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a.3. 3m9800 o 39O BRMEMI6LO. 3bmazHgdnl 6goaldngtmo ghodo, Mo
©OHM30 gobaHdmdowons dgndemgds ogmb 3gHxmMmaoblo. 3ob-
906900bL M0g0, GMIgmoE bodg 3oob, 69393900L bdoyMo by
3bm3®90L 065303930 633M360 3Mgdhyco Aobotrmoa. B3960 mo-
6099 MAmMmMISE Mgoh®do byem 03 gHdbmdsl v30d9dL, mom-
gmb ob ®og 30dobgdymo o GYH0bodo gomg39momos, o3 gi-
0mO03 33omdodn dgo30Mmbg vdmeol. Mmd gooblgbm ob
30639000 3OMmEgLgdo, Mo gobos o300 Robemodobmgol
3m9800Lmob doobmmgdol Lobyobo, GmagmbE 9HMa396m0
3960m&H3oh0mo 0gho. Mo Mol gbm3z0l 3mgBoobmob doob-
mmgdob 30639embysthm?

20dLoGOYMo 306H390m0 033l Oa96d Momgmb hoy-
moo. Bgdm3olb gb o6 oym 3o(30MB0gHgdYMmO FamIdMIMAS.
3506300000063 o6 dJmbrod 3Mb3Mghymo doMg30mgdy,
INROM 00-30000390 ©O YOMOmmE goRbos 3mgBdool
Loy396Y0. doeMsbd 30yY-3060 30mb3d dEMIYMO db30O0

00 3000306 boyzoMmdo gobo3o-MHmdy, MM vd 39¢mB8o, 3mgdool
Lo3®Egd0 MOMOE 3o893909006s. Ag3-m30L 3mgBoob bobyobo demdOM
90063 899330090 d383Mmd0LELOM-06009emM0 3obBYMBLS, Mg
9bmgho3ydo smdom®mgbs godmobzoo Bgddo o gb od3L
1393906000900. Bgdlb Bo6H3mMmagbodn 30630 99M™M0-693L 3mgBool o
0gohML. 3060380 dMHOL IMghyO ™S O 6939360 YIYOITMBE OO
Bo®mImzgbolb LomaLobBoymm, Lodgndmem obyg-dolb dmagbdo.
060396 93mdodo ob 03O MISH Yo MdTodgdol dmgobo —
30096030b0 O 9O3NBYMOL OFO303806909MM0 BZOMN0O.
B9 HY0069b 0060b3d0 3063900 LM 3M 308900 3Mebogem-
30 Joemmdghmads 306399, 03039, 3063 S O 0LLO LdYMOMH
3090b, 380b g 39emombl doydmabs. 30630 960l BYdg (306 3Ymo-
Hemmdob, BEH0Ymmdol, 90gbol, 3og0nMmo LozMomyMmdal, dbgay,
93emaboob - 306bg, kirche (3963.), 3903m3, (©yL.), Bg®B, church
(063.). 30G3gmobYmmds, 6M980 gobbm®mEngmgdymo Jogwgodo,
30639m®mgdomdd 0b damdoMmgmdgdns, MmIgmmo 39339mdom
Lobomobm 9gduHodL omBgs o gmzgmEmoymhmdol GyHobolb




dmdg00. gb dmemm©0bo, EOdodmmdd 306H39mmom 306330
993036dgb0, LooE bdoMow 3odobMOD gHMO® EO300-MO.
0MHOE6MO0gEMO dbemoE ©30L 3030Mg3. 30630006 ghmo Igmbg
RIHmMo, HGmIgmdog Bgal s hobhoe Addmydsmndg-0o89
393emgbo 0dmbos gb oMol Fgemhoemdo. dgbody godhmEo
9990demoo o30Lbgmmm bohMYm-0ndmMobhymo JyMHbomo
“600630", 30dM(39800 d9000L396 303M©0 “b0ObgOL” B0bO3EN
“hoMdHoOmBoE” o 9990006 godnddomdmms obhgthabgds. dg-
d00b 30guMoE Bgdm30L dogmnob 3603369cmm3060 aym. ob oym
Jogmo, HMmBgemad3 YoM 03bmaMmd 8356306 0b 3gMH0mdo.
30bo goMgabmadd, 6330L bhoemo, AgaL aobBymdsdo Bgy33emgm
Lobg-boho MGG o Agddg Botmydmgmo dmodgdnmmg-
00 3mobeoby. 3mghMo 3oodMmgdolb LoByoLgddg gogdMobsl dg-
mmbg 36093690mMm3560 BBOJHME0 0gm DMF06900L Mgsh®0, M3
0bg39 0038mMmB0EOL gobL3YNGIOIYMOE Boyzots. bdoMow
93000Mm00 3OHML domB80, Ly 0ym JoMhmymo nmEnbgdolb
095¢hM0. bgemm3690oLmb Boodmgdol gb mmbo 3m33mbgbho Agd-
030L 3oModhgbo omdmBbY. 396 300093 9 Bemol 30go30, Gm-
©9LoE 3mB0bed FYAHAB0EMA0L FOEOMIS. 93939 0IIMM(300,
3m306yg 3o 93m, LS MMFNBSL YOS gogzemm. HMELL(S 3o-
39090369 gL 306390m0 B0, Y339 30303000 HMI N30VMG 30-
Bbmxzotmo 3506 gmgLbgdd. gb o6 ogm 306mb goomgdol LyMm-
3000, YBMO™M 3ghoe YJOM0gHnmI0L byMH30tmo o 0bhghglo
306mx0MHMb, Hmamez Fobomobmdb. v0 03 mmb EoMamMb
V6009HNMO0m 0dS BB dghoxmm®olb 8ggedbgds. dgdo-
QMO (3mEbemgds (306380, MmMF0badol ™mgoh™o, -
®10em330 o 093mE0bHY bobodhdo s ob bGYmoo Hgomab-
H®O0 900gagde. 39O BMmM3BLOL MgoHML, baggHmb, Hmagem-
903 9600 LOYYIHo S Lo BFY39600 BOHBZIIBHHEMAY, BE0-
VmdS, BOIHYMO, Fobos, dMOEMOTIHYMO (36Mmd0gMHgOd O
90600MLO O 39000dOEYOMIS Mo30L0 L3gE0x30300 Agdm30L
LBmMg  B899MOMBNIbYM EOMZIVIMNOG 303806gd. 3063000
39ho(3900 396 300093 ©39635M0b 306H390m gho3Bgz doemosd
8608369cmm3060 oym. 3goMbmmmob dmadydsgg sthobhgdo
30630L 3bobomdgdn bgdmbgb, Mowadh gl BMMISmndao,
Rm©30L dogdd 3603369cmm3960 0ym 3500m300. OOOLAHYM Bo-
bohgdBo oGl g mag3zoho Jmbamom®mmdd 3m®magdom, d39-
9000, Broob930R0l 899mgdggdedo 3bgogm ©ddb, dob Bo-
39389369030 00 gdmb oxRMH065396 dbmgdo.

2 9L Y439emOx3gOH0 303806000900 073530L BBg6MI6xV6. 3080, v0-
Ly EYIMMOS, OEIOLHYMO dogmo MmA3 3o30bbgbmm, odol
3domMood 030dmdol dm3gbho. gb dgazzodemos 3o303mm
obg, Mmm3 gb 0353Mmdd dV30060L FoLBEMO®gOdS, hmBgemol
bdoMoco oéob gobegaboemo vb MHg3tgbotgdnmo. YBGO® BoM-
0mE Gm3 gobgobocmmm, bgemmabgde moz0l vMLbBo Mm30mmb
060b 99 070358Md0L BgodamohnMgdd, yzgms 990yddo gb mo-
3009090 3odmobo¢hgdo - 096900 gb bodoGmymm-0ydmmobhyemo
J9Mboem0, o00LHYMO Bobodn, 0y HIoMobh YO bodhnMHImem-
0, 07930 0b 93 ©035dMEB03 0653030890 9390 O gdmg-
39009000mds goM33979cm dogdol ga3ndbgde. gbgm wMmb, dogdo
LOYO PLOBMZOMOVS HJoTHYOLY O BoMTMLObYML BmMab.
95emYM0 396(3000L oddomMgds 30 99306H07YeM0 AM3NBOS O
3Mdbmdom bazgmmb dmnEzo3L.

2 30, 0bgo. 896 OMA 3300bm MY Mohma dedMozs Agddo (306030
0 0b 3oghmMgdo, Mo 3o63000emgm, 30MMIYM 3obBYMdSL,
3090406900 ©308g 30Lybol goEgds. 30306 oM 30moMmBoL
3406 090mo, 963 Hg-3tgbotgdol dmagbdhdo 304o30, How-3ob
0083md0b @odob gogomeo. vdwgbo, gb dsmdoxrmgb,




Bmgoo 900300680, 8g0demgdo MO 30m0MmBoLOL M mEgLol godm begdmegl,
063900 9MLgdIMAEL 0Y69dM0300 o O3069gdnmo oymb, GmIgm-bog
399mddg0go0m gonbLgbgd. gb o306ygds, Mo mgds Yoo, ¥39380Mgdd dMoo-
LOYMBSL, HMEILOE 39333MO06 oMLl OB ggds. ©3 MmL 0Bygde
obogmn godmB393900 oo 9b 1339 LYgLMIMN30006 3038060 gdM0 dBdMmEMOb dgo-
0. 9b 935 b3oMoe sMOLEOYMROLM3600 06 FbmeME 3509¢h 039OV 96 M-
BmamOR0mMO© 3obobogngde o 96 3onsdMmgds LMo 3obd¢od0m. Y3oM3zgmg-
Lo gb BLogdoznMo Bgbmgboo, HMIIME MO30L0 3MO35cMIGNE6MB0M Mo¢yo-
YG0o O 99009600039 99L39M0d96dHNME. gJugmo 3oodMmgds Agdm30L B30d03Y®
095hH 006 o 39O BRMMTBLMOL 39380600, gbod b Mgds, HmBgmos gHmHo-
D md0L, bddgsm ML 306m390mymaznemo dMJghn30L 330mg3oL 3nemobbdmdlb mo3z0lL
®0330.

2 96mAH0Ymmd0b bozombo Ag3m30L y39cmodg oo dgdosm®mos, bobogbolb gobiws,
03 d76900Lm06, 3bm3?HgdoLME. 8g6m30l HMamM3 bgemm3obolmzal Mo dmmb
00353mdb g mAH0YEmMmdS? 9O MAH0YmMdS o d99mgadggds - Hmamdm ghbydolb gb
™Mo 1396m3960 9HM3obgmL?

bgemm3bgds, G Yoo SdbHG®OIH Mo 0gmb mo30L BMG3od, IMB0boMHgMAL
900030060L306 o 39399980 96 dMNL, 967 3bM3MHIOSL BYBEBIbHYGOP 36 BmE-
0909. 9OMHOYMMIS M9Foh YOO d90demgds 0ymb bobhgMHglm, dbs Lihdohgao-
o0, 03 308600, HMA 65318930600 0ymb 3MEbo0. 09 039em0lbagds OO 30 o-
3060 03039000, 9639 9bghzgnolb mbgBg 3oo393s. bgemmmabgdsdn ghmibny-
mmAd LEME o 530b ©3doxrEMIAL O bomMEbemgl 960490L M350 65318930ML. Y
9L Bob3md0m0s, 9b Aobdmdnmns B0bolBsG0 gobBMmobymmdnm, 3bmatgdodos bdo-
Mo brogds, HmA Loomo, 0906096 gdd, 3nmPdMHY30eMmdS bBoMow dMol Aobdm-
d0em0. boEgoeOL dogmd dogmosb demog@mos. s®ob omboby&o bognmo, H®Igma
99bhoBob BmBgbh0d, 300065 00008900 MHOEFOMBITHYH gooBEMYIS O HEBBLOL
8m396¢hn 899me0nl. ©3gboc, 9MMAHOYMO (30embobo 96 goboboBmathgds. Agdm-
30L, GMamM3 bgmmmzob0Lbm30L, gb Lobhgtmabmo s dghYomYG0S, GMamM3
©M9356009cmmI0LM30L, 0bg Brmgowow. 90 Jgho3yemo, bozhomydo, 630bws BMEM-
3900L d0gdo L3YMOIE®0 Mo30L dogdow. v30l dgFoagoos dobhgeos s bozzomo. bg-
3060 03 LD gho3b ool o Bnyzgds - 09393MdOL ,30M 3L, 9O MHOYMMMISL O
L033000emOb gBob. gb bggdo Agd 98mb3g3080 doemoob 3608369emmM30600. MY, 39-
Lodmmmo 5030060 dGEIHM 03 9hHO3L 06 3oy39L o oMAgL 3¢m0d980, Bgro306My-
mda0.

) 90 J9ho30 dbbgbg. dmgemo Mogo 658n3g3Mgdo dMLIOIMOL, GmBgamoE bbgoobbge
06 d9h 3L 309d3960. 9HmMOOE 308989390 gLgmo ho3ol 39 BME®ISbLBY. gb mobo-
39006 m39 oLhgMoos (33096H MY, 89330demnd dbg3 3BMEM™), HMIgEM0E3 0033~
0900 MobsdgMhm3g 99b39M03gbhyemo dogdgdom, s&BLgadohyto BmM3nm ©
®00 3mOhBMMISS, MHMIgemoE Mo30bYRdmo d930hdbgdol 3oEmEbemgdel dgbod-
mgdmmdsL ©dgmgal 360b3gemb o dmboBoemglos. 98 gdobmob Mmam dob-
390007 MHM3MMH 03933009 9O MFobgNMb dMdahn3gmo avdhmtmo o 3g6M-
RMG36L0? GO gBo ooty HMamMM3 bgemm3963s 93 3035MHNYNId0m?

. gm39emm30L 30800003000 3obhmMommy®mo 3bmatgdol v3bobggmmo, YoMHommm, dto-
930(hogYm0 O 9GO30MIH03M0 3mgdos. cmgdlo YBM™M b3oMoE oym H3YOM™m
360 dbmMdgdm0b 00303806 909cM0 O Bybihow gb 3obBYmMBY, 9b YOHOEMMgdS 3608369-
™00 Agdm30b. dbgag 3n3b3n, HMA 03 EGOH®Y0, dmgbss 39 30693000 Bgdmddg-
900 bobyob gho38g ymabe, (3bMm3MgdsL dmM gooRbws gbgmo dgtdbmdgemmbds.
3939000, dmms 60860060dg M30L PHMYdOL byyem bbgs 3obBymMdom dMBgMS,
Hm3gmo(3, 3bood, o6 33o3L 39-18 Lvy3zybob cmodhgdmobh MY 9bsb o 3Mogmem
®m&OHBgm00bol AbmARMaobsl. 303b3wn, ™I dogmosb 3603369¢mm30600 dMo-
oG Hm 0b 0y oL vMBgM, MO39 HMBgem 93mdodo bot o Hmam®mo gbom dghy-
390m90. 930096900, 3608369cm™30600 BMMHIdeMObhYE Abotyg, goblboznmtdgdoom do-
306, Hmgbo 30600 Hgoemmdsl 8ggbm. 3oL GmgboE dobgwn, Agdm3ol boobdg-
gLbm 3obeod MOOMMOHMEN0L dogdd — 3odm 330930 030b, MY BMEME S HodHmI

696696 393060580, 539603530 MI3960gcmo 3mghgdn. 3990093 30330M93000,
0y Mo 0gm gobdobbzoz909tmo mg39bgemmddLbs o 40-0060 Bemgdol 3mgBosl




dmmob. 9b 0gm dogm0ob bvbdhaMgbim 3 mE3gbo. LBMMg ©3 96MIM0335 dngdod odobob3d, mA A396 y3gemobo 306 d036083690mgdn. 35806 Mo M0l
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396339900 Mmool 8990093 03060bg, ™A gbgmo dngdgdo ad(ss 39996039600 390900L hgbgbno. v30th™a, Y36oYM0 BMMIFANL s ot ws3dnto
935¢hog0b 303060 3G mbgbho godoRbs.

095(hM303, 9H M 39MH0mEd0 3o03065(33¢mg bbgynemal, BmamM3 9m3603369cm0b 0MBgI30LMVG. gowe36Y30thg Joemgdal, 3omn vbhYOOYIdNL, bobg-
bohgdob 3oomgds, LddE 9MMAHNY bodasobdnemo Agbho oym Bobd 3¢mobBg 6odmMBgYM0. M13(30, gL 96 0ym M3 FemodMo, oG (3 LoBnd3emg, JoaMHed
3dommo ghmbhoymmmds. LEmEg ©dob 30356049 o307M0 36083690mMdY. 5300 O IMMHN3IS 13933060 9OYMNd 9HMNT6gMN MG s gb V303806 gdd
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L1B09IHgOO ©Jd o 896 V3L d09303 3obygbgdPMMOL. BMAHMn dLsbYmo g MHN3S 1339 Lb3d dBMBOEYE 3ecmobihdos go-
o(hdb0gm0. 53 dogdvdn 303b3000 LEMEMgE, MHMA sbLLEYMO O M Jgh03n o0bhghglgdl. 3grgel o6 dghn3mob dobgmos dbg
dmbeoo. AbyM o HIOMISLMED Foligemo, BogMed oMo 60dbndbodolbgymn YoM ®Mgdnl modmo30L gBom, dMhodgw JBb™ gMhdg-
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9L LegHNMMBY, HMBgo(3 39303500 98EOM36900L dIH0YE 390mL BoGHTMAMAL, dbobagL dMd H9gbo3M O™, sGo-
89¢c0 39003030, 3oMOE0YML. oaMod oF 3oMOEMmgbym0d 39HBMMABLOL 30doM NI POHMLMVE. MMl 3oo30009-
00L bO300bo 39O RMEBS6L0 3oGHOEMILYENS, HOa 0b, HOBg(3 6531893060 3x3oMO S 3MBEIHHOMId0, EOHMOL
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90000 dgh0d, HmIgmos LEMMYE PMMB Fomo35dgd0L botIdg dmMB9g3L oM 3399em Bgc9al, N6Y39h™-
0oL, obObEGYMOL o OLOBYNLOL SEVEOLIOMBLL, 39eT0BEYOMASL. (3306Mm9d0EMdS O By3zghoemmdY,
9099300 MYMO, oPLMHYM9dgmo d99mdaggdomo 3Mm3gln, bgemmabgde, HmamM3 3bmatmgds. 8gb GHm-
3mb x30gmmd 53589, 9960 99mgdggdol dogomomdg?




©.B. ©O®LEME 5833560 J0doHNdS 39HRMOBBLL FdogaGo dsbabo-

0090L. 396HOE0YMmMO MM bgmmagbgdol yzgems otgl sboboo-
090b o 930b 8g9mgdgn yzgeme 398mbggzo8o gerdbmal. thm
0G0l oF 353038069090 LEMMg. gl BobEMOBYdS 3boos 3g(3
30943L 060G 96 3oodMgoYmOE. MHmEgbor MgoHML 3039-
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393L L3O YOMANL gobEol 03 98006900l dndodm, 3063
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6md530. Momgmb og 060306900, BooMgds beogde omdog® Lodys-
Hmb;D.

’ “03980606/03990606“-0b 53dhME0 O FoMgmb 39HBRMMIBLOL mg-
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™03 bb3oobblogzoMow BMEMBntgdy, 3930 93006Mb giM-
000. LLOBAHIMILMY, BMam® dm3000 FoMam d96mob... dbg3y,
Mo 0oL 9b 139306yOMBY, BMIgemE 896030L 0oMBOMIOd
396x13m306L30?

9L 3mbeod dogmnob 3mb3Mghyme, doMam dmazncs Bgdmsb bod-
30630. 3oL 3gmbeos L30Mb30, HobhyoMmgds bgmmdy, Mo ot ogm
008 MOML 9ghyommy®0. 9b Hhodhno®9dd 0gm MG YHMN0gMNLEO-
60030 93™ OdMEMMgdol dJmbg bl boddmem, HmA3gmmo(s
3900093 393mM3099gbg 3000913 63189300 30. dTobLmzM®S gb
©09homo, bEmMg 396, 53 Jobh3YMB3d dbogNEdML gMambod
3000bMo LoBIoMA0, ™A ob dMOL FoMam o 39 YbY go3039mMm
0950 M0, Hm3gemo3 dobo mgoh®o 096gds. v3ohma, Hm3d 3g300-
bg90006 Mg, 30600 FoMam, MgoemyMo my 3dodmamboemo 3o-
M m369000, d0doMb 30L7bob go(3990. Fogm oMmgoMmohod, 03039,
B330b doMaomohn, 3oMomodo 30 SBMMEoHhgLlmsebod o303-
306Hgd9em0. 13000m6 i3ydg “FoM” - BM3oLMObLS 3938060gdY-
0. §HoLhobmdoLb EMMNELb da3MmEohglb bobgemo 3gemogasl
Lobgemom 8gb0MdglL, 3og®ma 306 -00b 13933060 gdYMo bobg-
gdo 30 YBIWIMOE MBS, FoMgotodd mo30Lbmogow dob-
$H039600 bdbg0d. MLEAHIHO S FoMZoMo¢d dYMgd3M3L 3gdmb3g-
3000 06 ©943b godmygbgdnemo. Mo 9gbgds 1393069O ™AL - G-

0m b3gghMom gbvd d9BOYMNELE LO3MOMYMSwY ym3emob-
3m(339¢m0 06¢)n03096M0 3o0dM oY, 1O30L7ABO0 M3060gd0L dg-
LodgmgdemmMdY, GMamMME bmmo, LoEoMogmyg, G®IgMmOE Y39-
O396mL Im0o(303L. 303b3000, ™A 9b dgmogto AL 3G dogmsd
00 30LMOB YHNIHNMBL OGO FoMH30, HOa6 0L L3gdhHom
300¢m00600 o 996 3obmOb Lhoh3PMO 396 YOHMOIHNMI. 0l
LOAdMENM B30MOL30MIOYENMINL, HMBgemoE FoMmamb boBdom-
3o 0gm, v0Lobd MgohmB0E. 353930 F03960d93 BgdmOb 006533-
OMIMO0m goozgme gbgmo 603y8g3060, mMIb&Hoz0 obtob
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Poetry and performance. Any stage of life that is continuous in time can be a performance. A line of cars crossing a bridge, children being noisy, or

poeticinserts found in the dynamics of life. Our cooperation in theater always evokes this feeling - as if the passive, the lost in the routine come to
the surface with joint effort. Can you recall the initial processes that brought David Chikhladze close to poetry as a performative act? What is the
origin ofyourinitial draw to poetry?

Finding the first fixed impulse is difficult. This was not a conscious state for me. | did not have a concrete draw, the love for poetry came by itself and
casually. From early childhood, | loved to read, which determined my closeness to poetry. For me the origin of my interest in poetry is probably the
irreplicable childhood memory that evoked an aesthetic soar in me and is connected to the circus. In my imagination, circus unites poetry and theater.
Circus has poetry and childlike immediacy, as well as the moment of a festive, celebratory start to the performance. In the antique times it is the arena of
acrobatic games - connection of divine and humane. According to Tertullian, the first circus games were staged by the Colchis goddess Kirke, also
known as Circe, and they were dedicated to her own father, the sun god, Helios. Circus is the basis for circulation, circularity, arena, magical sacrality, as
well as church - kirche in German, uepkoBsb in Russian. Circularity, an action carried outin a circle, reiteration — these are the states which help you reach
a fun extasy and distance you from the routine. | felt this expectation, the tension for the first time in the circus, where | often went with my father.
Unconsciously | still explore it. The second factor, alongside the circus, that influenced my formation as an artist is the cartoon. The third factor can be the
satirical-humorous journal “Crocodile”. | had heard about the predecessor of “Crocodile” - “Tartarozi” from my grandma, which deepened my interest.




The grandmother figure was also very important for me. She was the woman who lived
first-hand in the Avant-garde period. Her appearance, the NEP style formed an
irreplaceableimage in me and left an indelible impression. A fourth important factorin
thinking about the beginnings of poetic understanding was puppet theater, which |
also especially loved from childhood. | often went to Arto Garden, where there was a
Georgian Puppet Theater. These four components of communion with art turned out
to be a turning point for me. | was only 9 years old when | wanted to make a cartoon. |
built the scenery, arranged the environment where the doll would go. When |
developed this first film, | realized that | was interested in the film itself. It was not a
desire to make a film, but a desire for a relationship and an interest in filmmaking as a
material. It was in relation to these four fields that a sense of metaphor was born in me.
The metaphor comes to life in the circus, in the puppet theater, in the cartoon and in
the humorous drawing, and it is perceived as completely realistic. The performance
theater, a field in which there is no story and where the lead is taken by the
fragmentary, circular, textured, material, non-dramatic consciousness and contentand
meditation with its specificity, for me is connected with the above-mentioned fields.
The passion for the circus was very important even in the first stage of the avant-garde.
Artists working with Meyerhold became circus actors because this formalism, the
search for form was important to them. There is a kind of juggling in forms and sounds
in Dadaist paintings as well, we see this with Zdanevich, as if letters are flying in his
works.

All of this is connected with the phenomenon of play. Play, absurdity, the Dadaist
ball where these aspects are prominent. It can also be understood that this play is
the aspiration of a person which is often expelled or repressed. Broadly speaking,
artinitself is the rehabilitation of this game, it manifests itself in every medium - be
it a satirical-humorous magazine, a Dadaist painting, or a realistic still life, as long
as it is built on these playful dynamics and creativity is based on a certain quest. In
this case, the search is a complete boundlessness between the real and the
imagined. Intensification of real feelings is an empirical occurrence andinvolves the
emotionalrealm.

Yes, this is the case. If you asked me why the circus and the other factors evoked
heightened feelings for me, | would find it hard to respond. Back then, | did not need
catharsis, nor was | in the state of repression, because | was going through the
childhood phase. Thus, this ascension, in people generally, may not occur due to the
process of catharsis, but may exist naturally and be forgotten, which you can
remember through creativity. This forgetfulness, of course, is related to adulthood,
when the phase of leaving the childhood begins. New challenges appear at this time
and this is already an area of a sexual struggle. This topic is often examined
incompletely or only pathetically or pornographically and is not fully comprehended.
First of all, it is a mental phenomenon, which is ritualistic and thus experimental in its
complexity. Such an understanding for me has to do with physical theater and
performance, it is a topic that involves the study of eroticism, the primordial archetype
of the universeinitself.

Thetopicoferoticismis the biggest metaphor for me, the feeling of fullness, ties with
the nature, with life. What role does eroticism play for you as an artist? Eroticism
and creativity - how to these two phenomena flow together?

Art, no matter how abstract in its form, comes from man and is not in a vacuum, that is,
it does not fundamentally move away from life. Eroticism can be interesting
thematically, or strategically, with the aim to make the work alive. | mean with not
directimages, but with energy. Eroticism in art intensifies this and gives life to the work
itself. If it is suppressed, it is done so with premeditated intent, it often happens in life
that laughter, happiness, naivety are often suppressed. Laughter has great power.
There is a Dionysian laugh, which is a moment of ecstasy, the rational understanding is
completely extinguished and the moment of trance sets in. Thus, eroticism is not
uniquely defined. For me, as an artist, this is interesting and relevant, both for today
and in general. The search for archetypal, sacral, sacred forms is the search for oneself.




The summary is mystery and death. The artist goes through these
three stages and follows them - the "circus" of childhood, eroticism
and the path of death. This scheme is very important in my case.
However, a person may not follow any of these stages and remain in
acliché, onthesurface.

You mentioned archetype. There are numerous works that you

dedicated to different archetypes. We even worked together on

such a performance. This is a modern mystery (I think we can call it that), which is played out with contemporary
experimental search, non-schematic form and is an open platform, which gives the viewers and participants the
possibility to evoke feelings of freedom. How did you arrive to this theme? How did you connect archetypical factor
andperformance? What path didyou take as an artistin this direction?

I have always been attracted to poetry depicting pastoral life, poetry thatis simple, modest, non-pathetic. The verse was
more often related to direct feelings and it was precisely this mood, this simplicity that was meaningful to me. | also
realized that at a time when | needed to be in the early stages of creativity, life no longer had that kind of sensitivity. For
example, Shota Nishnianidze described his time with a completely different attitude, which, obviously, does not
resemble the literary language of the 18th century and the worldview of Grigol Orbeliani. | realized that it is very
important not only what you describe, butalso what era you are in and what language you use. Thus, the formalistic side
is vital, especially when you want to touch on reality. When | realized this, it became interesting for me to search for a
laboratory - to study how and why contemporary poets wrote in Germany and America. Then | explored what was the
difference between the present and the poetry of the 40s. It was a very interesting process. It is this linguistic search that
has shown me that we are all signifiers. Then what is the sign that we are constantly signifying? This issue became
interesting to me from the beginning with a formalistic search, not because of trend, but because of the approach to
reality. However, after some time | noticed that such searches turned into a tendency of doing it mechanically.
Therefore, | developed a sense of protest against the strange shapes or direct outrageousness.

Even in the theater, at one point | moved on to imprinting the body as a signifier. | decided to shoot women, their
entourage, face-icons, where an erotic accent spark was brought to the fore. However, this was neither glamour, nor
nudity, but intense eroticism. This is exactly what | gave magical importance to. Magic and eroticism are intertwined,




and this connection serves to break public clichés.
Magical eroticism destroys the perception of
woman and man as "usable" subjects, and you
perceive them as ab-stract. The eroticism shown
in the photo has alre-ady been transferred to
another slap-stick layer. In this search, | realized
that | am interested in the end and the archetype.
This is how | happened upon the Medea
archetype. | wanted to arrive to reality, but not
through a Nishnianidze-like lyrical simplicity, but
through a longer path that is an ever-changing
energy.

The pastoral, natural, and constant came
together in a strange way in your response. Of-
ten such perceptions are lost in the process of
cultural selectivity. We perceive each as frozen,
from atemporal distance. Thenin allits chapters
- historian through history, culturologist or art
critic with their own approach, classify this or
that epoch, which is obviously important, but
the integrity of reality is already defined dif-
ferently. This community, which constantly ge-
nerates an active field of thought, reflects time
not in a technical sense, but a permanent, eter-
nal one. But paradoxical here is the relation of
performance to time. The issue of time suspen-
sion is paradoxical in performance, because
what you work on and concentrate on is a non-
productive sensitivity to time, and at the same
time a time-consuming, one-time, non-repeti-
tive act that achieves a certain result at the
expense of time. Mutability and discontinuity, at
the same time, an endless creative process, art
as life. How do you feel about this based on your
creative example?

Performance is strongly characterized by such
relation towards time. Eternal time characterizes
allfields of art and the creator feels this in all cases.
Time is of the essence here. Obviously, | have this
aspiration intuitively or consciously. When | do
theater, the eternal ti-me does not end in the
work, but neither does it move from one piece to
another. Here | see a third factor that is specifically
a theatrical factor, | think. The people who parti-
cipate with you here in this timebounded perfor-
mance are not only intersecting in this space, but
co-existing in another dimension. Here comes the
occurrence of eternal time as a dream phenome-
non. It evokes a sense of sacredness towards pe-
ople who play an important role in my creative
work. As if initiation here, becomes communion
with the world beyond.

You are the author of “Feminine/Feminine” and

the founder of Margo Performance Theatre. A
theater that is being formed in different ways
with many people. It is interesting how Margo
came to you... Also, what is this femininity that
becomesidealizedin performanceforyou?

This happened very precisely, Margo came tome in a dream. She had a tattoo on her arm, which, back
then, was not common. The tattoo was a symbol of an arrow with two opposite ends, which | later
used in the work. I remembered this detail, it was her, this mystical young girl who told me in a dream
that she is Margo and that | have to create a theater - her theater. So, when | am asked today who
Margois, whethersheis areal orfictional, Ifind it difficult to answer. Margo is Margarita, the same as a
sea pearl, a pearl associated with Aphrodite. The root "Mar" itself is connected with the sea. From the
time of Christianity, the name of Aphrodite was disguised as Pelagia, but the names associated with
Mar have remained unchanged. Margarita itself is a mystical name. Bulgakov did not use it
accidentally in The Master and Margarita. As for femininity - in a wide range it is a comprehensive
intuitive understanding from banal to sacral, the possibility of free maneuvering as zero, an
emptiness that encompasses everything. | realized that it is a powerful mystical force and
communicationwithiitis not easy, becauseitiswhole in spectrum and you cannot communicate with
it statically. That symbol of controversyfrom Margo's dream was also reflected in the theater. Mamuka
Japaridze, in collaboration with me, did this work, a two-sided arrow logo. This was developed in the
theater with the means of a two-stage principle.




I remember your public meeting where you were discussing the concept
of nothing. Theater that is nonthematic, nondramatic, and created of
nothing. Letus talk about this concept.

This nothingness is a very interesting phenomenon. Something that gets
done without you remembering it. You do not put too much ambition or
pathosin any object thatyou use and, therefore, you do not create barriers.
This is what my talk“How to create theater out of nothing, when you do not
wanttodoit”wasabout.

What were the formation stages of Margo performance theater like?

The formation is connected to different historical stages. The first method
was the moment of two opposing stages, while the second method was
when the stage and the arena were combined. This raises the peripheral
attention of the viewer, allowing it to perceive more. We simply replaced
the two stages placed opposite each other in one work with two
drummers, and this also led to a peripheral, not just one-sided, focus of
attention. Then, in the same period, we wanted to cancel the beginning
and the end. It was Autogodot, a work that was built on a permanent end.
Every action of any actor was the end, with this sensitivity. This created
extreme tension. Then we created Margo Arena-2, already built on
permanent beginnings. Video projection, red neon lights, fire were also
integrated here. This is the first period. Afterwards, | went to the US and
upon my return, | continued to work at the ballet school for three years.
There was no longer the same character here, the concept of the two
stages no longer worked. The work of this period was more etude-based or
meditative. | did not want to work only with ballerinas, during this period
the work Om Mani Padhme Hum was created, where non-ballet
performers Aleko Shugladze and Zurab Rtveliashvili also participated.
What was interesting to me at this time was not the prestige associated
with the classics that | work with ballerinas at a ballet school, but my wish in
experimenting with them.Then there was the period of my stay in America,
where | largely shared or modified these experiences in the work | did
there. | represented Margo there and continued to develop in such a way.
The character of the "Happening Clownery", a character built on a certain

game structure, became more prominent. Then, when | returned, |
continued to form Margo's new group at the Academy of Fine Arts, but did
not continue to work at full capacity because | found it difficult to adapt
quickly. Later my friends Nick Fracaro and Gabriele Schafer came from
America, we started working together and this pause was alleviated, but
still there was no theater in the intensive work process. A new group was
formed in 2020 and from this time, it can be said that Margo renaissance
began, all strategies and methodical work are fully updated.

Which work is the mostimportant foryou?

All of the works that were created in 2021. The first stage of Margo's
formation and the strength and enthusiasm it had in the 90s is a whole
different moment. But the turning point is still related to the present.
Medea's Meditations stands out in terms of its poetic concept, which has
developed a direction that we have been actively pursuing ever since. This
wave is continued by Whisper of Aphrodite and the current works
ongoing now. Starting in 2020, Performance Theatre was fully
rehabilitated and a variety of experimental quests were revealed. Among
the latest works, the work for the Thilisi Online Biennale, made on the Tbilisi
Sea, The New Better Easy Life, also stands out, which, due to quarantine,
remained only in the form of a video and did not take place live. | consider
the works of pseudo-endings and pseudo-beginnings to be important
works of the early period.

David Chikhladze's poetic credo in terms of performance theater.

How existent morphs into nonexistent, this is very sad and painful for me,
as well as, probably, for everybody. Time that erases the most precious,
where this imprint goes. These details are very important for me. Where is
this limit and what signs remain. Searching for these signs and symbols left
over from existence is my mostimportant credo.

Whatis freedom foryou?

Freedom s a search, a meeting with yourselfand giving up on finding ways
tofind yourself.
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HISTORICAL PERSPECTIVES

MARIAM SHERGELASHVILI

80-90s OF THE

XX CENTURY-AND
THE BEGINNINGS OF

GEORGIAN
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In the history of Georgian contemporary art, the 80s and 90s of the XX century is the period when the culmination of
alternative search begins. The conceptualization of art and the formation of artistic ideas are intertwined with
intuitive, vivid creative processes. The individual interest of the artists, the thirst for novelty is strengthened by
joint work and thus, informal artistic associations are formed, initially an "Archivarius”, "10th Floor", "Marjanishvili
Theater Artists' Group”. The artistic experiment of this period entails rethinking the traditional painting medium
with alternative materials, installation art, video art, action as performance. It is noteworthy that painting, one of
the most classic fields of art since the 70s, expands the boundaries of expression and manifests itself in alternative
forms. In the works of such important artists of the 60s generation as Alexander (Shura) Bandzeladze, Avto Varazi,
Temo Japaridze, Otar Chkhartishvili and others.




At the turn of the 80s and 90s of the 20th century, the possibility of discovering a new form, discovery of novelty, and critically
reflecting on the existing reality with trans-avant-garde relations in the artistic currents also determined the introduction of
performativity in the artistic processes. Art, as an outlet for thought and expression, became archived as a kaleidoscope for
poetic sensitivity, social formations, fluctuations, chaos, and live romanticized actions. The first fixed performance in the
history of contemporary art of Georgia is Mamuka Tsetskhladze's work, which took place in 1988 at the group exhibition of
artists informal collective X floor in the “Karvasla” space of the Thilisi History Museum. Blindfolded Mamuka Tsetskhladze,
(artist Koka Ramishvili participated in the blindfolding process) with a carafe of wine and a chicken in his hands, dressed like
the Shah, performed a kind of shamanistic act. With this kind of demonstration, the artist created a temporal metaphor
expressing irony, play, allusion and allegoricality. In this regard, the Thilisi History Museum, “Karvasla”, was an open and
relevant space for informal manifestations of the latest artistic language and artistic explorations, where a number of
initiatives and exhibitions were organized under the leadership of Lika Mamatsashvili. Exhibitions in the "Karvasla" space
were periodically accompanied by various experimental implementations and performative actions. One of the examples of
this is Guram Tsibakashvili's photo exhibition "Kibe", where David Chikhladze's performance "KITCHEN DRAMA" was held.
"KITCHEN DRAMA" evoked a John Cage-like minimalist sensibility with the natural sounds of household items and intermittent,
rippling sounds from the radio. The totality of absurdity, spectacularity, repetitiveness and rhythmicity characteristic of
happening was formed as an innovative experiment of that time.

In parallel with these ventures, performance surpasses the exhibition, gallery sphere and attempts to introduce spectacular,
shocking elements into the urban space through social context. In response to the crisis of the 90s, artists Oleg Timchenko
and Niko Tsetskhladze disguised themselves as models in a glass showcase in the underground passage of the Kolmeurneoba
square, painted as mannequins. Painters in the showcase - this kind of transformation can be considered as an artistic
understanding of the fragile, brittle reality of that period, where the culminating, transgressive act of, breaking the glass cube
-is perceived as a step towards the awakening of the public's consciousness.

Oleg Timchenko's exhibition-action "If the mountain cannot go to Muhammad, Muhammad goes to the mountain” is significant
in the social context against the background of the artistic searches carried out on the verge of the 80s and 90s. Timchenko
visualized this idea by exhibiting his works in the market. Such intervention of art, direct approach to people was part of a
heterogeneous process, which was related to commercialization of art, chaotic everyday life, and self-representation of artin
this everyday life.
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An interesting sample of the critical-poetic understanding of the same social context is the poetry reading actions carried out
by David Chikhladze at the counters of empty shops. Gastronomic poetry is what he called this idea, in which Georgian poets
Zurab Rtveliashvili, Giorgi Bundovani, Shota latashvili, Badri Gugushvili and others participated. Gastronomic poetry is an
extreme and at the same time sensitive expression form of maneuvering in harsh reality, self-preservation, surge of creative
impulses, which established the poetry expelled in routine life in the form of happening.

The interest in the study of speech and poetic language was translated into performance in the work of the artist Temo
Javakhi. One of his early performances involved making “Bulbouillon” alphabet soup. Javakhi's interest in visual poetry and
word-objects developed in the international project TRANS, which was first implemented in Thilisi in 1997. Synthesis of the
Georgian supra and European fourchette, the word TRANS written out with wine glasses metaphorically expresses different
content: "transmission” (transition) of one person to another, "translation” - focused on the research and fixation of endless
(continuous) possibilities of transformation from one period to another.

It is significant that in the last decades of the 20th century in Georgia, the action-performances formed in the 80s-90s with
general intuitive aspirations, open and free orientation of creative thinking intersect with several branches of art. Mamuka
Japaridze's performance "Saint Sebastian” collectively expresses the performativity born in the heart of visual art. The artist
painted his own body and then, wrapped in painting canvas, moved from “Karvasla” to the baths. This procession can be
defined as a demystification of the role of the artist.

In the 1990s, Georgian performance coincided with the fields of poetry, theater, underground music and fashion. A significant
example of the intersection of underground music and performance is the joint concert of artists and musicians in 1989, at
Thilisi's first independent gallery, "Alternative Art Gallery”, which was organized by the founder, artist David Chikhladze. De-
music was performed by the participating artists Niko Tsetskhladze, Koka Ramishvili, Shalva Pantsulaia and Shalva Lomsadze
and entailed the deconstruction of musical sound and captured the various free manifestations of sound. Along with music,
the performance was actively intertwined with poetry. A historically important event of poetic performance took place in
“Karvasla” in 1993, where the Georgian poet Zurab Rtveliashvili became the Dada King during the Dada King presidential
elections. In 1994, David Chikhladze founded the Margo Korableva Performance Theatre, which develops experimentally at the
intersection of collective cooperation, theater and performance, and continues to occupy animportant niche.

Generally, performance is one of the most open artistic forms. A focused on the live process through unification, deconstruc-
tion, synthesis, and fixation. With its ephemeral and, at the same time, intense expression, it intersects with different
performative, as well as visual artistic layers. It is significant that the performative actions and performances carried out in
Georgia in the last decades of the 20th century, unlike the same practices developed in the West, were characterized by less
intensity and mostly carried idealized self-expression, often light criticism and irony.
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Performative Act:

Life as
Art and
Vice Versa




Performance - a time-bound, efficacious act, often adopting a radical and uncompromised form of expression and presents itself as a
demonstration of intensive criticism. Since the 2000s, performance art in Georgia has become closer to activist art by contextualizing social
problems.

Performance, with its form of expression, aesthetics and conceptual approach, adds an additional layer to the frank, straightforward nature of
activism. Due toits radical form, it can even be considered as outrageous. Still, the main motivation of performance is to blur the line between life
and art, create awide thought space toreflect on prominentissues.

With different forms of expression, the performance of the 2000s makes a critical voice heard in society. In this regard, the performance of the
artist Kote Jincharadze "Pounding Water "in 2014 is worth noting, which was carried out against RMG Gold due to the prominent events in Kazreti
and on the topic of Sakdrisi. The performance was emphatically and ironically about the ignorance of public opinion in the current political

events, the frustrating situation associated with the pounding water. This action is an example of how figurative speech and performative act
becomeadirect reflection of current public life.

In this direction, the action-performance of artist Natalia Nebieridze selling milk was memorable, during the ongoing protests in Gudiashvili
Square, where the artist milked and sold her own milk. The action created an ambiguous attitude and strongly questioned the issues of publicity
andintimacy, especially in a patriarchal society.




The direction of protest and socially active art is actively
developed by various collectives and independent artists
(Boullion Group, perfo-rmer and artist Andro Dadiani, artist
NadiaTsulukidze, etc.).

Action performances developed in the heart of social protest
are not only manifested in the field of visual arts and the works
of artists representing this field. Performativity significantly
intersected with the experimental research of theater,
especially considering the recent pandemic crisis.

“Life is a theater" - this phrase, which seems to have become a
faded cliché, was expressed in a new form and with a different
perspective in the joint initiatives of the Royal District Theater
and Temur Chkheidze's Studio. "There's Drama", a 9-hour
performance included a live reading of text by various actors.
These kinds of monologues expressed the chaotic flow of
thought as a continuous process in an isolated room behind
transparent glass. Locked up people with their dramas, -
thoughts, sadness, humor turned into a manifestation of the =~
pandemiccrisis.




An outstanding example of the poetic-spectacular transforma-
tion of crisis and social problems is also the series of works "Pro-
tected Areas" created jointly by the Royal District and Temur
Chkheidze's Studio. This collaboration of young authors, screen-
writers, directors and actors voiced important social state-
ments. The form of the solution itself is significant - when, due
to the pandemic regulations, the theater was closed and rema-
ined inactive, it left its "native" space and the theater stage was
replaced by a transparent, mobile showcase. The showcase tem-
porarily moved to different urban environments of the cityon a
nomadic principle - with the stories of different authors, it beca-
me a sharp accent in the urban fabric of the city. The actors con-
nected with the audience through live monologues and mostly
online broadcasts in extremely tough conditions. With such a
performative act carried out between reality and virtuality, the
theater with its primary purpose brought out the reality of life,
theinjustice, fear,and crisis in the environment.

Thus, it is precisely the performance medium that makes us
think about life as art and vice versa, with sometimes clear,
sometimes coded solutions...
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SECRETIVE SHARING AND A CRITICAL VOICE THAT OFTEN PROTRUDE INTO THE PERCEPTIONOF THE VIEWER IN A RADICAL FORM

WHO IS ANDRO DADIANI?
MYSTIFICATION?
CHARACTER?

PERSON?

WHO?

Thinking about this resembles a train
window from which the landscape keeps
escaping. If you take a photo, the shot will be
incomplete and blurry. The answer to your
question will be similar - fragmented and
incomplete: After May 17, 2013, | lost my vital
energy and then in 2016, like Mario, | started
reliving as Andro Dadiani again. Back then,
he was a person who needed to cover his
face to speak; The last three years were
taken over by the destruction of my ten-year
long cohabitation with my other half, which
burned me out so much that I lost my whole
body, | think. If before Andro Dadiani was
faceless, now heisalsobodyless. In the past,
Andro often had different bodies, though,
even in those cases, the mind was the main
organism and not the body; Just like in good
music the primary musical sonority is the
soul of the artist and not the instrument,
here too, the primary energy can exist by
itself, bodyless, as a thought, conception,
non-physically.

ART AS A SPACE FORTHOUGHT.

SHARE WITH US YOUR ARTISTIC
PRACTICES AND TRAJECTORY FROM THIS
PERSPECTIVE, WITH THE HELP OF WHICH

ANDRO DADIANI

DEVELOPS HISVISION IN DIFFERENT
MEDIUMS.

| do not have professional education in my current occupation and, to be honest, | do not even know where or what | could have
learned for this. Do they teach how to catch a black cat in a dark room anywhere? For me the most important work is thinking, which
may not even develop into a conception, but life is increasing your taste and chasing and catching up to it. Suppressing this stream
with a genre is difficult, and this is why | perceive mediums as conditional. In the natural process the content, form and manner are
not divisible, this is what | ask myself too unless the imbalance is a premeditated form. A pitcher example - its existence is derived
from thirst, this essence creates its shape, which, initself, is a manner (of form and of how its contents pour out of it) and creates the
organicand original manner of userinteraction is generated.




PLAY

HOW DID PERFORMANCE AND THE BODY MEDIUM
BECOME AN IMPORTANT ARTISTIC FORM FOR YOU?

What is important is not the performance itself, but the
thought that becomes embodied into performance, or,
sometimes, other mediums, since the medium is also a
form and the content extracted from the form is a tur-
bulent trajectory of the rivers, | feel. With the personal
pains of the past year, | brought myself to clinical dep-
ression. Depression brought me to heavy psychotro-
pics. Excessive mediation led to stomach illness, which
completely absorbed me, all my physical and spiritual
energy was diverted there, my gaze was turned to my
stomach; like an ingrown nail, | was just staring into my
sore stomach and that was all | was. Then, | went to An-
dro Machavariani, got treatment and lost my stomach,
Now, | ask myself where | have this organ and | still.ean-
not say for sure; | am not a biologist, | do not know whe-
reitisanditdoes not remind me of its existence. | can-
not see it, | do not encounter it, therefore, it does not
exist. - will highlight two aspects from these thoughts
- "Pain” and "My self”. Pain is how objects prove their
existence and importance to me. Second underlined as
“My self” - who is the commentator who uses the pro-
per pronoun - “me"? - No one can answer this, no one
can see and no one can point him out, but | know with
sense and feeling that this is Andro Dadiani. “Self"-or-
ganism belonging to me, which | take care of every day.
like my dog; | clean it, feed it, take it on walks, to thea-
ter, | satisfy its biological needs, like the sore stomach |
just treated... Such disassociation with my body gets
me closer to it as a performance instrument. With such
disassociation | can subject my body to rough prepara-
tion, loss of baroque, carved thought and its complete
disappearance. This can lead this commentator, the
user of the proper pronoun “me” to express himself
and speak. This expressor is the only thing that hurst
me now and this pain is the only thing proving exis-
tence. In my faith, this is poetry that the world needs
anditis noteven necessaryto be dispersed into poems.
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ON THE VERGE OF PERSONAL AND IMPERSONAL.
THIS IS THE TOPIC THAT INTERESTS ME IN
GENERAL AND, | THINK, THIS LAYERIS FREQUENT
IN YOUR WORKS -PERSONAL SEARCH AND

GENERALIZED “TALK".

ELABORATE ON THISBASED ON YOUR CREATIVE
EXAMPLE.
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If | continue with the abovementioned “my self” concept, the energy of
the one saying “my” is so inseparable from the one, that | cannot even
comprehend what is impersonal. With this technique of thinking, |
can perceive the inner, inevitable spiritual need as a social service,
because there is no "they” and "other” in this content. When the
thought is pained with a large inner truth, it belongs to the universe
and blurs the lines between success and failure around it.
Sometimes even the line between expression and suppression of
such thoughts even disappears, due to its vibration in life. However,
art is an area of material expression and it can be expressed in
differentways...




DOES ART REQUIRE COURAGE?
WHAT IS THE IMPORTANCE OF FREEDOM IN THIS
SENSE?

Our main inspiration is being cast out. The first person gets cast out
from the harmonious entrails and since then, we are trying to rebuild
something resembling what we have lost; the womb is also a Garden
of Eden, one of these days mother lets us out of her safe and sound
entrails, then helps us get on our feet like a goddess, but there is still
risk and courage in every step. To speak of freedom is also courage,
while its opposite is that which is not even in existence yet in the world.
Only from freedom can you be born; you cannot expand boundaries by
thinking in a box. Freedom is both the result and the process.
Everything ages and dies over time, even our work will expire, the only
thing that remains is the slightly expanded ability of thought, there will
be a space for fantasy on which you can live and think more broadly,
perhaps.

ACRUCIALWORKFOR YOU

For me the process is not divided into separate works, labor is great
and infinite in its wholeness, like an exalted and exhilarating prayer.
Finding techniques, delving into the content, choosing the right
language, material, solidity of form and dialogue with the content,
mobilizing physical energy, thinking about all the nuances of organic
polyphony forbids me to sleep; this happens in all big or small works
and | love this process. | will not put up a machine of non-excitement.
Years ago, | was working on a series “The Psalms of David”. | was
living and breathing in that language, that manner. Tato Changelia
told me a story of two boys getting beat up by a police officer and said |
should write a poem about this. | took this as a challenge and wrote a
poem which, people say, is a good work. However, | was not
overwhelmed by the creation process, | constructed it absolutely
technically, and that was my last poem with this technique. | did not
write for 6-7 months so | would not repeat this. | realized that if | got
used to turning on the machine, holding the button with my finger and
making good poems like ice cream, it would no longer be art for me.
When | see that | have mastered something and my taste takes the
product of this "machine” as a successful work, | make two or three
samples and then | forget about that manner. | am afraid of the fear of
assembling new “machines” and being able to work with the same
tools constantly.

THE SUBJECT OF THE SEARCH YOU ARE CURRENTLY
GRIPPED BY

Solitude and silence taught me to stare at objects. Things are the immediate and impeccable performers of their function, the true
Atlanteans, who, as much as they can, play their part, their role, until they are crushed. They stand in silence and await us to impose
something on them, with their silence they have a selfish commentator pulled back and it is very exciting to watch it. | am trying to
share these qualities from them now. | am also trying to find a language that expresses the bodyless performer and his utterances,
itisaninteresting challenge to see what comes out.
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The Georgian collective Bouillon Group founded in Thilisiin 2008 is made up of Teimuraz Kartlelishvili, Ekaterina Ketsbaia, VladimerlLado Khartishvili,
Zurab Kikvadze, Konstantine Kitiashviliand NataliaVatsadze. In their work they refer to the rich culture of their homelandas well as to the post-Soviet
living reality, which they often view critically. Through their explicitly performative approach, Bouillon Group focuses on transcending the border
between art and the everyday world as well as between institutionalized art spaces and public space. In accordance with the name of the collective,
whose work is fundamentally based on the participation and agreement of all six members, art and life, as well as tradition and politics merge into a
conglomerate and blur the boundaries of the individual areas.

Bouillon Group reveals complex historical and societal levels of meaning, particularly by making use of regional traditions and rituals and
transferring them artistically into new contexts. In their actions, the collective reacts to current cultural and social developments in Georgia, but also
to the many and varied consequences of Soviet supremacy, placing them in an supra-regional context through participatory performances and
interventions. They thereby often deal with the relations between Georgia and its immediate neighbors as well as other Western European countries,
for which they develop site-specific works that are designed or adapted for the respective public venue and that actively include the visitors on site.
The performances of the collective are usually marked by a deliberately minimal course of action or movement. Itis especially in the repetition and the
reduction of processes and props that a decisive moment comes to light that shows and breaks up apparently solidified political developments.
Through the link between political, cultural and social questioning on the one hand, and the particular place where the performance takes place on
the other hand, Bouillon Group develops their own language that runs beyond the institutional framework of political and regional debates, leading to
wide-reaching transnationaldiscourse.

Christin Miller

Curator, basis e. V.
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Presenting

Uta Bekaia
engages multiple
artistic mediums,
creating wearable
sculptures,
performances, and
videos, where the
borders between
the disciplines are
blurred, and the
cultural references
are synthesized in
his own,
personalized
vision. With the
background in
fashion and
costume making in
the beginning of
his career, Bekaia
transformed these
mediums into the
main means, to
approach human
body and fully
emerge into
performances.
Inspired by ancient
mythology, fairy
tales, Italian
Baroque, and
Georgian Dada,
Bekaia with his
exuberant,
sculptural
costumes,
reinvents and re-
stages long lost,
never-before-
documented
rituals. Believing in
genetical
transferability of
communal
memory, Bekaia
attempts to re-
connect with the
ancient knowledge
and impregnate it
with his own
experiences and
new meaning.
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Tsulukidze

Artist statement

All my work is defined by the way | look at the
body, how | perceive it. Coming from a dance
background | am less interested in the body,
as a producer of beautiful movements. | per-
ceive rather the body, as the result of cons-
tant negotiation between social construction
and personal choice.

This process of negotiation | define as perfor-
mative, as it employs the self-performing in
relation to the ‘other’. My work is framed by
this perspective and directed towards the
exploration of my own ‘self in a specific fra-
mework.



was born in Georgia, in 1976. After finishing the Music Colleague (in Georgia) she studied dancing
for eight years in Germany. Nadia came back to Georgia in 2004 and as a freelance artist she
collaborated with visual artists and co-founded a multimedia performance group Khinkali Juice.
She took part in international projects and exhibitions in Turkey, Armenia, Hungary, Italy, Pollen,
Slovenia, France and Germany. In 2010, she got Master degree in Theater Studies at DasArts for
her multimedia documentary theater work Ready for Love or Seven Fragments of Identity, which
was nominated for the Neu/Now Festival 2011. 2013 she made a performance ‘Me and Stalin’
produced by Traum-A, Boris vzw and Belluard Bollwerk International, coproduced by Kaaitheater
Brussels, Frascati Amsterdam, BIT Theatergarasijen and Schlachthaus Theater Bern. Currently
Nadia works in Berlin, Germany. Her artistic practice includes different art forms such as
performance, installation, video, choreography and experimental theatre.
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