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The paradigm of modernism places it in a cosmopolitan area. The
desire to become integrated into a unified artistic space generates not
only common, similar artistic trends in modernist art, but also severely
limits the borders between the specific national derivatives within it.
Coupled with the fact that “national” became a dangerous and
unpopular topic after World War |, the modernism that developed in
Central Europe developed as an anti-national phenomenon.

Georgia enjoyed a short period of independence from 1918 to 1921.
Not only Georgian modernism, but also the distinctive model of the
Thilisi avant-garde flourished during this time. It was based on a
creative collaboration between different nationalities, their
multinational and intercultural art. The specificity of the Thilisi avant-
garde was characterized by integrating different national characte-
ristics into a unified artistic system. Despite the artists' differing
individual and national backgrounds, a unified artistic language was
formed and this unique language determined the emerging art's
diversity and vividimagery.

The art and culture that developed in the bosom of independent
Georgia generally carried a trace of Georgian national characteristics.
The question arises: How organic and relevant is distinctiveness by
national features in the context of modernism, which, as already
mentioned, promotes cosmopolitanism. The priority of nationality
should be considered as a hindering factor in terms of modernist
values. However, the specifics of Georgian modernism and the Thilisi
avant-garde differed from the European ones. Namely, as Italian
futurism stated and Tommaso Marinetti, its founding father, wrote in
his Manifesto of Futurism:“We want to destroy museums and libraries,
fight against morality, feminism, and all opportunist and utilitarian
cowardice ... We use this devastating and violent manifesto in Italy to
establish futurism, we want to free Italy from the gangrene of
professors, archaeologists, tourist guides and antiquities.” Meanwhile
llia Zdanevich, one of the main founders and banner-carriers of the
Georgian avant-garde, who was an admirer of Italian futurism and the
art of Marinetti and was heavily influenced by his poetry, expresses
sharply different trends in his own art, as well as in his activity."

As early as 1917, Zdanevich participated in the third archaeological
expedition in Tao-Klarjeti, which was commissioned by the Historical
Ethnographic Society and organized by Ekvtime Takaishvili.
Zdanevich was the expedition's photographer and architect. It is
noteworthy that from among Georgia's modernist artists, the
expedition included Lado Gudiashvili, Dimitri Shevardnadze and the
sculptor Mikheil Chiaureli (later movie director). The group studied
local churches. Based on the expedition materials, an exhibition of
medieval Georgian architecture was held in 1920 at the Temple of
Glory in Thilisi. Zdanevich's photographs, drawings and blueprints
became the basis for Takaishvili's research, and their major
contribution was presented in the 1952 book, An Archaeological
Expedition in South Georgia in 1917. It is interesting that Zdanevich's
name is not mentioned in the book, as, in 1920 Zdanevich had left
Georgiafor France, and thereafter lived and worked in Paris.

' The Italian futurists purposefully reject the art and culture of the past;
they consider futurism to be the starting point, and everything earlier
than it as insignificant. This could be only a statement of purpose, but
futurists make this claim in everything and everywhere. It is inconcei-
vable that Marinetti would participate in a conference with an analysis
of antique Roman art. Deep in his heart, Marinetti might have been
proud of this heritage, but what he preached was its destruction.

Robert Delaunay - Portrait of lliazd (llia Zdanevich)

The poet-futurist Zdanevich's attitude toward Georgia's historical
past and culture is important for us. The material preserved in his
archive confirms that not only did he perform Takaishvili's assignment
in Tao-Klarjeti and made drawings, sketches and blueprints and
photographed material, but he also studied the natural features,
geography (mountain systems, glaciers, gorges, rivers), history,
ethnography, anthropology, population, migration, etc. of South
Georgia. In these endeavors, Zdanevich drew tables and calculations
and created mathematical formulas. The avant-garde poet revealed a
scientific approach to architecture. Numerous architectural drawings
with his own formulas are found in his archive. Apparently, Zdanevich
was searching for the “golden ratio,” a structural basis for the
architecture of Georgian cathedrals.’

It should be noted that in Paris, even after his departure from Georgia,
Zdanevich continued to work on Georgian architecture. The corres-
pondence between Takaishvili and Zdanevich confirms this fact.
Takaishvili wrote to lliazd® on July 13, 1933 that he had received
Zdanevich's letter with the plan of Ishkani cathedral. From this letter
we learn that Takaishvili was waiting for the general plan of Oshki
cathedral, with details of the upper tier and the sketch of the eastern
facade. Takaishvili points out that after receiving this material, he and

% This topic requires further research.

* The pseudonym that llia Zdanevich adopted when he emigrated to France.




his colleagues will have all needed information from their expedition
and would start publishing the book.

During his years in France, lliazd - in addition to collaborating with
Takaishvili and providing him with materials that he had researched -
participated in International symposiums addressing Byzantine
topics and also organized conferences and exhibitions and printed
articles on Georgian medieval architecture.

In addition to history and architecture, Zdanevich studied literature
and art. All this proves that for lliazd the past was the basis for the
present, on which he founded his knowledge and therefore his art,
which significantly differed from the Italian futurists' ideology, that
war would cleanse everything and disinfect Italian art from its historic
pastand memory.The future had to be built upon futurist bases only.

Zdanevich, who was one of the founders and main locomotives of
Thilisi's multicultural life, always expressed great interest in Georgian
national culture and art." As mentioned above, Georgian modernism
and the avant-garde that sprang from it were generally characterized
by a search for this art's national foundations and, moreover, creation
of art stamped with the signs of nationality.

The culture of the short-lived Democratic Republic of Georgia (1918-
1921) was saturated with the national spirit. Similar approaches are
seen in the writings of Georgian writers and thinkers of that time.
Grigol Robakidze, for example, wrote in his essay “The Spirit and Work
of the Nation”(1913):

“The spirit of the nation is ahead (ideally) of each of its members; it is
one but many; it is multi-unified ... take the language. Who is its
author? No one and everyone ... The author is the spirit of the nation ...
and through his creativity, the artist enters into the soul of the entire
nation.”

Geronti Kikodze claims that".. the individuality of the national soul is
clearly seeninart.In this respect, nationality is truly unique ... A person
is born and dies, one generation follows the other, while nationality

"6

retains graduality and sameness within this variation...

Valerian Gunia noted:".. self-awareness, the interest of the individual
“me," has been manifested in the essence of the Georgian essayist,
where it is almost always inseparable from knowledge of national
character. Literary or other issues are part of the problem of national
self-awareness in the Georgian character. Each individual is part of

n7

onewhole -the nation!

“.. The tradition of the unity of national and personal interests in
Georgian writings was so powerful that individual self-awareness
takes on the character of socio-national self-awareness in the
Georgian essay of the 20" century..””

* Despite the fact that Zdanevich's native tongue was Russian and that
he also wrote his avant-garde poetry in Russian
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Sketches by lliazd

Presenting Georgian art and highlighting nationality is apparent in
the works of such modernist artist as Lado Gudiashvili, Shalva Kikodze,
Elene Akhvlediani and David Kakabadze, who seemed to be the most
prominent in moving from local meaning into cosmopolitan art.
However, even in his avant-garde art, Kakabadze is also engaged in
the quest for the Georgian character and for national signs. It is
interesting how Gudiashvili evaluates his colleague's art: “An
experienced eye will immediately notice [in Kakabadze's abstract
paintings] that his pictures' colors or compositions do not resemble
the usual abstract artworks. | have a clear sense of Georgian color,
Georgian land and Georgian sky in them”°- thus the artist wrote in his
Book of Memories.

The analysis of modernist artists is crucial for us insofar as they
emigrated in the late 1910s and in the 1920s. They appeared in Paris —
a hub of modern Western art — where they shared this art and the
concepts of Western artistic principles. They came to some
conclusions that we will discuss below.

David Kakabadze was looking for“Georgian painting”language. In his
letters from France in 1924-25, he wrote:"... national art should be seen
in the activity of creative work ... our goal is to create finished work
with a modern method ... with an enlightened spirit, Georgian

David Kakabadze — Abstraction




Shalva Kikodze - Caricature, Konstantine Gamsakhurdia

characteristics and Georgian temperament, the sense of modern life

710

andits depiction [will happen] under the ceiling of humanity:

Shalva Kikodze's idea is also interesting in this regard. In a letter from
Paris written in the 1920s, we read: “All art is created in the national
framework of its nation. Only then is art valuable and justified. Only
forms sprung in national frames carry international significance ... It is
obvious that, for example, Georgian art should take shape, it should
develop in the national framework. Only then will it be interesting.”
(Paris, 8 August 1920)."

In the second letter he sent to his family, he wrote: “.. One of us (L.
Gudiashvili) participated in the so-called “Salon” exhibition and |
believe even sold one artwork. Kakabadze and | did not participate on
the principle that the“Salon”will accumulate thousands of pictures for
the exhibition and carry no artistic character. We recommended to
Gudiashvilithat he not participate either, but he did not believe usand
made a big mistake. If he can't see this mistake now, he will see it soon.
The exhibition of our pictures here must be accompanied by two
essential justifications. First of all, it should be artistic... Secondly, it
should stand out through the fact that it is Georgian. And the latter ...
every viewer should have in his head when coming to see our pictures.
The viewer should know that he looks at Georgian artworks, that what
he sees is Georgia, the Georgia that for so long he did not know and
did not want to recognize; that it is worthy to know Georgia and
Georgian artworks. (Paris, 3 November 1920).

Georgian modernists, moreover, even avant-garde ones, nevertheless

propagate art and culture developed in “national frames.” Similar
parallels can be found in the history of other countries. Steven

'°  D. Kakabadze, Our Way, Art and Space. Tbilisi, 1983, p. 141.
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David Kakabadze - Composition

Mansbach, an American art scholarand researcher of 20th century art,
claimed that the Society of Polish Artists created Sztuka (“Art”) at the
end of the 19th century “with two competing motivations: retaining
national traditions during foreign occupation and cultural control,
and, at the same time, establishing international progressive
directions in art. It questioned the substantial value and purpose of
traditional themes and forms. These, which are often opposing
tendencies, became the driving force of modernity in the whole Baltic
region.””

Evidently, retaining nationality, revealing it, and moreover, develo-
ping it and changing it into a modern context was a characteristic of
modernist cultures existing in the peripheries of the great empires.
Understandably, the Georgian Democratic Republic, asa newly libera-
ted state freed from Russia'simperial claws, followed the same trend.

The international and cosmopolitan Parisian culture demonstrates
how the boundaries between different cultures were erased in
modernism, where there was almost no sharp divide between The
Netherlands' Vincent Van Gogh, France's Paul Gauguin, Spain's Juan
Miré and Romania's Constantin Brancusi, Switzerland's Alberto
Giacometti and Belarus' Jewish Marc Chagall... Georgian artists tried
tointegrate into the West via art within “the national framework," they
tried to fit into the kaleidoscope of French modern art and to “give
international meaning to [their] nationalisticart."*

Nationality in art does not infer simple imitation or nationalistic
exoticism. In some cases, for example, in that of Lado Gudiashvili, we
know the artist added ethnic types to his works. In some of the works
he completed in Paris in the 1920s, e.g., “Tsotskhali Fish” (1920), “Kha-
shi” (1922), “Toast on Sunrise” (1920), “Feast in an Open Carriage”
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Lado Gudiashvili - Khashi




(1920), “Kristine” (1919), “The Kinto's Feast” (1920) and others, we see
such characters as a Kinto, a typical Thilisi tavern, a young man in a
chokha, a barrel-organ grinder in urban clothing and so on. These
exotic types, of course, bring to mind certain national associations,
although thisis not what gives Gudiashvili's arta national character.

The Georgian national traditions lay deeper in the works of the
Georgian modernists. Gudiashvili, Kikodze, Akhvlediani and even
artists like Kakabadze, who created non-objective art and his avant-
garde experiments have brought their work closer to Western
European art, always maintained a connection with Georgian national
traditions, reflected in the composition, colors, lines, surfaces and in
some cases, links between Eastern and Western elements and signs of
art. The integration of Georgian modern artists sprung “within the
national framework” with Western art that took place after a deep
understanding of European modernist artistic processes and the
internalizing of modern artistic language. For example, Kikodze's
works of his Parisian period clearly demonstrate his interest in
symbolism and German expressionism; Akhvlediani's creations reveal
a close connection with Maurice Utrillo's artistic style, where the
French artist creates a peculiar mixture of post-impressionism and
cubism; and Kakabadze offers his interpretations of abstractionism
and cubism.

A picture from Kikodze's Parisian period “In Memory of a Deceased
Young Friend”is saturated with symbolic thinking. The artist's fantasy
and imagination transport us to a mystical world. The artist presents
his self-portrait with Mephistopheles (depicted asa demon's face) and
a skeleton (symbolizing death) playing a game of cards. Can it be a
prophecy of an early death or a caricature, a grotesque reflection of
reality, so typical of Kikodze's art? The question has no clear answer
and theartistleaves as with a wide range of possible interpretations.

The extremely subjective characteristic of symbolism and the artist's
deeply covered fantasy give rise to a sense of ambiguity, and at the
same time, this condition and symbolism speak of the emotions of the
artist himself. His melancholy mood and preliminary feeling of
approaching tragedy and the unexpected departure from this world
are completely revealed. Thus, the symbolists called themselves “Les

Shalva Kikodze - Three Artists

Elene Akhvlediani - Paris

Nabis,” or “the Prophets.” Consequently, Kikodze's creation is close to
meanings beyond reality and to the eloquence of prehistory charac-
teristic of symbolism.

However, in his paintings of his Parisian period Kikodze did not limit
himselfto symbolism; he was also very much interested in various mo-
vements of modern art, including German expressionism. In his pain-
ting “In the Artists' Café” Kikodze presents a corner of a modern city
where artists gathered. The premises present a modern urban look.
One sees all the customers. In the foreground, presumably, the artist
and the prostitutes are present together. The artist does not provide
an individual depiction of any of them. Their grotesque faces look like
masks rather than portraits, their figures are depicted in rough forms.
The men in the deeper background represent a single, anonymous
mass. Even the face of a man, painted by the artist, is represented like a
mask. l.e. the artist shows us a impersonal society, where ruttish
amusement wins over spiritual life and high morality. This is “Paris
wandering, light, sick, nervous..”” as the artist himself wrote. Here the
author depicted the lightness of the café life and its melancholy
mood. In addition to the characteristic faces, the cold colors also
contribute to this feeling, where green, brown and gray dominate.

The picture's space is maximally compressed, as if its front plain
“drops” the composition and brings a dissonance and inner tension
into the viewers' perception.

Kikodze's feeling for Paris reflects the estrangement of a modern,
urban city. Rigidly worked forms, faces like masks, dissonant colors,
upside-down perspectives, strong, wide strokes — these are the signs
that connect Kikodze's work with expressionism. However, it should
be noted that Kikodze's expressionism is restrained via his visual ima-
ging: the color spectrum, composition and creation of forms demon-
strate connection with Georgian traditional art. Nothing overwhelms
here; the artist always sticks to the limits between the restrained
tension and the mannered expressiveness, and he never crosses that
border.

Elene Akhvlediani's Parisian views (e.g., “A District in Paris” (1927); “A
Corner of Paris”(1926);“Paris” (1926) are associated with Maurice Utril-
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David Kakabadze - Cubist Composition

lo's landscapes: widespread surfaces, generalized architectural forms,
almost cubic geometry, lyrical city views, slow rhythms and a lively,
clear, post-impressionist colorfulness. On top of this lie Akhvlediani's
art's specificity, which attracted Maurice Raynal, a famous French crit-
ic. He estimated the young Georgian artist's artwork with the words:
“Elene Akhvlediani is a very nationalistic artist, and this is her main
worth!” In his Book of Memories Lado Gudiashvili notes that Raynal
was fascinated with the young artist's national traits."

David Kakabadze's Parisian period should be noted separately. This
analytical artist studied modern European artistic trends with
scientific accuracy and then analyzed them and created his own
avant-garde art through absorption. However, we should also note
the specificity of his art. He always maintained a connection with the
Georgian art tradition, and this connection is evident in his abstract
and cubic compositions too. For example, in one of the works of
Kakabadze's Parisian period - “Cubist Composition” (1920), the artist
breaks reality down into geometric parts and offers a new artistic
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world, where geometric shapes, which are each other's backdrops,
create a surface-decorative painting. The colorful surfaces behind
each other develop the depth of the composition. They create familiar
things in the combinations of these generalized, geometric and
decimated shapes - a still life of a tablecloth spread on the table with
vases on it. However, this is not what distinguishes Kakabadze's cubist
composition. The restrained brown-Bordeaux palette of his work
makes it stand out, which is very close to the Georgian traditional art.
The tablecloth's decoration is also important, as such decoration is
almost always present in Georgian fabrics and carpets. The vase,
which is depicted as a cut oval of milky white flatness, is marked by
violet spots that resemble floral ornamentation. In a whole it creates
an abstract form, which looks as an oriental arabesque. The merging of
oriental and western artistic elements, the restrained color, the
importance of surface, and the decorative fragments carrying
national markings show the continuous links of Kakabadze's art with
the traditions of Georgian national art.

If Frederick Jamieson's notion that“modernist aesthetics in some sen-
se are organically linked with the unique self and private identity and
with the unique personality and individuality, which presumably give
a unique vision of the universe and a unique, unmistakable style”"” is
true, then the art of Georgian modernists is associated with their

personal individuality, holding within it inherited nationality. In




David Kakabadze - Imereti

addition, in the case of Georgian modernists, this subconscious factor
is added to the intellectual analyses of national art and the desire and
practical attempts tointegrate into Western art.

It should be noted that most Georgian artists living in France had been
sent there by the Georgian authorities, and accordingly, these
modernist artists were fully aware of the great responsibility that their
homeland had imposed upon them. They often wrote about their
obligationsin personal letters and in various documents. For example,
in a letter to his father, Kikodze wrote: "“.. | am careful with every day
and hour, and due to the state's patronage, | see my great commit-
ment very clearly” Georgian scholars addressed Evgeni Gegechkori,
the Deputy Minister of Foreign Affairs, with the same depth of feeling:
“There are three artists in Paris [Kikodze, Gudiashvili, and Kakabadze]
who have been sent by the state to work in Paris. It's a great assign-
ment that all of us are conscious of and all our work is directed to jus-
tify our artisticgoal."

They were motivated to receive education and experience in Paris (so-
me artists were sent to other European countries, such as Akhvlediani,
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who, before arriving in Paris, went to Italy (1922-27), while Chiaureli
visited Germany, in particular Berlin (1922-24) to improve his craftas a
sculptor) and then return home and share their knowledge and ex-
perience of modern art. The great majority of Georgian modernist
artists had returned to Georgia by the end of the 1920s, even though
they already knew about the dangers that lay in their now So-viet-
occupied and ruled country. This demonstrates these artists' sen-se of
responsibility, theirlove of their country and their desire to serve it.

There are memoirs and letters in which the artists discuss their return.
For example, Gudiashvili, who had a French wife and all the
preconditions to remain in Paris, nonetheless returned to Georgia.
Gudiashvili wrote in his memoirs: “the desire to return to the
homeland was strong and dominant. Living away from the homeland

9

isagreattragedy.

This statement underscores the fact that while in Europe's modern
and dynamic world the modernist vision was sharply individual and
personal, and the artists' personal ego was the main determinant of
their artistic universe, the Georgian modernists demonstrated own
artisticand individual personalities via identifying with the homeland.
They shared their creative work with contemporary Western art but
linked it to Georgian art in trying to achieve with this synthesis
“international importance for national art”
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Vera Pagava's creative credo can be freely combined with the ideological concept of
modern art. Pagava is an earlier- generation representative of the Georgian artists
immigrated abroad. She immigrated to Germany in 1922 and moved to France in
1923.Vera Pagava is well-recognized in the international, as well as in the Georgian
artistic space. Pagava constantly develops a unique artistic style, and in the last
stage of her creativity, with abstract painting, she establishes herself as a worthy
representative of the new school of Paris.
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Vera Pagava's artistic search leads to the beginnings of creating the
series of engravings made in 1926 (gravure sur bois) which is less
known in Georgian art circle. They were created for one of the artist's
very first exhibitions, when she was studying in the school of Art and
Advertising (I'école Arts et Publicité) and are of outstanding
aesthetic value. The thematic diversity of the presented works,
modernist form and flow of lines, rhythmicity and expression of the
ornament are in line with the fields of book illustration, graphics and
design, andrevealsitself at the next stages of artist's creation.

Vera Pagava continuously developed her creative style and moder-
nist vision. Her Works from 60-ies of XX century mostly includes the
abstract paintings and was presented at Venice Biennial in 1966. Pa-
gava's series of that time, her geometric order of bright colors, light




and shade, and shape-shifting reveals a harmonious
world where color is sensitive to the volume of forms; in
this connection - an exquisite synthesis of details - a
single composition is formed. Pagava's aesthetics in
terms of abstract co-position depict a close connection
with the modernist process; namely, the motivation of
artists working in modernism is apparent in this work -
access to artistic integrity, and formation through new
expressive techniques. It could not be easy for a moder-
nistimmigrantwoman in Francein 1920s, though as are-
sult of her integration into French culture, Pagava deve-
loped her own artistic style, in which each detail is a de-
fining part of an integral, profound, sophisticated and
unique world.
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As asituation, as a kind of critical existence, post-modernism
determines different aspects of creative behavior. The main
defining paradigm of post-modernism is a subject of special
interest within our study; specifically, we emphasize identity
issues in the works of émigré artists.

Since Descartes the philosophy of personality has been
rooted in the identity concept. As a result of personality an
individual is able to comprehend his/her metaphysical and
creative existence, leading to moral responsibility. In a
modern world, in the sunset of the hegemony of a center,
the universal identity model is being deconstructed.
Identity is formed in a complex, reactive social context,
among incompatible cultural artefacts, political tendencies,
multicultural identities and the breakdown of the unity of
modern “ego” Identity is automatic, selective and altering in
the modern fluid and mobile world. According to the
philosopher Daniel Dennet, it is imaginary, constituting an
“abstract object”’ of sorts.

' The Ideas of Art, Tiger's Eye. Vol. 1. 1947. P.43

? [lenHem []. [loyemy kaxbili us Hac aensemcs Hosennucmom // Bonpocet
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Our study demonstrated that many Georgian émigré artists creations,
despite their different handwriting, are unified in an abstract form
(Luka Lazar, Beso Uznadze, Levan Bugiani, Alexandre Beridze, Tea
Jorjadze, Tolia Astali, Anna K.E., Ketuta Akeksi-Meskhishvili, Levan
Mindiashvili, Gia Edgveradze, Nino Sakandelidze, Konstantin
Mindadze, Tamuna Sirbiladze, Gia Rigvava, Irina Gabiani, Tamara K.E.,
Kako Topuriam, Lado Beroza, Anri Basilaia, et al.) It should be noted
that a famous post-modernism researcher and philosopher Gilles
Deleuze and his co-author Pierre-Félix Guattari view abstraction not
as a self-referencing sign or an essential form, but “as a line, which
limits nothing, doesn't sketch contour, doesn't connect one point
with the other, instead it goes between the points that are slanting
away from the horizontal and vertical, as well as diagonal, always
changing directions. <...> This type of mutant line, which has no
internal or external, shape or background, is truly abstract.”
Consequently, the multiple distribution of a-centric, unlimited lines in
space, is limitless and infinite, just as is this multiple space itself. In
regards of our study, it has to be noted that an abstract concept
doesn't only means a form change, but also that an abstraction is not
closed up in the dead-end of history. Multiple, opposing, “formless”
forms crisscross like stories; they mutate and read as a paradoxical
field. This study demonstrates that the tendency to work beyond
culturally familiar forms is so pronounced in the work of émigré artists
that it allows us to discuss them in the context of an universal,
transnational and transcultural imagery. Just as a crossing field of
different codes, languages and cultures, abstraction has turned into a
realm of possibilities for these named artists, where “the surface reads
not empty or clean, but intentional, where intensity implies the filling
up of other virtually of strange opportunities.*

“l am a world citizen and a part of Earth® claims Tea Jorjadze, in her
interview during the compilation of this research. Her fascinating
landscapes read as a metaphor for the above-mentioned words. The
unity of objects constructed from found and then processed wood,
metal and glass is characterized by minimalist sensitivity, though if
one puts aside all prejudices and expectations, one becomes a part of
constantly changing stories. In this regard it is important that while
Tea Jorjadze's works are produced in a studio, they can only be “com-
pleted” in an exhibition space. The final configuration is determined
by the specific space in which the works are placed, and this walks a
fine line between communication and miscommunication with the
field. An alien organism is formed there. Silent and mute. A unique
abstract landscape which exists beyond time. A sculptural micro-
universe, where it seems as if everything has stopped while
everything morphs from one mode to the other since the opportunity
of contact between the object and space determines mutual trans-
formation.

“In the end, | never feel good — neither in Georgia, nor in Germany nor
in the USA, but at the same time, | feel good everywhere® says Ketuta
Alexi-Meskhishvili - indeed a multitude number of of planes and
layers of representations and visual realities are intertwined in her
photography. Photos applied to different materials (transparent
paper, cardboard, textile, etc.) allowed her to research opportunities

° G. Deleuze, F. Guattari. A Thousand Plateaus: Capitalism and Schizophrenia
(Minneapolis, University of Minnesota Press). 1987. pp. 498-99.

+J. Rajchman. "Another View of Abstraction,” Journal of Philosophy and the
Visual Arts: Abstraction (5), p.16

s Excerpt from interviews complied for the “Integration and Identity” project.
Tea Jorjadze. 2017.

within this medium. She experiments with the image and material -
she leaves marks while working (scratching, cutting), then captures
the image with analogic and digital means. However, these images
represent only a transitory phase; they are processed afterwards. It is
noteworthy that Alex-Meskhishvili presented portraits, as well as still-
lifes and abstractions, during her first solo show in 2015 in the
Kolnischer Kunstverein). The title of the exhibition — Hollow Body -
was borrowed from one of the main positions in gymnastics and
weightlifting: during this position the body does not appear tense,
though to achieve this state takes a lot of effort on the athlete's part.
Within the metaphorical realization of this idea, the author explores
whether photography can depict a subject, and how much
information is left behind the perceived exterior. Abstract forms were
placed on a semi-transparent curtain which was stretched full length
in @ museum stair cell. Putting it up among stairs, between the floors
makes it impossible to perceive the whole curtain, thus parts of this
stretched, colorful“body” were as unseen by the visitors as the Hollow
Body position remainsinvisible by regular viewers.

“My style is changing drastically. Print followed photo, now its

° Excerpt from interviews compiled for the “Integration and Identity” project.
Ketuta Alexi-Meskhishvili. 2017.

7 Excerpt from the interviews complied for the “Integration and Identity” project.
Beso Uznadze. 2018.




painting. | don't know where I'm going ... it's me in my works, even
when I'm creating somebody's portrait, | am telling a story about me”’
- Beso Uznadze's “own” abstract world exists beyond specific
meanings, concepts, forms and images. Colorful inserts hang in free,
albeit solid emptiness. His exquisite, significant non-points carry raw
virgin energy. As a kind of signs of modern world, universal symbols,
they transcend beyond time, place and language. Their essence
communicates and relates to an idea or feeling that is already stored
within the viewer, though hasn't been revived yet. These faces with no
syntax or narrative bring to their recipients a completely new
experience.The same can be said of layered semi-transparentimages,
a combination of digitally modified photographs and mixed media
techniques; their crossovers create new experiences, achieved by
contradictory and harrowing feelings and visions. Enchanting,
melancholic images placed on brass bring associations of a magic
garden. A utopic garden populated by strange creatures (flowers) as
memories and visions is simultaneously an image and experience of
past, presentand future.

Luka Lazar's abstract work is a reflection of structures, systems,
rhythms and perception. “Moving Frames,” a minimalistic abstract

-

b

series, unites works where energetic movement is represented in an
immobile, silent, still environment. Elements constrained by borders
evoke feelings of vibration but at the same time, this complex art is
based on imaginary movements in an abstract space. Therefore, the
art does not create familiar expectations or prejudices. If we take the
path of overcoming the traditional tools of perception, then contact

u8

with the artturnsinto a“self-communication” process.

Aleksandre Beridze creates abstract themes; he releases his visual
expressive potential, which reunites with his energetic potential via
gesture agents. Abstract series entails the researching of different
states of opuses, optics, foreground depths, space, forms, and colors.
The flow of fluid colors and the spots of different forms and contours
are reflections of our consciousness and fluid state —“the unity of a se-
mantic structure stream that instantly appears in our consciousness.”

As if, rather than depicting, the artist leaves traces of multi-meaning
codes beyond definition and structures. It covers all of the features -
our inner life, consciousness, emotions, desires, intents, reasons,
memory, etc.

Within the scope of our project, we have to note Tea Gvetadze's works
on black velvet. Her art is full of symbols, and the connection between
forms and dark backgrounds in enigmatic scenes is of special interest.
Remarkably, Gvetadze's black velvet is not an abstract modernist
background. It represents the timeless infinity of the new contem-
porary period in an attempt to swallow and absorb all elements.
Despite the fact that forms and symbols appear firmly attached to the
surface and escape the gravitational pull of the black background, its
limitless energy drags them from the material into an associative
dimension. Objects and figures cease to be in contact with daily
needs; they transform into concepts and meanings and become
abstract substances. The black space turns these images into symbols
and ensures their transcendence beyond limits and specific space.

° http://www.lucalazar.com/movingstills.htm/

9
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This is how “blackness”is presented in Lado Pochkhua's “New Book of
Aristocracy,” where the withdrawn background energy absorbs
specific image and transfers it into an abstract category. Due to this
abstract space, Andro Semeiko's knights have no faces, they stand
beyond time and geography. Paradoxical knights that wander in a
muddled landscapes, seem so familiar and close on first sight, but at
the same time, they are so unattainable. Their specific actions and
rituals take place in a foreign landscape, beyond time and history, and
thus allow fora unique experience.

Based on the above-mentioned examples, modern abstraction,
contrary to traditional abstraction, reads not as denial of image, figure
and history, but rather as unification and reassembling - as a new
connection, not as an esthetic experience of rejection. A place where
de-territorialization takes place, of both the author's and the
recipient's view, where a transitional state is more important than a
fixed position. This eternal, metaphorical space is a field where
different identities, culture, and history unify. It absorbs everything in
existence and everything that will come to be, as if it is a metaphor
thatexpresses cultural assimilation.

Itis revealed in abstraction an attempt at balancing between different
countries, cultures, languages. Borders are erased here. Personality is
manifested though it remains secret. Identity becomes abstract; it
begins to unite various memories, identities, relations, associations,
and history. A new identity is born as a result of stimulating the artists'
and viewers' imaginations. Hence, modern abstraction can be
discussed as a path to freedom from metahistorical boundaries, as an
attempt to escape the framework of a differential world and to
perceive reality pluralistically and as a desire to move to the space of
limitlessinterpretations.

Zygmunt Bauman, a famous sociologist, believes that the form of our
sociality, just as the form of the society in which we live, is determined
by how the “individualization” issue is resolved. Individualization is
human identity that“transforms from the given to a“task”and assigns
responsibility to the acting figures for resolving this issue, as well as for
results ..° Contrary to classical modernism, in fluid modern times,
when not only an individual's place in a society, but the spaces which
individuals want to occupy and are available for them transform very
quickly and goals turn into “the great unknown’. Identity problems
have changed form and context, and they“infer not only how to reach
a certain identity and force the people around to accept it, but also
which identity to choose and how to make another choice if previosly
selected identity loses value or attraction”” Bauman believes that
identity research in a globalized world is a better alternative than
adhering to an inherited or acquired identity; the former “never ends,
it is eternally unfinished, inexhaustible and open in its future actions,

"2

where we are involved with all of our necessities and conscious:!

" 3uzmyHm bayman: MHOusudyanusuposaxHoe obuiecmso. M., 2005. c. 182.

" 3uemyHm baymaH: HOusudyanu3suposaHHoe obwecmso. M., 2005. c. 185.

 Ibidem.




Identity turns into ungraspable, a-centric formation, an open concept
in a multi-narrative world. Its bases are dislocated and constantly
transforming in relation to new cultural systems, changes
permanently in response to environment, to interests, and to physical
and virtual relationships. A modern person is always building,
deconstructing and re-forming a new identity. Consequently,
enriching the “female” historical context in a post-modern culture is
done via multisexual models. In this field, the multigendered subject
replaces the patriarchal subject and offers equality beyond gender,
binary structures, subject-objectand other“limitations.”In the context
of the deconstruction of traditional structures, the eradication of
“masculine vs feminine” opposition, personality is perceived as “open
identity.”

Inspired by Gilles Deleuze's nomadism and by Luce Irigaray, Rosi
Braidotti, a feminist philosopher, offers the concept of nomadic
subjectivism, which opposes the tendency to reduce an individual to
a constant, stable identity. She believes that it is impossible to place a
subject within specific borders, since he/she is constantly moving and
changing, it is constantly in process. Hence, in parallel to the
multiplication of thought and cultural representations, we are dealing
with a multitude of possible identities and we can identify with each of
them. “This is not a call toward pluralism, but a passionate plea to
respect the necessity of the noted multitude, to find forms that reflect
complexity”"”

Eteri Chkadua's play with women's roles grabs one's attention. It is
worth noting that the author paints herself in almost all her pictures.
These are her self-portraits and alter-ego portraits. The artist
expresses her multiple faces in the framework of her art; she plays with
many “me's” and allows the viewers to engage in the game - to be in
love and to be destroyed, to be angry and horrible, sexy and des-
perate; at times a prisoner, a sleeping deity, a demon, bride, maniac,
gladiator, tourist, sniper... “ The young generation really likes this
female character that | paint, though it happened unintentionally. We

longed for this character. | turned out this way for them. | expressed
their desires.”"* - Eteri Chkadua.

Gia Edzgveradze's bride project (rallies, video, performances) and
series of performances began in 1997, when the artist discovered a
bridal gown on the market and began dancing spontaneously. The
Bride, in a white dress, is project's main protagonist (the artist herself),
who performs different activities while searching for an identity. She
dances, talks, looks fora groom and for inspiration, ideas and audience
approval (while the interposed voices in the videos create a hysterical
tension and an absurd environment). Metaphoric clouds unite the
sequence - “dance,” “wonderful,” “road.” The multimedia project
responds to the process of breaking down one's own boundaries,
patriarchal values, gender stereotypes, dichotomies (sacral/trivial,
banal/original, etc.), echoes the theme of subversion of identity and
depicts the position of artists' rejection of individual existence and of
being between opposing binary positions. The members of the
audience are offered the opportunity to try on the bridal dress and to
record their activities on camera and occupy the position - “without a
chance of safety, comfort and protection, and fated to be de-
territorialised.”

Mircea Eliade claims that post-modern androgynity is not a rejection
of sex but rather a human need to “return, at least for a time, to full
human existence, when both the sexes exist simultaneously, just like
all the other virtues and traits that exist in a deity. A man in women's
clothing does not attempt to appear as a woman, as it may seem at
first, but for a second, he embodies the idea of the unity of sexes and
makes it easy to comprehend the common understanding of the
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" Po3u bpaiidommu, «llymem Homadusma». Xpecmomamus «BeedeHue 8
2eHOepHble uccnedosaHua». Y.1l. —«Anemedis», 2001. c. 136-163.
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Eteri Chkadua. 2018.
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* Mircea, E. The Morphology and Function of Myths. Belgrade. 1987. p. 23.




Jean Baudrillard, a famous culturologist and philosopher considers
that“the modern history of the body is a story of demarcation, a story
of how a network of signs and definitions “parts and denies it.”"”
According to the feminist philosopher Donna Haraway, a cyborg that
livesin a post-gender system dominates the stage today.“This implies
simultaneous construction and destruction of machines, identities,
categories, relationships, and spatial histories. And since both are
intertwined in a dance, | prefer to be cyborg than rather than a

8

goddess”claims Haraway in her ,Cyborg Manifesto!

Keti Kapandze has studied her role as a woman and an artist on mul-
tiple occasions. She is interested in identity issues (not only relating to
herself) in a de-personalised environment, where the pluralistic mo-
delisin the lead.In 2002-2003 she created a series of photos — stigma-
tas and translocations. The artist took photos of advertisements, and
on them painted and projected her own or other people'simages.The
interposed images multiplied and created hybrids — gender“puzzles.”’
Hermaphroditic beings were created. Some turned into men, some
into stars,and some started to look like victims of violence.

In the context of a meta-narrative's, “Estimated Needs “is also her desi-
re to study identity approaches and metamorphoses - black-and-whi-
te passport photos printed on cloth play with differentimages - Cleo-
patra, Arabs, gentleman, Indians, unknowns, and nobles.“To explain it
in plain terms, in the past art constituted feelings and emotions seen
through a pair of eyes, now art is seen through a hundred eyes. New
artlooks like an alien. The present time has brought this to us, and it is
so abstract that | can't explain or justify it”"” - says artist during this
project'sresearchinterviews.

The intersection and unification of different language codes,
discussion and style is paradigmatic for post-modernism. Story telling
takes place only at the juncture of different fields of thoughts and of
tangled codes. A code is a certain structure of signs that has its own
history, therefore, the collision of those codes causes overloads. A
collage in the modern world, as a place of intersection of different
visual codes, is viewed as a universal principle of space organization.

" Baudrillard J. Symbolic Exchange and Death. 1991. p. 114.

" Haraway, Donna, J, A Cyborg Manifesto. Science, Technology and
Socialist-Feminism in the Late Twentieth Century. University of Minnesota Press.
Ebook. 2016. p. 68.
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Excerpt from interviews complied for the “Integration and Identity” project.

Keti Kapanadze. 2017.

This is the paradigmatic program of viewing the world, principally
pluralistic and fragmented, a hybrid that unifies several cultural,
symbolic, narrative, semiological forms and points. The idea of a-
centrism is fundamental for post-modernism. The collage
phenomenon systematically rejects all alternatives of prioritization,
and it is discussed as a concept of equality between each marked
ground of semanticalimportance, field and element.

For instance, Anna K.E.'s artistic practice aims to overcome
hermeneutic borders that exist between different disciplines. In her
location-specific installations she uses texts, famous visual codes, her
own images, videos, sounds, paintings and objects and creates hybrid
works, where representative forms intersect with abstract ones. Every
element is connected with the other in a way that those elements are
not fixed within the constraints of non-specific media. The border
floats just like the interrelationships between the elements. The
classification and reading of these heterogenic installations are
significantly difficult tasks, since they are written is several
simultaneous languages (e.g., architecture, design, etc.). Their mixing
results in a new, “foreign language”familiar only to the artist. Anna K.E.
used this “foreign language” to research and analyze existing social,
cultural and artistic structures. There are no primary and secondary
topoi. None of the elements have a priority, just like there are no
privileged relations between them. Endless meanings are formed,
creating a permanent state of choice. All signified have opportunities
to cross with other signs and create a new signifier, which will create a
new mark.

In one of her interviews, Anna K.E. recollects a noteworthy event from
her teenage years: “When | moved to Germany, | started to learn new
languages (German and English), before that, in Georgia, | used to
memorize other languages (Georgian, Russian, and French). In the
stressful conditions of communication, | created my own form of self-
expression: | used to shamelessly mix languages so that each sentence
consisted of three different languages and often, one more “word”
which | did not understand in any language — without barriers and
without stopping the flow, | quickly formed some abstract audio
vibration, which organically replaced the word that | did not know, but
that was needed. Everybody tried to identify and contextually
interpret the unfamiliar verbal vibrations that I'd created. Then they
returned it to me with their own understanding - they offered new
meanings from different contexts. Thus, an interactive creativity took




place and meanings changed according to each suggestion, and
created new meanings, forming a never-ending process. In practical
terms, this was an implemented creative method that is the basis of
modern art - reciprocally giving new and individual meanings — as a
creatorandasaconsumer.”

Koka Ramishvili's work clearly indicates his fascination with different
media means that creates complex associative-conceptual images —
“I've talked about my project that unifies pictures, space, paintingand
photography“* - the artist claimed in an interview for this project,
while referring to “The Lost Landscapes” series, which consists of
paintings, sculptures, photography, and moving images. Here the
paintings take after sculptures and photos — after moving images. The
borders are erased - one space transits into another, from two
dimensions into three. The artist who views painting and graphics as
important media, calls this process a migration - “A migration process
is very interesting — how can the same image“live”in different media,
in other words; how can an ordinary landscape, portrait and even
painting, live on paper, as moving images, photography or sculpture
... these processes — image of migration - created interesting regimes
and platforms to discover how the image changes the medium and
how it changes as well, this moment has always been interesting for
me!”' The perpetual transformation of media causes overloads of
thoughtand broadens the boundaries of perception. Hence,“The Lost
Landscapes”is simultaneously existing and not existing, preserved in
memory, seen and unattainable, an abandoned and imaginary
landscape, begins existing beyond temporal and historical points.

Levan Mindiashvili is characterized by a multidisciplinary approach.
The artist emphasizes the transitory state which takes place when
paradigms shift and social or other constructs begin to collapse. His
artistic research includes subject/object dichotomy and memory and
identity. He creates his urban landscapes with mixed techniques; they
are simultaneously abstract and realistic. They are generic views of the
places where he has lived. The material underlines the transitory state
and temporary and ephemeral character of “place”and “home” in the
modern world — “undoubtedly we live in an important time, which
Paul Virilio called “unified global time” (instead of a “historical-local”
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https://hammock.at.ge/ “lllegal Territory” - Interview with Anna K.E.
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https://hammock.at.ge/koka-ramishvili/ “Migration of Images” - Interview with
Koka Ramishvilii.
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https://hammock.at.ge/interview-levan-mindiashvili/ Interview with
Levan Mindiashvili.
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time, during which every country and culture develops at its own pace
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andinits own way).

Tolia Astali's and Dylan Pierce's works simultaneously extend from
creation to deconstruction, and then carry traces of this progression.
Cracks, scars, protruding forms, gaps, pieces, layers and surfaces
communicate, interact, respond to and transform each other. They
leave marks and depict the perpetual formation process of ceaseless
anxiety and new points. This looks like an abstract work at a distance,
which depicts an unfamiliar state and “is open in its own direction, as
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well in the point of view of history.”” Part of the image is covered by
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another image while fragmented images disrupt information and its
meaning. The work stays in our memories forever, though it remains
an unsolved mystery. Tolia Astali and Dylan Pierce have been collabo-
rating since 2000, after they met each other at the Chelsea Art College
in London. They present their work together — objects, sculptures,
paintings, photographic prints, video and audio installations. Tolia
Astali was born in Thilisi, Georgia, while Dylan Pierce was born in Paris,
France. Both of them live and work in Berlin, Germany today. This is
how Tolia Astali views their collaboration —“this is not a struggle bet-
ween two egos, ratherit'sthe developmentofoneidea/

Subjectivity is transformed into the concept of multiples during a time
of globalization and multiculturalism. Multiplicity (without inner
opposition), the potential for a duality of identification, and an
expansion of the multi-subjective social environment. Identity is
cloned as a result of mosaic, collage, and the simulation of reality.
Within our research the attitudes of persons and personalities toward
post-modern discourse is clear; it questions the existence of a unified,
integrated personality. The traditional view of a person based on
his/her personality is deconstructed. Identities intersect each other
and dislocate each other, becoming bases for a creative diffusion. A

“ 3uamyHm baymat: VidusudyanusuposarHoe obujecmeso. M., 2005. c. https:
//www.radiotavisupleba.ge/a/ukhilavi-parda/27281135.html Astal and Pierce:
This is not a struggle of two egos, rather the development of one idea.”




post-modern individual is diluted in the processuality of his/her own
discourse practices. For Astali, identity change is not a search for new
meaning, rather it is the specific necessity for a creative actualization
or the making of a life choice. While a constructed identity and a
holding ontoits firmness was the aim of modernism, post-modernism
seeks to escape fixations and determinism. Post-modernism protests
against any enlightening or modernist subject and against an
individual's me-centric existence and instead defines new limits. From
an individual sanctuary it steps into a dimension with no systemic
centralization. Identity is not hermetic anymore. It falls to pieces, into
surfaces that easily transpose themselves upon a person's life
trajectory. It may be presented as an assembly of experiences,
gestures and flow of communication.

According to sociologist Zygmunt Bauman the“pilgrim”is a modernist
metaphor, while the “tourist” signifies the post-modernist individual,
who is no longer tied down to any place, who is always on the move
and who continuously crosses cultural borders and areas. Maia
Naveriani's work is an interesting example. Her irrational approach
towards literary language transports us to alien, yet unknown,
unstudied space with no past or future and gives us opportunity to
think about that space, to reflect on it and research it.“Despite the fact
that | have lived there for 26 years, | have never thought to leave for
ever. | feel well here now, though | don't know what the future holds
for me. | was never completely out, | always had a position of a

“ Excerpt from interviews compiled for the “Integration and Identity” project.
Maia Naveriani, 2018.

wanderer. My works reflect this condition. | am afraid to stick to
something ... being an artist in itself excludes any belonging. An
émigré artist is like a tourist. You never fully belong. You don't stick to
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anything. It's a great privilege”” — Naveriani said in her interview for

this project..

In the modern world assimilation is not unity, but a perpetual
circulation of symbols, aims and meanings. Assimilation creates
unlimited possibilities. Multiculturalism is emphasized in the post-
modern paradigm; hence, identity is viewed as global-local project
which does not imply the disappearance of the “other”; rather it
provides relations with the “other” as a form (or a necessary pre-
requisite) of co-existence. While modernism is a cultural monologue,
post-modernism is a cultural dialogue in “communication ecstasy.” *°
Post-modernism is a new type of relationship which does not imply
just an exchange of information, but also implies creating an equal
rights field between me and myselfand me and the other. Asaresult, a
“middleman art”is created, which has many layers and dimensions. It
simultaneously implies dialogue with one's own self (and with the
other within one's own self) and also with the other outside one's own
self. The “other” in both cases is viewed as equal participant, once
again emphasizing the phenomenon of “relationship” in post-
modernism. In the condition of the intensification of global contexts,
cultures clash with each other and reach into each other, resulting in
the intertwining of time, space and experience — and also in the birth
of anew unknown.

* J. Baudrillard. “The Ecstasy of Communication.” in Postmodern Culture. Ed.
By H. Foster. I. 1998.
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Reality is reality... But by this
very fact (appropriately
enough) facts are
necessarily outside, for de
fact existence is impossible:
nothing is completely
evident without becoming
enigmatic. Reality in
general, is foo obvious o

be true.
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This text could have started in many different ways... Instead of an
opening, | will move straight to the memories of Venice, a city built on
water, where, since 1895, the largest art event — Venice Biennale is
held. According to the latest statistics on the Biennale's official
website, more than 500,000 people visit the Biennale during the
season and are therefore familiarized with the current artistic
processesinthe world, as well as the works of artists united around the
national pavilions and the curatorial application. The structure of the
main curatorial exhibition and the national pavilions is the
characteristic format of the Biennale, which is the result of a robust
institutional understanding, and despite such a dominant structure, it
still offers one of the most comprehensive pictures of world art trends
to date. Such informational flow of the Biennale, despite its enormous
scale, cannot surpass the special, idealistic, or hedonistic perception
of Venice itself. Venice, with its architecture, landscape, history, and
constant dynamic with water is itself the main attraction. Probably art
needs to gather all its strength in order to adapt to time, space, and
city. Should we even be expecting an adaptation of art? Or is it a
hound constantly on the trail — a post-factum reflection on the
existing environment. And yet, history and nowness coexist in the
most mutually exclusive, but communal ways in this city. Time, roles,
and perspectives of perceptions shuffle and the gaze turns unsteady —
from East to West and vice versa. Unsteady vectors are especially
apparentwhenThe Milk of Dreams (the main theme of the 59th Venice
Biennale) discusses the perspectives of the new world in a feminine,
archetypical, and, at the same time, severely transhuman
understanding.

Venice, where every step you take, you feel expected (due to the
number of exhibition spaces dispersed in the city), is still an
untouched city. It imprisons you momentarily, and at every step,
demands your surrender, unconditional love, and adoration. This kind
of power of the city becomes understandable considering the

experiences based on the powerful autonomy and dominance of the
Doges of Venice (the ruling nobility of Venice for thousands of years).
Also, the reason as to why the Venice Biennale has held a leading
position since 1895. The strong charismatic aura of the city, the
magnetism unifies the grandeur of the historic, timeless grandeur of
the tourist-packed Piazza San Marco and the art-loving spaces of the
Arsenale and Giardini, the main exhibition area of the Venice Biennale.
Perceptions of center and periphery become conditional, as the
Venice islands, with their charm and unique nature, are
unambiguously striking. Giudecca is one of the peripheral, non-
touristic, and relatively calm islands, an important spot of industrial
heritage. Today this heritage co-exists with artistic spaces. Spazio
Punch is distinguished among them, which hosted the Georgian
pavilion this year. The organization, established in a former liqueur
factory on an artistic initiative is now one of the most important
alternative spaces for contemporary art in Venice. The Biennale or
beyond, it hosts various events of performance, visual art, and
architecture. At the 59th Venice Biennale, the space of Spazio Punch
was dedicated to the Georgian pavilion. In the monumental single-
brick building, the audience was introduced to the work presented by
Georgia "l Pity the Garden". The immersive VR experience of the lost
garden was presented by an artistic duo from Tbilisi - Mariam
Natroshvili and Detu Jincharadze, curated by the platform “In-
between Conditions”.

Perception of the work is made possible through spatial design,
sound, self-generating digital wind in time, and virtual reality
experiences. A person entering virtual reality with prior instructions
will "step" into an isolated, empty environment. The contours of the
road passing by the water can be seen as an allusion to Venice. The
aesthetics of a completely empty city, a simple and refined graphic
form, echo the post-pandemic anxiety in an environment left without
people, as much as it speaks of an apocalyptic future. At the same




time, the dedication to the lost garden, to the plants disappearing
from the earth, is nourished by a certain romantic gesture with the
post-surreal and new magical realism environment, which spread the
idea of the work in a digital language. The mention of an ecological
disaster, extinction, total silence, and anthropocentric anxiety is
developed in a slow cinematic rhythm. This rhythmicity and the
consecutive VR regime were the most apparent to me. Coming from
different working and living environments and ending up in a lost
garden, in a forest, on the edge of the abyss, or in the "captivity" of
words created new micro-worlds of emotional intensification. The
feeling of sudden tension in the slow monotony presented the overall
picture with the objectification of sadness, melancholy, and, at the
same time, gave rise to the feeling of impression, memory recall, and
predetermination. Despite this definite predilection, the nagging fear
or discomfort would suddenly intensify. If VR technology is largely a
product of the entertainment industry, this use of rhythm has made it
a full-fledged creative medium. The conditionality of the beginning
and the end of the work raises the main question, against the
background of which the worry about the garden "talks to us" in the
digital language created in the technological,immersive experience.

What dimension can art have socially? Against the backdrop of the
global ecological crisis, how can art create a critical representation of
the world in a way that it is the language of art and not statistics or dry
documentation? The cascade of questions, to which postmodernism
provided its' ironic, eccentric and, if we borrow Baudrillard, simulated
answers, acquires a new dimension in the latest age of technological
progress. Itis apparent that the imaginary state of the crisis reality can
be transformed into a heterogeneous powerful impulse of perception
through virtual experience. Inasmuch as art involves the direct
influence of the brain and perception, it is practically impossible to
analyze it only by the principles of art aesthetics and requires a
complex understanding. Distance, which is naturally necessary for a
human observing any tactile art medium, is completely dismantled
here. The work trespasses into the brain and claims control over the
viewer's emotional experience. Despite the breaking of distance and
such closeness necessary for perception, VR remains in the memory as
an experience. Consequently, discussing the work from one specific
direction becomes insufficient. "l Pity the Garden" is a work madein a
technologically controlled medium that remains elusive even
consideringits virtually ephemeral nature.

The concept of elusiveness dates back to the early foundations of
modernity, the beginning of the 20th century, and one of the most
unorthodox and avant-garde figures, Marcel Duchamp. Paradoxically,
Duchamp, who introduced desacralization in art by making the
sacralizing the urinal, formulated the thesis about the infrathin. The
thesis is more of an exemplified definition, where Duchamp considers
the infrathin as an active subliminal state, elusive, unspoken, but
fixable - an imprint of a non-verbalized but determined situation.
Action and work are different, infrthin is the heat left overin the freshly
freed up armchair. For Duchamp, two similar objects cast in the same
mold are also different, and differ precisely in the infrathin state given
in experience. Contemporary authors Paul James and Bradley Haylock
offer an oppositional interpretation of Duchamp's term to analyze
contemporary art from a critical perspective. In the joint essay “Art in
the Anthropocene: Apprehending Abstracted Crises, Thickly”,
speaking about the changes in the global scale of the crisis from an
artistic perspective, James and Haylock propose to understand the
infrathick as opposed to the infrathin. If Duchamp was discussing an
untouchable (unattainable) inexpressible moment, an imperceptible
slight difference between objects, a sublimation brought from the
inside to the outside, a singular, peculiarly revealed value in objects, in
modern times, the understanding of the infrathick becomes possible
from the generalization of conceptual abstraction. More precisely, this
is the meaning highlighted in the general, global, which is not
provided to us in direct (as a whole) perception. The general meaning
is not a single feeling but an experience. The authors highlight the
representational nature of contemporary art with this definition and
add: "We seek to explain the process that lies beneath the surface of
phenomenal experience, which is infra but not thin." The large pane,
as an element indicating scale and generality, conceptually followed
the Georgian pavilion. "l Pity the garden" is a mood nourished by a
universal general and global theme, where the authors are able to
observe the living environment of a person with a situational
perception devoid of a person. If by analyzing infrathin - "eating does
not mean eaten", this can be translated in relation to this work and say
that life does not mean lived. On the basis of this definition, in the
minimalist detailing and fragmentation of the environment, | think
the aesthetic experience of "l Pity the garden" more echoes the
Duchampian concept, although in a wide range of generality (all the
more considering the impactful power of virtuality) with a large pane,




it also creates specific messages. James and Haylock, in their critical
writings discussing the infrathick, speak of immanent (inner essential)
and transcendent (outer beyond) understandings, not opposed (non-
dialectical), but essential and inevitable. Thinking about the end and
the beginning, the crisis and the environment is really the essentially
inevitable situation that the artists living in Georgia presented to the
global art space. The pity about the garden, mentioned in the first
person, isa pity about the object, it is a pity about the past,and despite
the optimism in the work, it contains pity about the future as well.
Worrying about the present, in this perspective of the present-past-
future, temporal dimension, conveys the incompatibility with the pre-
sent with a restrained but concrete force. The issues of war, destruc-
tion and emptiness are intensified by various symbols and hints when
perceiving the work. Among them, sound in a virtually built interac-
tive environment (author: David Khorbaladze) is an integral compo-
nent of the emotional understanding of the experience gained thro-
ugh the work in this process.

The lost connection with nature and the environment, the regret of
the freedom taken away in the desire of the human centrist power, the
desire grab, becomes possible by turning back to the environment,
observing and accessing it. This possibility includes a strong need to
think about coexistence.This year's Biennale saw the establishment of
Biennale College Art for the first time, and young artists took part in
this initiative. The selected works from the project were presented by
the curator in the main exhibition of the Biennale. One of the four
finalists of the project is the Georgian artist Andro Eradze, who took
part in the curatorial exhibition of the Biennale with his experimental
film "Raised in the Dust". From a mysterious allusion to an overt mes-
sage, the film explores the environment without humans but at the
same time connected to humans. The work is a poetic commentary
and an intense visual experience on the vicious manifestation of
dominant anthropocentrism. The distant but unseen echo of human
unity and celebration is discussed in the film in connection with the
post-surreal mood of the forest and the creatures living there. The
imaginary field of the night forest and the creatures that live in it
become a real point of reference. The inspiring relationship between
unreality and reality is inspired by the models of coexistence that
Donna Haraway wrote about in A Cyborg Manifesto in 1984 and
Vazha-Pshavela in his epochal poem "The Snake Eater" at the begin-
ning of the century. Eradze discusses his idea in connection with these
two different authors and as he notes in one of his interviews, "the
main pointis the environment and the creatures living in this environ-
ment, talking about the person without being present.”
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Despite the strong need to understand the future from a new dimen-
sion, in the big picture we still feed our bodies, minds and emotions
with nostalgia for the dichotomous experiences of the past.

The idea of national pavilions creates an uneven spectrum of
competitiveness, political power, resources, trends. The powerful
informational flow gives rise to insufficient feelings of fragmented
perception, but in this generality, the above-mentioned infrathick, as
a general representational format of contemporary art in Venice, |
think, was still dispersed throughout the city. As a result, | believe that
in addition to the main exhibition, the vision of this year's curator in
the national pavilions, Cecilia Alemani, as a motivation for the
possibility of a renewed world, was more conceptually understood.
The dialogue focused on the perspectives of world perception,
coexistence, renewal from general to concrete. The works ranged
from ethnographicorlocal consideration of place, space, time, crisis to
existential dimensions. In this fluctuating structure, the temporal
dimensionis one of theimportant aspects.

For me, a cathartic large-scale and deeply poetic rethinking of time
became an unforgettable experience in the Italian pavilion.The large-
scale work History of the Night and Destiny of Comets, presented in
collaboration between artist Gian Maria Tossati and curator Eugenio
Viola, revealed the quest for humanity, the lost balance of man and
nature, the mistakes of the past, the suspension of the moment and
the thoughtful access to the future. The site-specific installation made
it possible to transfer the experience to the viewer's perception, to
awaken the feeling in the territory, the place, by observing the
environment and physically moving through it. The space turned into
a time capsule was a reflection of the mistakes of the past or the old
glories, including the centers of the collapse of Italy's industrial
success. As Viola (curator of the Italian pavilion) notes "Optimism,
these days, must be an ethical necessity, almost a moral obligation". It
was this commitment that was reflected with varying intensity on the
water, in the glow of the pale fireflies in the night. This cathartic
epilogue indicated an attempt to instill optimism in the crowd. The
visualization of a quote by the Italian poet and director Pier Paolo
Pasolini in the pavilion was the basis for a powerful emotional
understanding of the crisis that unites human history.In 1975, Pasolini
criticized the bureaucratic and power systems reigning in his country,
because of which it went unnoticed that the fireflies were
disappearing.

Theinertia of unnoticed or unrecognized realities, crises and mistakes,
gives me the exact association of a broken body hanging in the air,




where despite the strong desire, rene-
wal is intertwined with the process of
painful transformation. Jean Baudril-
lard singles out a key moment in "Ra-
dicalThought™":

“Reality is reality... But by this
very fact (appropriately enough)
facts are necessarily outside, for
de fact existence is impossible:
Nothing is wholly obvious without
becoming enigmatic. Reality itself
is too obvious to be true.”

If art today wants to express truth
along with renewal, it cannot be
unambiguous, either illusion or
reality. Thus, "The Milk of Dreams"is an
attempt to combine the dimension of
imagination and reality into a hybrid

unity. For me, it is a search for a lost ba-
lance, a balance that we want to achi-
eveinlife, butinartitis constantly vio-
lated and remains an unsolved puzzle.
Baudrillard's concept of enigma is
similar to Theodor Adorno's definition
of art as a riddle. In the afterword of
Devi Dumbadze's translation of Ador-
no's theory of aesthetics, "Art and Sal-
vation", Dumbadze notes: "His (Ado-
rno's) attemptis to presentartand be-
auty in nature as something that is
rarely perceived in aesthetics or
society: as an image of public recon-
ciliation, the possibility of which sho-
uld be considered in nature itself, be-
cause without it, consciousness itself,
with its own aesthetic origin, would
not exist" The image of total public
reconciliation - the definition of the
beautiful, is perhaps the salvation, the
realization of what we expect fromart.
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I see with
a feeling
eye,

I feel with

a seeing
hand

J.W. von Goethe
Roman Elegies V

The Thilisi Culture Week hosted Giorgi (Makkari) Gogoladze's sound sculpture, which
transmits a real-time audio signal from Ukraine — diverse, deep feelings of fearand hope,
pain and happiness. The installation is an artistic attempt of solidarity and compassion,
it enables us to perceive pluralistically and aims to compress the space, to move
different beings to different places in the physical world, to transfer the unique
simultaneous events, in this case the tragedy, to another point, which causes immense,
tangible sympathy in the viewer. The piece without words and forms, only with direct
feeling, describes the war extended in space and time, critical realism, however absurd
this term may be.

The installation consists of two separate round metal plates, which emit audio waves
continuously through a sound signal-receiving device and vibrating speakers. The most
tense are those undefined or unexpected moments when the black plates stop for an
undetermined amount of time; Then we realize that "you have to go blind to see".. The
installation is encased in an open metal cube, which brings us even closer to the main
message of the work, to the essence, we go through this brutal, as if initial appearance,
because we perceive the idea sensorially, even if this idea exists independent of our
perception. This is an ongoing multi-story that develops alongside us, and, if we want, it
will change with us; A reality that is not perceived by the eye.

It is interesting that the line between technical science and art has disappeared in the
modern world. Humans still have to deal with the primordial, archetypal phenomena
that are often inaccessible through rationality. This work of Makkari Gogoladze, | think,
clearly reflects the duality, paradox and constant change of our existence when we see
overall picture of the plane, where the space is measured by the distance or proximity
shown by the contrasts created on the intense surface.
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GEORGIAN CONTEMPORARY ART
AND THE 1990'S




Conceptual and alternative signature or collective sear-
ches of Georgian contemporary art developed against the
backdrop of the ideological changes and systemic fluc-
tuations which still determine the recent history of Geor-
gia. Evenin the late Soviet period and the so-called During
"perestroika" important political changes were imple-
mented. The unshakable iron curtain, which existed due to
the Cold War and the isolation of the Soviet Union, begins
to break down in this period. It is worth noting that the
cycle of international appearances of modern Georgian
artists in Europe coincides with such a historically impor-
tant political event. In 1988 and 1989, the works of the
Group X Floor are presented in Budapest, and the artists
also participate in the Narva International Avant-Garde
Art Symposium. Besides Eastern Europe, exhibitions are
organized in Great Britain and Germany. Under the cir-
cumstances of these international exchanges, which are
symbolically tied to the turning point of the downfall of
the Soviet Union, German female gallerist Francoise Fried-
rich stands out for the Georgian artistic space in the 1990s.
Friedrich is one of the most prominent figures to get fami-



liar with the works of Georgian contemporary artists and
ensure their appearance in Germany. With this initiative, a
group exhibition of four Georgian artists: Aleksadre
(Shura) Bandzeladze, Gia Edzgveradze, Luka Lasareishvili,
and Koka Ramishvili was organized in Cologne, Germany,
in the space of DuMont Kunsthalle. In addition to presen-
ting the works done in Georgia in the 80s and 90s by these
authors, the offered a limited-edition catalogue. The exhi-
bition catalogue contained letters from various important
critics and political figures, including an assessment by
influential art critics such as Boris Groys. Groys mentions
the general motivation that the study of the cultural soil
in the world divided into two (the context of the West and
the East) was an important poli-tical and cultural step for
the influential representatives of the European artistic fi-
eld and museum or gallery institutions. To paraphrase
Groys, European gallerists and curators in the newly ope-
ned territories of Eastern Europe found a more open situ-
ation and works bearing European impulses than they ex-
pected. Such evaluations further push us to an indepth




analysis and establishing connections between theological
foundations, deep culturological studies and individual cre-
ative searches, and surrounding reality.

Since the 1990s, local processes and authors are actively
integrated into Western spaces. The second important exhi-
bition is a continuation of this initiative, also organized by
Francoise Friedrich, which has a more institutional nature
and is carried out under the auspices of the East-West Cul-
tural Exchange Association. The mentioned exhibition cal-
led Dialogue was organized in 1994, and in addition to the
aforementioned four, important artists such as Iliko Zau-
tashvili, Gia Rigvava, and other contemporary German au-
thors took part. Frangoise Fridrich's name is associated with
the support and promotion of the works of Karlo Katchara-
va, Mamuka Tsetslkhadze, and Shalva Khakhanashvili.

It is these foundations, the context of the alternative and
experimental searches of the 90s, the strive for integration
with international artistic spaces, that show interest and
create a range of important discussions and reflections.

What territory is undefined in art (including Georgian con-
temporary art) and how is an epochal value dimension crea-
tedinthe dialogue of creative impulses?
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Online researchplatform
of Georgian artists living
and working abroad




The research project Integration and Identity includes the
study and analysis of the lives and art of emigrant Georgian
artists currently living and working abroad. The project was
implemented in 2017-2019 under the auspices of the
Institute of Art History and Theory of Ivane Javakhishvili
Thilisi State University, and was funded within the
Fundamental Research Grant Program of Shota Rustaveli
National Science Foundation.

The issues raised by the project are topical for critical
studies of Georgian art, since scholarly research generally
fails to cover the significance of Georgian painters and
artists abroad. Yet artists help determine the progress of
cultural integration of Georgia into the West, while
simultaneously enriching the national art space with
different aesthetic values brought from the West.

In order to perform analysis, the research group members
compiled lists of Georgian emigrant artists, then classified
the artists according to the spheres of their activities and
countries where they live and work. During the study,
research group members traveled to many European
countries where expatriate artists reside (Austria, Germany,
Switzerland, France, Belgium, Netherlands, Greece, England)
and to the United States. The project's research scope
covered 115 artists from age 25 to 80, whose major period of
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emigration falls between the 1980s and the 2000s. To
complete the study, participants utilized research into art
history, comparative methodology, interview-sociological
survey, archival research and scholarly analysis of art works.
Our survey attempted to determine how organically the
artists who had immigrated from Georgia merged with the
western environment, the nature of their achievements and
their conscious connection to the national traditions of
Georgian art. On the other hand, researchers inquired as to
how specifically - the label “Georgian” is affixed to their art
when it is viewed abroad, under what conditions of cultural
integration.
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The research group members studied the theoretical and
visual material and conducted interviews; they worked on
relevant literature, analyzed material, observed the art of
immigrant artists in connection with both Western
contemporary art and Georgian art. Based on the analysis
and study of artistic values and philosophical attitudes of
the artists it was determined why, when, and how the artists
emigrated abroad, how they settled on a new place, how
they integrated into the Western environment and what
connections they established with local art institutions.
How do they evaluate the ongoing art processes? Do they
consider their art as a part of Georgian art or not: what kind




of connections are kept with the Georgian art
space, what are their conscious attitudes to-
wards the Georgian art tradition; how “Geor-
gian” they perceive their own art in the context
of such culturalintegration, and what import it
has towards the general integration of Georgi-
an cultureinthe West.

In the framework of the research, we analyzed
the lives and art of Georgian painters abroad

during the 1910s-1920s. Records in archives,
museums, private collections and libraries in
Georgia were utilized in research. According to
theoretical, documentary and visual materi-
als, we made parallel studies of the migration
processes of those earlier painters and the
artists who have emigrated since the 1990s.

We searched for similarities and differences

between these two events of modern Geor-
gian art history, and also, generally, betwe-
en the similar ongoing events in the world;
identified the place and importance of Geor-
gian emigre artists in the context of Western
modern and contemporary art.

Several scholarly essays, conference papers
and fundamental studies were prepared in
Georgian and English languages based on
the research-analysis carried out within the
project. lvane Javakhishvili Tbilisi State Uni-
versity now houses the newly created data-
base and web-site based on the study fin-
dings. The website contains the scholarly
works prepared within the project.

The project Integration and Identity was im-
plemented by the research group members:

Mzia Chikhradze,

Ketevan Shavgulidze,
Mariam Shergelashvili,
Marita Sakhltkhutsishviliand
Lana Karaia.

The group was created within the Institute of
Art History and Theory of lvane Javakhishvili
Thilisi State University, all researchers had
an academic affiliation.
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