cemetery. It
seems like the whole photo series carries the spirit of Joycean
“Hades"” episode. Everything wears the mask of death in these
pictures. In an urban environment death has the citizenship
of its own: It is no more the resurrection phase as in hunter-
gatherer cultures. Death in the city first of all is a natural and
unique phenomenon which involves equally everyone in its
macabre dance named Farandole. Exactly, a Photo-Farandole
is being created by Guram... The stream of faces bespeaks
the transitory nature of the faces; moreover -- these individual
faces bespeak their own transitory nature.

| would label Guram’s vision as “photo-writing” - i.e. the
compound term “photography” acquires its literal meaning
in this case. From one side he illustrates urban textual envi-
ronment: street paintings, agendas, achromatic posters, epi-
taphs... And from another every photo is followed by a quote
from Ulysses - with the obvious mismatching: this is not the
illustration of the novel by Joyce, but the merging, attaching,
annexing of two texts -- a citation, or more precisely -- “de-
citation” due to that very mismatching... Such is Guram’s pho-
to-grammatology (if you can excuse this Derridaism of mine)
punct

Zurab Karumidze
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- This gentleman? Freeman'’s Journal? Kilkenny People? To be sure.
Good day, sir.
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Read your own obituary notice they say you live longer.
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..white flagons halted behind him, E.L.Y!S., while outriders pranced
past and carriages. Opposite Pigott's music ware-rooms, gaily
apparelled...
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Dear dirty Dublin
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- There are great times coming, Mary. Wait till you see.
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James Stephens’idea was the best. He knew them. Circles of ten...
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His smile faded as he walked... Useless words.
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Duke street. Here we are. Must eat. The Burton. Feel better then.
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Her pale blue scarf loose in the wind with her hair.
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If we were all suddenly somebody else.
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There names are Anne Kearns and Florence McCabe.
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Scream of life. What was the name of that priestly looking chap was
always squinting in when he passed?
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We begin to be interested in Mrs S. Till now we had thought of her, if
at all, as a patient Griselda, a Penelope stay-at-home.
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Poor Mrs Purefoy! Methodist husband. Method in his madness.
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Phantasmal mirth, folded away: muskperfumed.
And no more turn aside and brood.
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It was a nun they say invented barbed wire.
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Twenty years he dallied there between conjugal love and its chaste
delights and scortatory love and its foul pleasures.
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Kind air defined the coins of houses in Kildare street. No birds.
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About to pass through the doorway, feeling one behind,
he stood aside.
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Daren't joke about the dead for two years at least.
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We came to bury Caesar.




56

\n:)w,\ ﬁ\x‘ﬂu,

- Taste it, sir, she said.
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- Some people believe, he said, that we go on living in another body
after death...
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How a great daily organ is turned out
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- I read a theological interpretation of it somewhere, he said
bemused. The Father and the Son idea. The Son striving to be
atoned with the Father.
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Laud we the gods
And let our crooked smokes climb to their nostrils
From our bless'd altars.
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- We're always tired in the morning, Stephen said to Haines. And it is
rather long to tell.
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Buck Mulligan turned suddenly for an instant towards Stephen but
did not speak.
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- Monsieur de la Palisse, Stephen sneered, was alive fifteen minutes
before his death.
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William Humble, earl of Dudley, and Lady Dudley, accompanied by
lieutenantcolonel Hesseltine, drove out after luncheon from the vice
regal lodge.
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Martin Cunningham emerged from a side path, talking gravely.
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-Who has not? Stephen said.
- What do you mean? Mr Deasy asked.
He came forward a pace and stood by the table. ... Is this old wisdom?
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And no more turn aside and brood.
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The high railings of Prospects rippled past their gaze. Dark poplars,
rare white forms. Forms more frequent, white shapes thronged
amid the trees, white forms and fragments streaming by mutely,
sustaining vain gestures on the air.
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He walked cheerfully towards the mosque of the baths.
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Manner of Oxford.
Day. Wheelbarrow sun over arch of bridge.
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All walked after.
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- At the cemetery, Martin Cunningham said.
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Does he ever think of the hole waiting for himself?
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Father Conmee turned the corner and walked along the North
Circular road. It was a wonder that there was not a tramline in such
an important thoroughfare.
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My twelfth rib is gone, ... 'm the Ubermensch. ... the supermen.
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...a Homerule sun rising up in the northwest from the laneway
behind the bank of Ireland. He prolonged his pleased smile.
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May as well get her sympathy.



JBO. \}_](\,.l 37“(‘/‘)6" ;\6’§A~ \S‘*\(}J d}l_C" 64‘-\‘)&”-

Heva, naked Eve. She had no navel. ... Womb of sin.
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Milly tucked up in beddy-house. Happy. Happy. That was the night...
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...dull porter slopped and churned inside. The bungholes sprang
open...
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Quicker, darling!
On now. Dare it. Let there be life.
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Today. Today. Not think.
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Italia, Magistra Artium
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- Will you join us, Myles? Ned Lambert asked.
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Silly billies: mob of young cubs yelling their guts out.
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... dragging through the funeral silence a creaking wagon on which
lay a granite block.
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In quintessential triviality
For years in this fleshcase a shesoul dwelt.
-They say...



Memorial battles recalled
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A woman and a man. | see her skirties. Pinned up, | bet.
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- And here comes the sham squire himself...
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Your fond daughter,
Milly
P.S. Excuse bad writing, am in a hurry. By by.
M.
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Still, she’s a dear girl. Soon be a woman. Malinger. Dearest papa.
Young student. Yes, yes: a woman too. Life. Life.



130

Syt by | A, (’/’Zr" o ((nJA/ by,
bppheC &b (3 T AeoiL Ak ek

He has seen a fair share go under in his time, lying around him field
after field.
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- Now, my miss, he said. ...
- Thank you, my miss. And one shilling three pence change. For you,
please?
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Glo-o-ri-a in ex-cel-sis De-o
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Haw many! All these here once walked round Dublin. Faithful
departed.
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..glints of light ... in Walter Sexton’s window opposite by which John
Howard Parnell passed, unseeing.
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Gravediggers in Hamlet. Shows the profound knowledge of the
human heart.
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With unfeigned regret it is we
announce the dissolution of a most respected
dublin burgess
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The crozier and the pen
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Frail from the housetops two plumes of smoke ascended...
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O, poor Robinson Crusoe,
How could you possibly do so?
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Near Aldborough house Father Conmee thought of that spendthrift
nobleman. And now it was an office or something.
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Landlord never dies they say.
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He halted. | have passed the way to Aunt Sara’s. Am | not going
there?
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Time ball on the ballast office is down.
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Urbane, to comfort them, the Quaker librarian purred.
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If life was always like that. Cricket weather.
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Guram Tsibakhashvili on dear, dirty Tbilisi.

It seems the modernist texture became the subject of se-
rious inspiration for Guram Tsibakhashvili. “Ulysses™s text has
changed my seeing and extremised it, - he says.

The exhibition in Karvasla named as “Ulysses” was dedi-
cated to its georgian translation and at the same time can
be considered as a photo history of ninties' Thilisi , or cultural
history with real landscapes of real city and personalities, pic-
tures subscribed below with the quots from Joyce’s novel...at
first sight it's impossible to see connection between the foot-
age and texts without taking in account the artist’ comment
mentioned above..

although even dilettante can guess that itsn't a play on
surface. Relations between the photoimages and texts be-
come deeper and beside the artists minimalistic expanation:

"Ulysses” has changed my manner of seeng and | was
shooting everything which | was seeing in a different way"” -

can make us enthusiastic for an anthropological journy...

The period described in Guram Tsibakhashvili’s photo mar-
ginalias is connected with one of the unplesant period in Thili-
si history. It's nineties with the sense of all people that they
found themselves in terrible misunderstanding’ Concretly, it's
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simple to explain from today’s distance, that it was a logical
results after collapse of totalitarian regime with its war, de-
cay and apathy. One work shows typical soviet slogans frag-
ment: “more democracy, more socialism”. the shot shows only
middle part where russian and georgian words combine the
phrase - “more pain”. It seems exciting way to fix of fact, where
conceptual state’ambitions transformed into tragic crash.

In one of the latest interview Guram Tsibakhashvili said
that he doesn’t agree the spread opinion of photographers
which consider that life is more intensive in war time and its
worthy to run a risk for creating the war documentary. | would
like to share this opinion

and to add that despite not receiving any limits and dog-
mas in art sphere, always seems more strong showing dramat-
ic mood without blood and open wounds as intellectual work

asks for further elaboration. Guram Tsibakhashvili’s version
of “Ulysses”has this kind of “elaborated” landscapes express-
ing apathy, or cemeteries with their dampness and zombic es-
thetics. One of these landscapes shows digged up grey place
commented by quote: "at cemetery, -said martin Canning-
ham, refers to Jeff Walls afghanian reports. It looks like a tomb
for invisible soldiers. Another picture shows the sign of “stop
driving” in suburb street emphasizing the hint on existential
vacuum baffle.

The collection interprets the very scheme of Joyce’s novel,
where Blum’s trip in dear, dirty Dublin’s street intensifies by
identification with city’s cloaka and which is the background
for cultural product as Steven Dedalus.. Series of “dear, dirty
tbilisi”follows Joyce’s map, sometimes becoming linear, where
Thilisi's fragments are almost phisically similar as Dublin’s
streets of Joice’s times — the corner of O'connoll’s street and
bridge.

On the other side these parallels are compensated with
he sophisticated humor and ambiguousness. The shot men-
tioned above (“more pain”) - is subscribed by the quote: "will
you join us, Milles?-asked Nedd Lambert”.

The cultural production in Thilisis’ version appears as the
situational portraits of the bohemians. They exist in very or-
ganic texture for them, by which the very unique basic was
created where style earned existencialistic, living meaning.
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The junction with Ulysses has another side issuing from
the specific signs of artistic life. The avanguarde movements
of this period were provoked by the postmodernistic action

of western model but the bohemian mood was more like
the modern of XXth sentury’s beginning with the motives of
surrrealism, dadaism or expressionism.

Guram Tsibakhashvili often references the form of photo
marginalia. In one collection he used the quotes from Carrol’s
parable. These series are interpreted by Marek Bartelik in Art
Forum where this manner is explained as the way for seeing
reality for widening the common matrix, which exists behind
the local limits"

This task seems to go further in “Ulysses” version...

Khatuna Khabuliani

167



6560&0IR0 6N 3I0:
3JmMA3 ©0356333N0L BMEM3GIBN
RS X3J03L XMOLOL “IKOLI”

‘095860 . . . 30653060 NboMagdmmdss, MmIgmoi 33000-
dagdl aboxgmdgzmm Imgddgmgdolggh o MmIgmbaoi o6 goshbos
3063638 nmo Lotagdmmds ImEgdnm Mgommdsdo”.

5b6@mbgb sHB™

“Imom, 353535390Ls 5 Jomgdl zofge Imggdigom; obg,
oongdmb obobo bsdwgombo 093bgb; smdsm, 60sb 3owas.”
Boemg Mo, 9d9tbmbo

“dg9 9gb doygetbetm, dogcsd Gedwgbswsi 3g 39630 gboor smmb-
gtmo Joygzstlb matm 3g@o, gotg Fgb — 3s@stre mdogd@o “s”
(&39 ™0xa& 3980& o) — g b boformgdoe aBero.”

gog mogobo

BME™LgH0s, OdMIgmboi gnced Fodosbsdzomo xg0dl
xkmobob  “¢gemobgl”  omab@GsEogdoe  FeMdmagoc-
agblL, s3gbndg 8609gbgmmgab owgolbs s dbodgHmm
Robozzodirdgs omdbgdmemo. o3 Labol gm@momab@me-
30g%0 Logdomm 0dgosmos o 3ol IMszomdbEogo od)-
3060m35 3ooRbos.

Lol  FMEMgdol  Lydogd@nedmds  smEomgdgmo
Fobodommdss gm@m-bsto@ogol Isgsmadbéogo 0bGg-
369@o300bomzol. LMool Eom3gnmo BmBmgdol @m-
BMboG0B 030 mo30Lmego  3bEem3939d N botrs@ogl
Fot8mowagbl o 5dgbo, 3E835mm3mal@osb botogog-
05 g9hHmdmomdsl §dbol, sdo@mdoi o6 9ol syoemg-
dgmo domo boggg@ol dobgogom (“gemabgb” Logggdol),
3030g3Mmdom  omeggds. 308mgztmds  maz30oLyBemos
©> 030 ®mB3sbol boGo@ogol BmEm/3s8mbobymgdomo
o b@®momgdobsmzol o6 3ol Imfmwgdnmo. ob nycdm
“a0bPymdomgmd&mnge” omab@msngdos.

BmEG™gdal 39@gbmds “bogstrm swgomgdol”, 9.§. “du-
Bob gm@mgdos”, Hm3gmos BmEob “3Moze@anmo” bogMEol
a03mbobmmgdgdoi agbogds. dso Bgdu@ol “bogmgxol”

168

©53589gd0m gddotoymo 36083bgemmds gbodgdem. &gdu-
&0 bogds o6 godmbobnmagdol “omfgmol” dzogmmds,
56M5dge  mogobmsegswo bofomo. Ggdbdo FmE™-xzsgdG0b
Mgommdolb “Lbgs” Mgommdom BgiEgmol diogmmdss.

RmGmMaMoxzos ghgmagdolb, 3omdolb B9ddbol xmdss
(6odmomBo  o6M530). Ggdb®o o3 Bgdmbggzsdo 3sndal,
Loggmomol “0bL@®mndgbdns”.

BmBmbgeos bbgswabbgs “@gommdgdol” ghommdmmdss,
OmIgmomsig Mo 9domegtgbo  “Ggommds”  sgemnsbgdl:
Kkmobob HmIsbol “Ggormmds” s BmEmMdy “scmfgdomo”
ooomggmo  boghol  Hgommds.  Fodsbsdzomobgmmo
053580 “©gommmdgdmab”  gm@matmononmo  “c5dsdab”
9hom-ghmo bogdome Gommo Labgmdss ©s 9zonMgbo
LmBOgdBNOMIL BaTobl s@oMgdL. s3dgbsw, Igmdmgdyg-
mos LMool BMmE®gdal 0Egb@oBngsEns OHMTo, Mgsrmm-
B35Ld 5 306mzbgdgdmsb; nbgzy, Hmamt Mommos domo
350303900 Mm™Isbol batoGonmo 3mabBol Mgommdsobes
09 3960bmboggdmab.

BmG™dg a0dmbobaym mommgnm sbgom “396dm boges-
ab” megobo bmEosema®o o9 obEmGonmo 603sboi gosh-
Bos, o9dEs, LLdmemmm 6s39TgzecTo obobo Ibmenmeo
Bmblb g3b0sb xmobol HmIsbol o3 3mbzg@nm BmEm-
3o sbmEomgdobomgal. bgGool ghm-gho bsdxndggec o,
Hm3molb @adu@o 53dmdL: “Lobogmomdy, odgs dodGob
3960635335, 0bab@Monmo “Ggommdss” Imigdnmo o
Lobogmom, “dgg-Ladystrm” sdgg sbobymo ggocmedol gb-
sbgmgmom sbmzotegds. dbgsgbo Loddmmmgdo dMSgMmo©
a3b3gds LgFool mEMad3o s, dodomswswm, Fodsbsdgzo-
mob dgondobswdo Lbgsgzsto motgdnmgdol doboggdols
dagmmds Fgodmgds, smazodgeo.

396od Fodobsdgomo Mmol, “d9bgdol dwgmdstrgm-
dob”, dmEgdynmo  Ggommdobs s dobogg oMgommdal,
356 ymdobs s ©0bgdol ghm-ghomo bomzgomgbm xzm@m-
atox0s, obgzg Gmgmédi  9du3gcH0dgb@gdol  dmodogo
“3mgmzgo@mdo”. dmigdnmo Bm@mbLyMosE yzgms o3
R3d@™M0b 603obl Fgoizosb s dobo gdbdgeodgb@mmo bo-
&0l gem-9000 yzgmedg 9db@Megeasb@anmo bodndos.

Foemgs yoizdody

169



Narrative Dreams
Photography by Guram Tsibakhashvili
and James Joyce’s Ulysses

“Theatre ...is a direct uselessness, which incites us to groundless ac-
tion and has no a specific use in the present reality.”
Antonin Artaud
"Let us treat men and women well; treat them as if they were real;
perhaps they are.”
Ralph Waldo Emerson
“I'love you, but, because inexplicably I love in you something more
than you - (the objet petit“a”), | mutilate you.”
Jacques Lacan

A Series of photoillustrations by Guram Tsibakhashvili, cre-
ated for Ulysses by James Joyce, is based on several important
ideas and artistic concepts. Photo illustrations of this kind are
very rare and have a versatile meaning. The subjectivity of the
series is a necessary precondition of complex interpretation.
Each photo is a separate narrative in itself, thus creating a
unity of multifaceted narratives. This is the reason why it is so
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important to arrange them in accordance with the plot of the
novel (Ulysses) in strict succession. The sequence is free and
more likely to represent the illustrations not according to plot,
but in compliance with perceptions.

The majority of the photos are of “public places’, so called
“street photos’, but some also depict “private spaces”. With the
attachment of extracts from the text they acquire additional
empirical importance. The text becomes not just an attempt
to describe the image, but allows it to exist independently.
The text is an attempt to substitute the reality of photo with
another reality.

Photography is a form of creation of suspense, pause (Na-
buioshi Arak). In this way it is the tool of death, of a pause.
The photo series is a unity of different “realities” unified by two
main “realities”: the reality of Joyce’s novel and the reality of
each space captured in the photo. The photographer’s way of
playing with “realities” is one of its complexities, bearing the
mark of subjectivity. Thus, it is impossible to identify the pho-
tos with reality and personalities throughout time. It is also
difficult to identify them with the different layers of the novel’s
narrative and characters. Every captured “private space” has its
own unique social or historic mark, but this “private space” is
only a medium to create associations between the novel and
each photograph.

One of the works from the series, with attached texts say-
ing: “At the cemetery, Martin Cunningham said’, reflects an
industrial “reality” and the cemetery, the “sub-world’, is associ-
ated with the tunnel entrance. Many similar symbols, found in
this photo series, can be considered as the author’s attempt to
give a different value to the medium.

Guram Tsibakhashvili is one of the best photographers of
time, of “states of nature’, of present reality and its own irreal-
ity, of perception, of flow, as well as a constant “provocateur”
and experementalist.

The present photo series contains all the themes men-
tioned above and is the most extravagant example of the au-
thor’s experimental nature.

Shalva Kipshidze
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Guram Tsibakhashvili — Photo Series
“Ulysses”

“For this art form only the light and place are mandatory, as well as
the right person who will perceive the event properly.”
Jan Jeffrey

In modern art, work undertaken by one person often be-
comes a source of inspiration for another artist and it becomes
his own work, something which has been made possible with
the arrival of more advanced technologies. For us the name of
the original author does not have a great importance, since
modern art is the art of “Context Change” and it can use these
shapes to achieve its aims.

The photographer, Guram Tsibakhashvili, created the pho-
to series“Ulysses”in 1988-1989, while reading the novel of the
same title by James Joyce. According to him, when reading
“Ulysses” he began to pay attention to small details around
him and to capture them on camera. These details were al-
ways there, but Joyce’s novel opened his eyes to them.

These photos reflect the Thilisi of that period. Streets
crowded with pedestrians and crossroads with cars, empty
graves, public transport full of people, pedestrians wearing
the fashionable clothes of that time, scenes of recreation at
concerts and fashion shows, erotic film scenes reflected on a
TV in a dark room, again in the streets torn signboards, post-
ers. All this is of one of the best reflections on the difficult life
of that era. As if street noise, the silence of the cemetery, the
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rhythm of hard rock music and people’s voices are heard. Here,
life goes with its own rhythm and “logic”. The photo series tell
us about the Thilisi of that time and about its inhabitants, and
the photographer reflecting all these is the natural part of
this “world”. He fixes everything happening around him, fixes
them as scenes and constructs the photo series “Ulysses’, in
which he attempts to make visual the stream of consciousness
in Joyce’s novel.

The photo series includes 75 photos printed in a 18X24 for-
mat and shot in black and white, which Guram Tsibakhashvili
then fills with text from “Ulysses” by James Joyce. It should be
noted that this addition does not mean the incompleteness of
content or a fault but is rather a way of underlining the idea,
opinion and concept of the author in each work. All these are
one of the main characteristics of conceptual photography.

In the series you will encounter portraits as well as land-
scapes such as views spread either on the roofs of houses or in
the cemetery. The photographer fixes the world around him
with its things and details in a way that none of the details can
be thought of as superfluous. All things are for the aim and
idea of the photo. It is difficult to find major and minor things,
all of them play a leading role and their union creates a gen-
eral sense of the environment.

Guram Tsibakhashvili has neither an indifferent nor a pa-
thetic attitude to the world. In a common scene he often puts
some irony or secret meaning that makes these works pro-
found and “multi-layered”. He does not want his photos to be
the objects of simple evaluation and rectilinear perception.
He constantly “plays” with one or many elements of expres-
sion: shapes, illumination, viewpoints and the color itself, even
though the photos are in black and white.

This series is also rendered a work of art by the peculiar
“multi-layering” of time. These photos depict a contemporary
era ‘after the fact’and this is one of the laws of conceptual art.
The meaning attached to this expression and the altering of
context is one of the most important traits of contemporary
art.

Guram Kapanadze
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From Ulysses to Ulysses

Guram Tsibakhashvili made his debut on the Georgian
photography scene with his first exhibition at Amirani club
in 1985. The exposition was brave enough, presenting docu-
mentary-style photographs manipulated in various ways. The
experiment made the artwork look surreal and abstract, an
approach that was novel in those late Soviet times, and which
didn’t go unnoticed by members of the photographic elite in
attendance. These included the founders of a brand new pho-
tographic club, Tvalsazrisi (Point of View) Yuri Mechitov and
Gogi Tsagareli. Charmed by Tsibakhashvili's innovative vision,
Mechitov immediately introduced himself to the young pho-
tographer and invited him to the club.

The Point of View club (1985-1989) was formed in “per-
estroika” times by a new generation of photographers to fill
a gap in Georgian photography in the early 80s. The avant-
guarde exhibitions organized by the Club were intended to
remind society at large of the main principle and true value
of photography, which is its documentary nature: something
that for many years was obscured by the dominant Socialist
Realist trend. It is therefore natural that those years at the Club
formed Guram Tsibakhashtsili as a “documentary photogra-
pher and narrator” par excellence.

Guram’s very first deviation from classic documentary
photography towards “concept” pieces, however, was to come
later in collaboration with another Point of View club mem-
ber - Boris Shaverdyan.“Boris was a truly unique guy - philoso-
pher, physicist, poet, and photographer, capable of using any
means to express himself” - says Guram Tsibakhashvili. Their
joint project was an exhibition-experiment called “the Lad-
der’, which opened in 1993 at Thilisi’s Karvasla History Muse-
um presenting Shaverdyan’s photos-albums and Tsibakhash-
vili's photo series. The photography was blended with David
Chikhladze’s art performance and Lado Burduli’s underground
music.
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Another major innovation occurred during this time, which
would later be identified by Tsibakhashvili as “the subjective
photography genre” - a vision derived from one’s wholly in-
dividual perception of reality. The term for this genre was in-
troduced to Guram by the photo-sequences of the innovative
American artist/photographer Duane Michals, whose plain,
clear, and simple narrative style later became Tsibakhashvili’s
hallmark. But before the genre formation, Guram’s quest for
new forms and freedom of expression is sought through mak-
ing series of documentary nature.

Some degree of freedom, however, came from the art
world, when Guram Tsibakhashvili met painter Karlo Kacha-
ravain 1987. As in the world of photography, artists in the
1980's period artists were also seeking new forms and ideas,
particularly after Perestroika allowed new information to flow
into the country from the West. As a result, the 20th century
postmodernist movement well known to Western audiences
became a dominant trend in the artworks of a few individual
artists and was exemplified by the artistic group - “The Tenth
Floor” (1986-1994) - a collective of several artists actively en-
gaged in exhibiting their works. Karlo Kacharava invited Gu-
ram to take part in exhibitions, since the use of photography
in paintings at the time was extremely in vogue. The first joint
“unofficial” exhibition (1987) was held in the damp basement
of Thilisi’s Karvasla History Museum. “Of course, countless visi-
tors come to see what we exhibited, since society was hungry
for something more un-
conventional and free-
spirited than what had
gone before” - says the
photographer. This was
the start of a new phase
for Guram Tsibakhashvili
- documentary photog-
rapher who now appears
as a photographer - art-
ist as well.

Guram learned a lot
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from these artists, “espe- Tbilisi 1995,
cially from painter Irakli First exhibition of Ulysses
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Parjiani, who was very fond of photography.” Tsibakhashvili
recognizes Parjiani as one of his teachers, who taught him to
treat his artworks in a more liberated manner, believing that
a painting can be less than ideal, precise, sterile or clean but
still be considered a finished work.. “What | learned from the
“the 10th Floor” is the freedom to express ideas, and that any
means or medium is acceptable for achieving this, so long as
it is humane.. In fact, the real function of art is to bring about
that liberation.”

Working with artists exposed Guram to a new life style,
rhythm, and new ideas, while his camera portrayed the sur-
rounding Soviet environment in crisis with a new, clearer vi-
sion. The real transformation, however, came about after read-
ing James Joyce’s stylistically complex novel “Ulysses” in 1989.

The very first attraction came along with the text, which
is written in a stream of consciousness style, just like Guram’s
‘stream of photography’ During these years, he was still ac-
tively taking picture in the streets of what was still Soviet
Georgia. The modernist texture of the novel echoed Guram’s
vision and changed his attitude towards observing / seeing
the “stream”. Just as Joyce uses words and turns them into a
“stream of consciousness’, so Guram too uses careful attentive
vision and turns them into “streams of photography”. “What-
ever experience the book gave me is what | used to learn from
someone else before” This is how a brand new individual pho-
tographer was born, with his first brave conceptual photo se-
ries entitled “Ulysses”.

“Ulysses” is a tale by Homer which Joyce adapted to his
own hometown. The novel’s characters are the writer-traveler
Ulysses himself and his friends. The journey happens, howev-
er, not in the Mediterranean as in the original, but in the Irish
city of Dublin.”In the case of my project too, the place in focus
is my hometown Thilisi. My characters are my friends” - and
Ulysses is, of course, the photographer himself. At the begin-
ning of the novel Joyce describes his city as “dear dirty Dublin’,
and Guram’s attitude towards his city is the same. “The town,
friends and narrative were an attempt to understand the place
I was in then!” Where the photographer was and what he en-
visioned in his works was yet to figure in reality. He depicted a
“dead city” driven to the verge of war, but totally still and silent
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for the time being. When looking at the photographs, it seems
as if the war had already happened, although they were taken
in 1989-90 - the “stage when the old is about to break down to
let the new in" - reflects the photographer, echoing the transi-
tional theme of “Ulysses”.

The complete footage for “Ulysses” was soon assembled
as a series combining 73 classic, crude, scratched and dirt-
marked, frame-printed black and white photographs taken
with a simple device and printed by the author himself. The
pictures were straight, direct and naturalistic. Then came the
idea of matching text extracts from the book and writing
them on each photograph by hand. The text retrieval process
was spontaneous, with the author trying to thread the paral-
lels between the two worlds - Dublin and Thilisi - despite the
fact that sometimes the text and the image are a complete
mismatch.

Ulysses is an emotionally-driven series, where the pho-
tographs depict all at once artistic get-togethers, concerts
given in a circle of friends, a cemetery, a fashion show, street
girls, sad faces in public places like markets, and an acciden-
tal street-portrait of the famous writer Guram Dochanashvili,
the identification of whom came later - after the photo-print.
There are also some erotic elements and the neighbor’s Spiri-
don’s tomb - an obelisk built by the owner for his own self in
his lifetime.

The initial footage for “Ulysses” were taken in 1989-90. In
1993, some of the series
was exhibited for the
first time with the primi-
tivist artist Melashvili’s
works at a presentation
of the magazine “Let-
ters From Georgia” The
second, full exhibition
was held in 1997-98 at
Thilisi's Karvasla History
Museum (“Karvasla”). In
2007,Ulysses” was ex-

h.ibited in Istanbul at the Istanbul, Siemens gallery, 2007,
Siemens Gallery. In 2010, Second exhbition of Ulysses
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a project exhibition was held in Sweden, in the city of Lund, at
Hale Kunst and in 2011 at the Thessaloniki Museum of Modern
Arts.

“Ulysses” was a landmark in Guram Tsibakhashvili’s photo-
graphic lifespan, as this was the first project, that gave birth
to the artist’s thinking in terms of a unified “series"”. Following
Ulysses, the photographer will have to systematically use texts
to create his new photo-series, nevertheless, that the photo-
graphic travel and constant quest for new forms and ideas
continue.

The photographic Odyssey was followed by many discov-
eries that have changed the attitude of Guram towards his
art. New information was to flow nonstop, be it the subjective
vision of Soviet photographer Boris Mikhailov and American
artist Duane Michals, the great Leonardo da Vinci’s blurred
lines (or “sfumato”), the minimalism and simplicity of Swiss
artist Paul Klees, the stark ideas of American Cy Twombly, the
surrealism of Belgian René Magritte and the unlimited imagi-
nation of British writer and photographer Lewis Carroll’s novel
“Alice in Wonderland”. The latter inspired Guram to make a
second conceptual photo-series called “Alice”.

To create "Alice”, the photographer used an amateurish
‘Agata’ camera, which captured 72 images in 36 shots. When
printed, this meant two contextually different images were
combined in the same print, often giving the photographs a
totally absurd new meaning. “Alice” was successfully exhibited
at New York’s Goldstein Gallery in 1997. The exhibition was or-
ganized and curated by
Irina Popiashvili.

“Alice” was followed
by another photo-series
- “Autobiography Before
Birth “ - a project which
was born of researching
photographs from the
1960s. The photographer
uses his family photo-
album as a means to de-

Lunds konsthall, 2011, scribe what was happen-
Third exhibition of Ylysses ing in the country before
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his birth. A series of monumentally-sized pictures turned out
to be the most extensive part of the collection. The printing
itself required a lot of works. While developing the series’ me-
ter-square photo-canvases, Guram became increasingly con-
vinced that for him, narrating through photographs is best ac-
complished through exhibiting photos in a series. The finished
project was exhibited in France, Germany and Switzerland,
where a large number of pictures were sold.

In 1997-2001, 2010, Tsibakhashvili comes up with a new
series - “The Definitions’, combining 30cm by 50cm prints.
The novelty here is the red color, which pervades Guram
Tsibakhashvili’s photographic vision and brings “The Defini-
tions” series alive with details in pencil and acrylic paint. Gu-
ram actually does not even know where the inspiration for
this use of red comes from. It could be from his childhood
memories, “when | lived at the age of 3 in a house with a long
corridor painted red.” In “The Definitions” the red is introduced
as a unifying detail. To build the main body of the project, the
author uses a variety of visual materials, such as damaged
negatives he has found, pages torn from magazines, his own
negatives, and more besides. As for the project concept - the
idea for “The Definitions” was to elucidate the meaning of cer-
tain terms chosen by the author by extracting definitions from
heritage dictionaries and transposing them onto the photo
canvases.

The color red was also lavished on the key figures of
Communism in “Archetypes” (2007). The idea came from the
discovery of a large number of posters of Lenin which were
printed for propaganda purposes but were never used by the
authorities. Guram came up with an innovative use for these
unused posters. He painted them in red and decorated the
surface with photographs and drawings. “The idea’, he said,
“was to replace old icons with new ones”.

After being applied to the icons of Communism, the color
red also features heavily in the “Art Series’, in which the au-
thor’s quest for new forms is not limited solely to photogra-
phy. The Art Series entitled “Art Objects” with “red” emphasis
was first exhibited in 19--. Instead of photographs, what visi-
tors saw were small boxes painted in red and decorated with
pictures. In 1997, the series was exhibited at the IFA Gallery
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in Berlin. Guram admits that this manner of working with ob-
jects was inspired by German sculptor Joseph Beuys, though
Tsibakhashvili generally perceives these “Art Series” more as
an additional adjunct to photography, rather than a product
of the main field. Working with the series “Red” began in 1990
and still continues.

Joseph Beuys'influence is also detectable in the “Black Ob-
jects” series conceived back in 1991-92. This new project con-
sisted of black bitumen-painted objects made of wax, wood,
glass, and steel. The series evokes the 1991-92 civil war going
on at the time, which the author witnessed personally - it
was “the very first real war | had seen”. The photographer links
these black objects to the release of energy and to death. The
project, combining 15 objects, has never been exhibited, as
oftentimes Guram’s work is not produced for public display, or
otherwise never results in an exhibition. Key to his work is the
process itself arising spontaneously, which is also part of the
photographic journey of the author.

Starkly different from “Black Objects” was the “soaps” series
(2003), in which the author placed pornographic photo-neg-
atives into regularly-sized transparent bars of soap and exhib-
ited them. The series was exhibited in Baku, Azerbaijan, where
out of 25 pieces of soap, 2 were stolen.

The 2000s brought digital photography to the fore, and
Guram actively entered a new “color” phase in his work. Digital
photography marked the birth of totally different aesthetics,
where dirt, scratches, blurring, fogginess and other imperfec-
tions disappear from the author’s images, which instead be-
come clear and detailed. Digital technology spawned another
transition in Guram’s work which saw him launch new proj-
ects in color: the photo-series “Useless Things” (year), the anti
- erotic project “The Chewing Girls” (2003) - exhibited in 1999
in Thilisi, an on-going series “Private Museum” (year) exhibited
at the Nantes Museum of Fine Arts and the Siemens Gallery
in Istanbul, and the projects “The Body” (year), “Approxima-
tion” (2004) and others. Here, too, all projects are produced as
photo-series with a specific concept attributed to each one.

One of the on-going color photo-projects called “The Pri-
vate Museum”is about the little’'museums’ of hoarded belong-
ings that people keep in their homes. “In this collection, there
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is everything that human
memory can accomo-
date, from portraits of
Stalin to handwritten lists
of telephone numbers
or assigned onto some
fireplace!” The series was
exhibited in Istanbul in
2007, the Nantes Muse- From series "Autobiography before
um of Fine Arts in 2009, birth” 1992, photoline; 90X120mm
and in Baku and Istanbul in 2013.

One more color photo-series “The Seedlings” (1998) — was
printed as meter-square photographs dealing with the idea
of humankind’s earthly origin. In the staged photographs,
people are planted into the ground like seedlings. Each of the
characters has one single human flaw than cannot be attrib-
uted to natural creation. The project was successfully exhib-
ited in Switzerland (year), Kiev (year) and the Cobra Museum
in Amsterdam, Netherlands.

And finally, the last conceptual photo-series titled “Genetic
Memory” made in 20--, consists of close-up portraits. The idea
was brought about by the photographer Badri Vadachkoria’s
high-definition camera, which was used to shoot the pictures.
The camera was capable of capturing huge portraits in ab-
solute detail, where the genealogical characteristics of each
person are seen to the fullest - something the human face
cannot hide. Each portrait is accompanied by a text written by
the person pictured. In the text, the subject recalls the names
of his or her ancestors, revealing the human memory to be a
powerful resource. The largest number of ancestors recalled in
the project only amounts to seven, whereas the faces depict-
ed show the full genealogy of innumerous ancestors present
in the blood. In this way, the resources of mental memory and
blood memory are compared photographically.

Guram's Odyssey towards the self does not end with
“Genetic Memory", but continues in the arts curatorial field,
in which the photographer has been engaged since 1990.
In 2007, Tsibakhashvili became part of Thbilisi Photography
House as a co-founder with arts critique and curator Nestan
Nijaradze. Later on, the two become co-founders and co-edi-
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tors of the new Photo Journal. After 2010, the curatorial field
became part of Guram'’s professional daily life.

This devotion to curatorial and educational activities re-
sulted in the opening of a photo-gallery, The Container, in
2013, co-founded with photographer Tinatin Kiguradze. New
exhibition material for the gallery is often taken from Guram’s
rich photo-archive. As a teacher, Tsibakhashvili’s impact on the
younger generation is similar to the impact his favorite artists
have had on him - the only difference being Guram’s willing-
ness to continue the journey with his pupils hand in hand.

Tamuna Sulamanidze
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